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Jacqueline Mina is one of the most 
significant goldsmiths working in 
the UK today. She was awarded 
the Jerwood Applied Arts Prize for 
Jewellery in 2000 for ‘consistent 
innovation and a significant 
contribution to contemporary jewellery 
… for subverting and taking precious 
metal techniques to the extreme’. I was 
the jury Chair that year, and the field of 
contemporary jewellery submissions 
was exceptionally strong, something 
of which we in the UK should be very 
proud. Nonetheless, as we rigorously 
challenged each competitor against 
the Jerwood criteria, Jacqueline Mina 
emerged supreme.

A recent retrospective at the 
Worshipful Company of Goldsmiths, 
Dialogues in Gold, brought together 
a selection of her work spanning her 
entire career to the present day.  
It included pieces that are still regarded 
as seminal today, groundbreaking 
pieces for contemporary practice 
in precious metal. Celebrating the 
supreme artistry of significant 
practitioners is a key strand of the 
programmes of The Scottish Gallery, 
Contemporary Applied Arts, and 
Ruthin Craft Centre and following on 
from her Goldsmiths’ retrospective,  
we are delighted to present a collection 
of recent and entirely new work, 
including previously unseen pieces.  

For collectors, buyers and those 
who wish to enjoy and appreciate a 
substantial number of Jacqueline’s 
pieces together, this is a special 
opportunity – it is hard to convey just 
how rare it is for Jacqueline’s work to 
be exhibited in such a large grouping.

Dr Elizabeth Goring’s essay 
‘Touching Gold’ explains in detail 
Jacqueline’s consummate knowledge of 
gold’s inherent properties: a knowledge 
that has been gained and expanded 
through constant exploration, 
developing an intimate relationship 
with her material, challenging, 
seeing how far it will go, devising 
new concepts, forms and textures. 
Jacqueline uses timeless traditional 
goldsmithing techniques in new and 
unorthodox ways to create jewellery 
that is very much of our time. Through 
her own work, her personal dedication 
and her growing influence on others, 
she has continued the ancient practice 
of goldsmithing as an artform – for 
today and tomorrow. 

The Scottish Gallery, Contemporary 
Applied Arts, and Ruthin Craft Centre 
would like to thank all the people who 
have contributed to this catalogue 
and texts, with particular thanks to 
Dr Elizabeth Goring and of course to 
Jacqueline Mina herself.

Philip Hughes
Director, Ruthin Craft Centre
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I have loved gold for as long as I can 
remember: not for its commercial value 
– which, as I write, is at an all time high 
– nor for its traditional connotations 
of wealth, status and power. No, for 
me, its appeal lies in the seductive 
attraction of its warmly glowing colour 
and fiery glints, and above all, as  
Pindar recognised, its immutability.  
It thrills me to know that buried gold 
can emerge from the ground looking 
almost exactly the same as when it 
was last handled by someone now 
long dead, perhaps thousands of years 
ago. Not only does it not decay, it 
also preserves the subtlest traces of 
working and of use, all of which can  
be clearly seen under a microscope, 
and this has been a key factor in  
my research into ancient jewellery.  
Gold can provide both a link with the 
past and an inheritance for the future; 
and it is goldsmiths who fabricate 
those links. 

Worshippers of Khrysos can easily 
spot others similarly held in thrall – 
and Jacqueline Mina is surely a high 
priestess. ‘I very quickly become 
absorbed when I begin to manipulate 
my precious metals and play with them 

until something magical happens,’ she 
writes.2 The attributes of gold have 
provided the essential medium for 
her self-expression. ‘The versatility 
of gold’s physical characteristics 
allows for expressiveness, sensitivity, 
detail, experimentation, unorthodoxy 
– characteristics that match well 
my own inclinations and nature.’3 
Jacqueline works directly in the metal, 
neither pre-planning nor drawing, but 
approaching it intuitively and with 
the tacit knowledge gained through 
years of experience. ‘Drawing, which 
I love, is not something I use for the 
development of my jewellery ideas 
on the whole, though I like to do life 
drawing and occasionally landscape or 
natural form… I prefer to experiment 
directly in the materials I intend to 
use, hoping to come across something 
I hadn’t thought of.’4 With the 
confidence born of a complete mastery 
of her material, she allows gold to 
become ‘something magical’ in her 
hands. 

