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Theoties abound as to the origin of jewelry. Be it a body decoration
in primitive time, or a bearer of luck against misfortune in religious
activities, or even a symbol of wealth and social status, and till today
an icon of fashion which shows one’s individuality, jewelry has always
played an indispensible important role in social development.

In Europe and America, jewelry art has seen a long history of
development. From handmade crafts in workshops to mass production
of the industrial age, from the emergence of the jewelry brands to
the formation of the marketing mode, until the contemporary artistic
conceptual presentation that is still undergoing continuous changes and
innovation, jewelry culture in the west manifests a pattern of richness
and diversity.

Similatly, jewelry also has a long history in China, a representative of
the FEastern cultures. Magnificent civilizations over thousands of years
have precipitated abundant nutrients for jewelry development in China
and have left rich heritages of the jewelry art, giving ancient Chinese
jewelry an important place in the forest of jewelry art of the world. Since
19807, with the deepening of China’s opening and reform, new changes
have been witnessed in the Chinese society, where material abundance
has led to continued upgrades in the pursuit of beauty and spirit, and
as a result, jewelry, with its decorative and individuality-translating role,
has been given more attention. Today, jewelry has long become a carrier
of contemporary art and emits distinct charms in connecting inter-
human relationships, in interpreting the link between history and the
contemporary, and in presenting personal thinking and ideas. Therefore,
in the context of the unprecedented prosperity of the jewelry market, it
has become an important issue to better inherit and advance the essence
of Chinese jewelry art, to nurture artistic talents with greater creativity
and comprehensive attainments, and to design cutting-edge jewelry
works consistent with the aesthetic tastes of the new era.

It is out of this demand that the Jewelry Design Program of
CAFA was born ten years ago when CAFA endeavored to become an
international art academy focusing on parallel disciplines and multi-

disciplinary interactions. Rooting its teaching in Chinese tradition and

keeping in line with international jewelry design, the Jewelry Design
Program of CAFA has, for ten years now, been exploring its own
characteristics, harvested remarkable teaching achievements and trained
a large number of excellent design talents. Themed Ten Years: Re,
this international design exhibition is not only a retrospective of the
ten years development of the Jewelry Design Program of CAFA, but
also an opportunity for CAFA to present its teaching philosophy and
orientations while expanding its international vision. At the same time,
we look forward to, through this exhibition as a platform, discussing the
most forward-looking issues of contemporary jewelry, and to listening to
international voices when examining Chinese experiences.

May this exhibition be a valuable reference to the development of
contemporary jewelry art education and contemporary jewelry art design
in China, and accumulate energy for the development of contemporary

jewelry art in the next ten years.

Professor Pang Gongkai
President, CAFA

Oct, 2012
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Jewelry emerged, from ancient time, as a result of human pursuing
beauty, or a spiritual need. The format of jewelry changes over thousands
of years, but be it intuitive or spiritual or religious need, Jewelry is
never merely an object, let alone a practical object. Instead, it is a
medium of human communication, an outer phenomenon of the spirit,
the condensation of one’s character and pursuit, the demonstration
of human belief, the joint of object and spirit, and a product of the
aggregation of the human body and his spirit.

The ten years of the Jewelry Design program of CAFA School of
Design is very fruitful. Led by Professor Teng Fei, the program head,
and both a good artist and a good teacher, the Jewelry Design Program
has emerged from nothing and has formed a teaching system with its
own features. What must be pointed out here is the program’s emphasis
on teaching quality and on the nurturing of the aesthetic of its student,
which help to elevate the teaching level. When most people care only
for the preciousness of the materials of the jewelry, the exquisiteness
of the craft and the beauty of the form, our Jewelry Design Program
pays more attention to jewelry as a carrier of spirit, and to its value as a
communicative medium. Always exploring design originality within the
human-jewelry relationship, our Jewelry Design Program taps also the
integration and interaction of different disciplines and the influences
of different regions and cultures, which are consistent with the overall
teaching thinking of CAFA School of Design.

Over the last ten years the Jewelry Design Program has trained one
group of good designers after another, all of whom have dreams and
pursuits of their own. But what is equally important is that they are also

good artists. Today, our society needs, more urgently than ever before,

a large number of artistically qualified jewelry designers to elevate with
their works the aesthetic taste of the jewelry industry, to promote with
their works the living standard of the people, and to bring about with
their works spiritual sublimation to this society.

“10 years - Re: jewelry” Contemporary Jewelry Exhibition is a
summary of the fruits of teaching of our Jewelry Design Program, as
well as a dialog with the many international jewelry designers, which, 1
believe, will push forward the development of the program. I could not

help expect the next ten years to be more excellent.

Professor Wang Min
Dean, CAFA School of Design

Oct, 2012
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Preface: I've always been cutrious about the teaching atmosphere of the
jewellery department at the Central Academy of Fine Arts. What was
it that made the experience there so lively, that brought such cheer to
the faces of faculty members and students alike when they described
the myriad possibilities contained in its curriculum? This contemporary
jewellery exhibition, titled “10years-Re:jewellery”, displays the fruits
of a decade of teaching in jewellery art and design. Such a ground-
breaking choice for an exhibition inspired me to approach Teng Fei, and
ask her in person about her own teaching experience and pedagogical
philosophies. How had Professor Teng’s destiny linked her to the story
of contemporary jewellery design in the first place? How did she come

into her role at the Central Academy of Fine Arts?

A student of the craft: there was just something special about it.

You matriculated at the High School of the Central Academy of Fine Arts in
1979, and graduated with a bachelor’s in fine arts in 1987. What was your experience
like? What did you gain from the experience and what were you unsatisfied with?

From middle school all the way through to university I was fortunate
enough to have been surrounded by a positive cultural atmosphere and
learning environment, and to have the opportunity to encounter good
teachers who were not only talented but also had integrity. These are the
kinds of things that exert a subtle but transformative influence on one’s
life. Figure drawing class, landscape sketches, and woodcutting were all
the most enjoyable parts of university for me. I remember once I had
an allergic reaction and my face was covered with swollen red bumps.
The doctor prescribed bed rest, but that was the last thing I wanted to
do. Sketchpad under my arm, I insisted on coming to class day after
day. That sort of obsession and tenacity when it comes to painting is a
unique state of mind. I was proactive about learning and I was unable to
stop; I think it was out of a real love and passion. In those years, what
I wanted was the space to make my own decisions. I wanted a relaxed
learning atmosphere. It was an extremely strong desire. That mentality 1
had as a student informs the way I care about my students now; it helps

me understand them a little better.

You studied at the Universitit der Kiinste Berlin for five years for your research
masters. How was it, as compared with professional arts training in China?

Universitit der Kiinste is a place without boundaries. In the past I've

used ‘like a fish in water’ to describe my experience in that atmosphere.
Berlin is a young person’s world. The rhythm of life goes at a faster pace
than that of other cities; people there walk a little bit faster. During the
school year students studying plastic arts were both attending classes and
engaging in their own practices outside of school. They were in contact
with galleries and art spaces that spoke to ideas they were working on,
and had opportunities to participate in solo and group exhibitions.
The life of a student in those days could be one of extraordinary

independence.

In Berlin, your works were basically all installation pieces and objects. Your
growing attachment to jewellery was actually born of coincidence. What about your
Jewellery course in Berlin left you with the most lasting impression?

The jewellery studio wasn’t particularly large, nor was the teacher
particularly well known. At the time it was a relatively marginalized field.
It was like an isolated corner; no one paid much attention to it. But to
me, there was just something special about it. In reality I was probably
most moved by the handmade element of the process and the rustic
quality of the materials. I took three semesters, and the whole process
was very interesting. My objects and installation works themselves were
always linked somehow to hands-on materials and handmade processes.
Things changed though when we began to study metalworking in the
studio. The teacher taught us the basic elements of the craft, and out of
class I would do a lot myself. I would practice a lot, using any materials
that struck my fancy. Time in school was spent learning the crafts. Time
outside of school was spent going to see exhibitions, finding my own
study materials, and learning about jewellery in different cultural contexts,
including China. I was following everything I could. Though at the time
the search for information was nowhere near as convenient as it is today,

I would still do my best to pick up all the relevant pieces, little by little.