I first saw Jacqueline’s work in the 
late spring of 1988, at The Scottish 
Gallery showing of Joan Crossley-
Holland’s wonderful touring exhibition 

Touching Gold
The Art of Jacqueline Mina
Khrysos [gold] is a child of Zeus; neither moth nor rust devoureth it; 
but the mind of man is devoured by this supreme possession.1
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of contemporary ceramics, textiles  
and jewellery, Shape and Surface. 
I saw more in the summer of 1989 in 
British Jewellery at the Crafts Council 
Gallery, which was then in Waterloo 
Place, London. Then in 1991, in Camden 
Passage, I fell (professionally) in love 
with a beautiful ring made from a 
glorious pink shell of the trochidae 
family, 18ct gold and diamonds. At that 
time, I was retrospectively collecting 
‘organic’ style jewellery of the late 
1960s and early 1970s for the rapidly 
growing collections of 20th century 
jewellery at the National Museums of 
Scotland. I was immediately drawn to 
this shell ring because, while it spoke 
so clearly of its style and period, it also 
had such a strongly individual voice. 
The ring was signed by Jacqueline 
Mina, and dated 1973, and it quickly 

joined pieces by John Donald, Andrew 
Grima and David Thomas in the NMS 
collections.5 

I recently learnt there was an 
important link between Jacqueline 
Mina and John Donald. She worked 
for him for six weeks during the 
summer vacation of 1964, between 
her second and third years at the Royal 
College of Art. Having first studied 
silversmithing at Hornsey College of 
Art, she was accepted by the Royal 
College of Art – as long as she agreed 
to take jewellery instead. ‘Never 
mind if I hadn’t ever given the merest 
smidgeon of a thought to the subject 
of jewellery, until that time. I could, and 
would – and did – adapt!’6 Full marks 
to the interviewing panel for spotting 
Jacqueline’s potential as a jeweller – 
even though it was perhaps for the 
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wrong reasons: they told her that 
jewellery was ‘more appropriate for a 
female’.7 There was not much formal 
jewellery design teaching available at 
the RCA. ‘I am still mystified as to how 
I ever learnt anything about design 
– we never had any formal lectures 
on the principles of design as far as I 
remember.’8 Recognising the need to 
expand her skills, she approached John 
Donald, one of her jewellery heroes, 
looking for a holiday job. There, for £5 
a week (soon increased to £6), she 
worked alongside a vastly experienced 
jobbing jeweller. He soon showed her 
the best way to hold a file and other 
similar tricks. She was thrown in at the 
deep end. Having never worked in gold 
before, she was required to construct 
an elaborate hand crafted chain and 
taught to use a form of granulation 
for embellishing John Donald’s 
characteristic designs.9

The shell ring was the first of 
several works by Jacqueline Mina to 
enter the collection over the next few 
years as I attempted to record at least 
some of the continual innovation in  
her exploration of gold and platinum. 
The second was a part-oxidised 18ct 
gold brooch with platinum mesh 
fusion-inlay, which was made in 1991 
and purchased in 1993. Surface texture 
is an important aspect of Jacqueline’s 
jewellery, and she often compresses 
sheet metals through steel rolling mills 
together with a texturing medium such 
as paper, emery or mesh. She devised 
a technique that involves cutting out 
patterns in platinum mesh, fusing it to 
gold, and then rolling the metals in a 
steel mill; she calls this ‘fusion-inlay’. 

The NMS brooch is an early example 
of a rich series of platinum and gold 
jewellery inspired by the chance find 
of a new medium (platinum gauze 
and, later, platinum mesh, industrial 
materials used as catalysts for making 
fertiliser) combined with an influential 
visit to Fortuny’s palazzo in Venice. 
The next piece was a delicate ‘felted’ 
brooch of platinum wire and gold 
granules from 1996. Mina discovered, 
again by chance, that platinum could be 
‘felted’ from the very fine wires drawn 
from dismantled platinum gauze. 
The brooch also features platinum 
‘spangles’, tiny discs made from 
hammered granules at the end  
of the fine wires, which produce 
irregular light-reflecting facets.  
This was followed by two important 
gold and platinum tesserae rings with 
movable shanks which had been  
shown in the Jerwood Applied Arts 
Prize: Jewellery exhibition in 2000. 
The Jerwood judges (of which I was 
one) awarded the Prize to Jacqueline 
for her ‘consistent innovation 
and a significant contribution to 
contemporary jewellery… for subverting 
and taking precious metal techniques 
to the extreme.’

Museum collections of jewellery 
can bring a maker’s work to the 
attention of a diverse audience.  
They can also place it in a wider 
cultural and chronological context, 
and preserve that work for the 
enjoyment and enlightenment of 
future generations. However, there is 
a downside. Once an item of jewellery 
has entered a museum collection, it 
will never be used as it was originally v
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intended. It cannot be handled 
without gloves. No one can explore 
how it works with the body, how its 
appearance changes in movement or 
in different lights, or how its texture 
feels next to the skin. Jewellery is made 
to be worn, and Jacqueline Mina’s is a 
particular joy to wear. She understands 
how jewellery should make you feel, 
how its weight and balance affect the 
way you hold yourself. She knows how 
it can make your skin glow, how it can 
flatter the neck, the face, the wrist  
and the hand. Even simple earrings  
like those on page 32 (xxvii), with  
their concave curves and subtle surface 
patterning in a restrained palette,  
are perfectly angled to flatter the  
face.10 Her jewellery is often sensuous, 
even sensual. How can a museum 

display hope to convey such 
experiences? 