A teacher of the craft: potential is realized with time, and work.

When you left Germany and returned to CAFEA, what inspired the idea to set
up the jewellery major?

The idea was ditectly related to my life in Berlin. In school the teachers
did not lecture much. It was about going out and experiencing things
yourself. Where I lived, every week there was an art flea market. It was a big

local attraction, with visitors and members of the community all coming

4
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out to shop. Moreover, my dormitory at the time was right next door to the
event; looking back now I see that it was an essential part of that period
in my life. A good friend of mine who was studying sociology worked at
the art flea market. He just had a little booth there, but he did very well.
Along with jewellery, there were accessories and clothing, old and new.
They had everything. But the main point was not earning money. People
were really just doing what they liked to do, able to be fulfilled, happy and
self-sufficient. The refreshing scene, filled with new inspiring things, was
an integral part of local life. At the time, China severely lacked this kind
of thing. In my years studying in Berlin I already knew that jewellery was
more ‘out there’, not in the mainstream of art or design, and especially not
in China. But like the people in their booths, those considerations did not
matter to me. Jewellery was more interesting, because I could come into
contact with so much material, whether soft and malleable or hard and
brittle. I was especially taken with natural materials. After seeing enough of
something, you start to understand how much possibility there is, and that
is something that can inspire true interest.

When I returned to the academy I became one of the six or seven
tenured professors in the department of design. If one wanted to
do design, it was about being a big picture thinker; the big and small
picture all had to be there. The scope couldn’t be too narrow. I brought
up the idea of jewellery, but got no feedback. In many respects, China
in the nineties lacked the foundation for this kind of major. But then,
after several years had passed, I was on my way to work when I turned
on the car radio to all of these conversations on life, design, and even
jewellery. There was a sense that life was improving, and that people were
beginning to pay more attention to the craft. The initial hint of a demand
for the course began to appear on the horizon. In 2002, jewellery classes
were put on the agenda; this was already seven years or so after I had
returned from Germany to begin teaching. At that time there were private
institutions that also offered metalworking and similar courses. I had
observed these and felt that they were aesthetically limited. I’'m sure they
were doing many things that were worth doing, but when we opened up
our own curriculum, we wanted to explore the ‘other’ possibilities. And
with the vibrant platform provided by the Central Academy of Fine Arts,
that is how we began. There is always a stir of excitement in doing what
others haven’t done before; though it’s not the mainstream, there’s this

sense of being ahead of the curve, of looking forward.

Could you speak specifically to the motivation bebind opening the Experimental
Materials class?

In ‘95 when I returned from Germany to teach at CAFA, I came upon
a very unfortunate state of affairs: some of the students in the plastic
arts major had become passive and uninterested in their own subject.
This disturbed me. At the time, I was vocal in saying that the process of
selecting class materials had to be about student interest. You put together
new coursework with students’ interest in mind, so that you could get
students to take initiative. My emphasis in teaching is on finding a way to
inspire and activate the minds and hands of students. In class, I remind
them that what they are doing is not homework’; it is artwork. It is a
process. They come up against difficulties; they search for the solutions
to problems. If students can consciously invest enough energy into the
problem-solving process, they will ultimately produce good work. It is
about finding ways for them to gain exposure to different solutions, ways to
mobilize their critical thinking capabilities, ways to provide them with first-
hand knowledge of material aesthetics. On this point, the potential impact
one can have on students is very great. Whether what they do afterwards
is design or to art, their demands of superiority in material aesthetics will
be an indispensable component of their success. In the beginning, my
Experimental Materials class was opened both as a basic level course for
the School of Design, and as an elective course for different majors in
the Academy of Fine Arts. Students attending the course came from all
different backgrounds, including sculpture, oil painting, printmaking, and
traditional Chinese painting. We treated it as a path by which students
could learn about contemporary art through experience. They were shown
contemporary art from abroad. There were still no online resources back
then, so it was all my own slides. I could sense their hearts opening, their
horizons being expanded. When we talk about higher standards—when
we demand a higher level of work from students—we must give them the
opportunity to see examples of real, high-quality work. Then they can get
down to it, and practically implement what they’ve learned. That first group
of students had the chance to take in ideas, material aesthetics, and visual
experiences all very much in sync with what was going on abroad at that
time. Creativity should not be so inflexible that it falls only within a limited
set of prescribed options; with the Experimental Materials course as our
entry point into the subject matter, we were able to cultivate in each student

both a keen mastery over material and an individual approach to creativity.
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Before you studied in Germany youn worked at the Institute of Fashion
Technology; did this have any influence on your later thoughts on teaching?