Museums have acquired many 
major pieces of Jacqueline’s jewellery. 
The V&A’s spectacular platinum  
filigree and gold articulated necklace 
of 1986 and mima’s platinum and fine 
gold dust necklace of 2000 (page 5, iv) 
are publicly owned and can be seen by 
many. I was fortunate to have had the 
opportunity to try on the latter while 
it was part of her Jerwood Applied 
Art Prize display and before it was 
acquired by mima. I had the delight of 
discovering how carefully each of the 
elements had been suspended so as to 
influence the way the necklace hangs 
in wear, and to hear the musical sounds 
the elements make as they move. 
Other major pieces are in important 
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private collections, including that of a 
Middle Eastern Princess, and are thus 
less visible to most of us. 

Jacqueline also makes one-off 
pieces that are more affordable, 
and one of the joys of Touching Gold 
is that it contains a wide selection 
of Jacqueline’s work from different 
periods and at various price levels.  
I was recently able to look closely at 
a number of pieces, which reminded 
me of some of the influences that 
have informed her work – often quite 
serendipitously. Like me, she has a 
great interest in jewellery of the past. 
‘I am conscious of being part of a 
tradition of goldsmithing’ she says. 
‘I am aware that my processes must 
be very similar to those employed 
in producing the wealth of jewellery 
we have inherited from all ages and 
cultures and which tells us so much 
about these cultures.’11 In 2001, the 
Museum of London invited her to 
participate in research related to the 
discovery of an important Roman 
sarcophagus in Spitalfields.12 She was 
asked to investigate the technique 
used to make some fragments of gold 
threads found in the bottom of the 
coffin. That technique was a form of 
‘strip-twisting’, a widely used method 
of making gold wire in antiquity, in 
which narrow strips of thin gold sheet 
are twisted along their lengths, creating 
a hollow tube with helical (diagonal) 
striations. She demonstrated this on 
an episode of the popular television 
programme ‘Meet the Ancestors’. 
Jacqueline became fascinated with 
ways of using the technique in her 
own work. ‘One of the most exciting 

things I discovered was that when I 
untwisted the tube, the most beautiful 
natural curves appeared, resembling 
the helical form inside a shell. I used 
this phenomenon to create a new body 
of work.’ 

A magnificent semi-rigid neckpiece 
made in 2002 (page 11, viii) is an 
excellent example of this innovative 
marriage of the ancient and the 
contemporary. It is constructed of five 
lengths of strip-twisted wires linked 
at the front by an elongated element 
with platinum mosaic inlay. The strip-
twisted lengths are supremely tactile, 
and are deliberately overlapped to add 
movement and sensuality. The curved 
plane of the front element allows the 
necklace to sit perfectly on the body, 
while a further element at the back 
serves as a ‘spacer’, separating the 
five strip-twisted lengths, and rests 
sensuously against the nape of the 
neck. The neckpiece is enormously 
flattering to wear, and its understated 
elegance, weight and semi-rigidity 
impart an almost ceremonial aura of 
dignity. Several other pieces in this 
catalogue, including a tiara (page 12, x) 
and a headband and necklace (page 30, 
xvv), all from 2010, make similar use of 
strip-twisting. 

Aware of Jacqueline’s interest in 
ancient goldsmithing techniques, a 
few years ago I asked her to examine 
some ring beads on an Egyptian 
Middle Kingdom (16th century BC) 
four-stranded gold necklace from a 
royal burial in the National Museums 
of Scotland. We had expected the rings 
to have been made from wires looped 
into circles with their ends soldered 
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together, but were surprised by how 
few of the 1,699 small rings bore visible 
traces of soldered seams. Jacqueline 
explored a way of making ‘seamless’ 
ring beads by producing gold granules 
of equal weight, flattening them and 
forming a central hole with a series 
of punches. Perhaps this method, or 
some variation of it, will appear in 
Jacqueline’s work one day.

All Jacqueline’s work exhibits 
meticulous attention to detail. ‘I spend 
an inordinate amount of time on 
refining edges so there won’t be any 
jagged discomfort… Many of my pieces 
are made of very thin metal. This serves 
two purposes – it allows for larger areas 
in a piece (gold is very heavy, platinum 
is even heavier), but also the thin metal 
is easier to form than thick metal using 
the low-tech methods I employ. Thin 
metal, however, must be strengthened 
so as not to be ‘tinny’. I usually do this 
by carefully soldering a round wire 
along the underside of the edges using 
a mouth-blown torch. This is a very 
challenging process, particularly with 
larger pieces, as I have to be very exact 
with the placement of my solder; it 
mustn’t be allowed to melt on to any 
textured surfaces as it wouldn’t be 
possible to remove it without spoiling 
the pre-prepared texture.’ These 
‘framing wires’ are a characteristic 
Mina feature seen on many pieces, 
like a brooch from 1999 (page 25, xix, 
centre) and a brooch and matching 
earrings from 2007 (page 21, xv). 