Right after I began working there, I was chosen to attend a workshop
with one of the most famous makeup and hair stylists in China. In
retrospect it becomes clear that as one goes through life, along the
way there will always be countless chance encounters and accidental
opportunities. If you are open to seeing where they take you, these varied
experiences are what will give you a broader perspective on the questions
that arise, broader than if you were on a single track the whole time. You
will consider a single point from several different perspectives. This also
ends up being useful for teaching; it gives you a degree of comfort as you
guide students through their learning processes. Instead of rushing them
to acquire skills in as short a timeframe as possible, you become more
concerned with how to help them come to know themselves. It is a kind
of growth that comes of gradual enlightenment. Students’ inner potential
needs time and refinement to be fully realized, before it can come out in
full relief. And the results won’t be instantaneous. In contrast, emphasis
on the development of a single skill, without nurturing other facets of a
student’s mind and interests, will quickly drain the student of all vitality.

Boundless tolerance is a virtue. This is my teaching philosophy.

Thoughts on teaching: as with gardening saplings, education

requires some pruning.

What role do you feel the jewellery major plays in the educational framework
of the Academy, as well as in the greater framework of contemporary artistic
practice?

Jewellery ought to be experimental. It should maintain a certain
freshness. Whether a person wants to do well as a professional or as a
person, everything starts from the self and proceeds outwards from there.
It’s about doing something with more precision and more care, about
getting it closer and closer to §ust right’. If you want to do something
well, you need to have a strong support. You need the strength of a
team for the first effort, and then you need a second wave of power and
energy as you go to revisit and revise. This force is already present within
students and I want to help nurture it. This requires sufficient support
and a common ideal, but just to have an ideal is not enough. There needs
to be strength to propel real action. If you want to develop something

successfully, you need to invest yourself in it completely. In your heart,

you need to possess a certain kind of strength and persistence, and this

requires being well versed in your subject, and grounded.

How would you describe experimental jewellery art?

For something to be experimental it must have intellectual inquiry
behind it. It must be concerned with a question, and it must point
to something specific. After that, it must find the means to build a
methodology towards providing a viable solution. In a discussion of
jewellery there is first the traditional definition of the craft, then the
issue of jewellery and its relationship to people, and then the question of
the idea of jewellery as ‘being worn’. Through it all there are possibilities
for linear, multi-dimensional, and subversive interrogations—of history,
of the present, of culture, of society, of humankind, of philosophy,
and so on. It is a practice and process that, in the traditional sense, has
never existed before, and so it is brimming with new possibilities. There
are things that can be accomplished, and there are things that will take
longer time than we have to fulfil. The process is not a conservative
one; it is courageous and ambitious. Jewellery provides us with a field
for experimentation, and possible points of departure within this field
are numerous and varied. If we take it all apart and look inside, we
will not be able to see a specific, cohesive form. But at the last instant,
these many scattered points come together to reveal something that is

somehow distinct.

The jewellery major has been around for ten years, and grew out of a single course;
what was the thought process bebind the way in which the curriculum was set up?

At the outset the basic idea was a curriculum in two parts: one
devoted to the exploration of theories and concepts, the other devoted
to experimentation with material. The aim: to help each student find
and establish a personal visual language, a flexible ideational model, and
a strong critical voice; and to encourage each student to express his or
her unique character through the work. When we begin from our own
personal points of view, we are likely to put more weight on our artistic
expression. There is a discernible and fundamental difference between
work produced out of the traditional conception of jewellery—namely
jewellery that exists only for its decorative element—and work that sees
jewellery as a craft for expression. As students make their own sense of
the relationship between jewellery art and jewellery design, they find their

own place within that spectrum.
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Towards the end of those ten years, the content of teaching and the
structure of knowledge for jewellery design grew gradually more robust.
As history evolves, lifestyles and mind-sets change, and this is something
that must be confronted. I feel that it is important to provide students
with a chance to discover and make the most of their own strong points.
This means giving them a diversified platform. Yes, jewellery art is a
major pillar of our teaching philosophy, but it is not the only choice;
students can focus on jewellery design as well. This kind of adjustment
and expansion is a necessary adaptation to changing times, as well as the
sort of enhancement or development that a department must inevitably
realize once it comes certain point in its history, lest it become too
narrow in its scope.

We began the design track with the ‘Brand and Design’ course, which
gradually drove us to deepen the reach of the overall design curriculum,
developing into areas like culture, folk customs, and philosophy as
new points of entry. The results teaching-wise indicated a successful
beginning, and students welcomed the courses as well.

Over the past ten years, our curriculum has expanded area by
area, slowly maturing as a whole. Each course topic is like a seed that’s
been planted; with every step of the process, from selecting the seeds
to sowing them, there is careful, measured consideration. As we first
designed the curriculum we emphasized the importance of paying
close attention, from as many angles as possible, to whether or not real
quality was being cultivated. We wanted to do everything in our power

to arm students with any and all of the tools—materially, spiritually,

and intellectually—that would help them to be independent and make
their own choices, while also being able to successfully integrate. Only
by showing up for class and being present for these experiences can the
students fully benefit from this kind of care on the part of their teachers;
otherwise it is all too easy for mere fragments of ideas to reach them.
This is why every time a student is absent for a series of lectures or only
attends intermittently I feel pangs of regret.

In my own philosophy, the education process is like gardening
saplings: it requires constant pruning and trimming. Even if there are
the best growing conditions one could hope for, lots of sunlight, and
ample water, if the roots are twisted and the branches are gnatled, even
a seemingly flourishing exterior has to undergo some fixing before it
can grow straight out of deep-laid roots, tall into the sky. This was

the mind-set I had when I came back from Europe, and it is the same

one that has led me through ten years of teaching in the jewellery

department.

Within the framework of both practical and theoretical training for students, in
what way did components like the metalworking curriculum, course topics like ‘Brand
and Design’, or the establishment of themes for workshops and comprebensive training
courses constitute chapters of their own, and in what way did they work in concert with
one another, to embody the overall philosophy bebind the department’s teaching practice?

In my teaching philosophy, course subjects are at the core of a
curriculum’s implementation. A good subject will often carry forward
the curricular framework, keeping it targeted and effective. At the same
time, the deepening and expansion of the curriculum itself will also often
bring about the genesis of new course subjects, extending their lifetimes
and advancing them forward.

The metalwork curriculum is designed to be a series of basic training
experiences for students just entering the major, with the intent of giving
them a rich first hands-on interaction with the medium. The students are
exposed to eighteen different crafts, learning about them through hands-on
practice and production. Students learn the fundamentals and familiarize
themselves with different skillsets, often in preparation for the ‘Brand and
Design’ course, where what they have learned can be put into practice.

The idea for the ‘Brand and Design’ course originated out of several
students’ participation in jewellery design competitions and theme-based
collaborations with well-known brands. The first time CAFA jewellery
graduates Wang Qian and Zhang Shaofei cooperated with internationally
renowned crystal brand Swarovski, they were very successful. Their
“Chinese zodiac” design, “resonating with the spirit of the orient”,
brought a new vitality to the brand, and is still recognized favourably
today by brand collectors wotldwide.

Over the past few years there have been collaborations with French
brand Qeelin as well as Hiersun’s “I do” diamond brand. Research into
potential topics for related competitions and projects has allowed students
to gain a wide breadth of knowledge and exposure. In addition to the
content I teach, I often invite special guests—experts representing related
fields—to come give lectures, hold discussions, and initiate exchanges,
helping students lay down a solid foundation and add to an increasingly
abundant reserve of knowledge. Students are in a dynamic learning
environment that, while contained within a greater organization, also

emphasizes their independence and allows them to try out a number
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