Surface texture is another key 
feature of Jacqueline’s work, and she 
lavishes equal care on both front and 
back. ‘I don’t like to use the metal “as 

it comes” from the supplier; I always 
do something to it before beginning to 
construct the piece.’ She has done this 
from at least 1966, when she married 
the Greek Cypriot artist Michael Minas. 
In their ‘bedroom-cum-workshop-cum-
painting studio’ she taught herself how 
to melt the surface and edges of very 
thin silver sheet without melting the 
whole thing. Progressing quickly to 
using gold for her work, she employed 
the same technique for a few years to 
obtain a similar effect, but later moved 
on to using rolling mills for texturing. 
Earrings like those on page 32 (xxvii) 
and page 35 (xxix). In terms of form, 
another characteristic of Jacqueline’s 
work is the juxtaposition of the 
curvaceous surface and the rectilinear 
edge, perhaps seen most spectacularly 
on a cuff of 2004 now in a private 
collection: a superb composition 
of planes, angles and surfaces (see 
cover). This jewel beautifully illustrates 
her capacity to create contrast between 
strong forms and subtle surfaces. 

Articulations and fittings are always 
meticulously thought through. On a 
pair of ‘vintage’ elongated pendant 
earrings made in 1995 (page 31, xxvi), 
the placing of the earring posts just 
off centre ensures they hang perfectly, 
and the two part structure enables 
them to move beguilingly. They also 
make a beautiful sound. On another 
pair of long pendant earrings (page 
27, xxii), the four elements are linked 
by tiny diamonds which, combined 
with the folded textured gold, add 
movement and sparkle as the wearer 
moves. Another ‘vintage’ piece, from 
1992 (page 6, v) is a flexible articulated 
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has a bezel with overlapping 
concavities on an articulated rectilinear 
surface; these are irresistible to finger, 
and catch the light in movement. (See 
earrings in the same Drawing with 
Objects series page 35, xxix). 

Jacqueline has always taken an 
unexpected approach to traditional 
goldsmithing techniques. ‘I delight in 
taking liberties wherever I can with the 
orthodox approach, and in this way  
I feel I can maintain a healthy attitude 
to innovation.’ She loves technical 
challenges, and successful experiments 
have included squeezing a disc of gold 
under pressure through steel rolling 
mills along with a thickish paper cut 
with random slits. ‘I discovered that 
the result was an oval, textured ‘petal’ 
with shiny raised lines and a naturally 
scalloped edge between the lines. 
It was beautiful, and totally natural, 
and no metal needed to be filed away 
since it was complete in itself.’ She 
has sprinkled ‘fine gold dust onto 
platinum, fusing it into it, then rolling 
it in and texturing the surface’; and 
she has rolled platinum ‘so thin that it 
becomes distressed and breaks up into 
fragments; then used those fragments 
to create a surface pattern with fusion-
inlay technique.’ 

Recently she has returned to 
titanium, a refractory metal, which  
she first used in the 1970s and 
1980s when she was teaching at the 
Royal College of Art. Titanium was 
extensively explored by jewellers at 
that period because it can be given 
stunning, stable and predictable 
colouring through the use of heat and 
electrolysis. However, one drawback is 

that titanium cannot be soldered and 
is difficult to weld, so joins are often 
created using mechanical methods 
such as rivets. Jacqueline found this 
frustrating. ‘In my low-tech studio I 
found titanium very difficult to form 
and shape – I was so used to the 
extreme malleability and versatility 
of gold, and I didn’t really take to 
titanium very well.’ Nevertheless, she 
discovered she could make tubular 
and conical forms with the metal, ‘and 
this, combined with a pre-determined 
outline, allowed me to create three-
dimensional pieces that didn’t rely on 
mechanical joining.’ In 2009, she ‘felt 
the need to burst into colour again’ 
following a period of upheaval and 
a major move from the house and 
studio where she had been settled for 
decades. This has led to a new body 
of work using this challenging but 
beautiful metal, which she textures, 
forms and colours and then combines 
with precious metals. One example of 
this is a brooch made from curved thin 
titanium sheet, set with a gold form 
with platinum fusion-inlay decoration 
(page 26, xx, left). The fastening is, as 
always, an integral part of the design: 
the gold form becomes the pin on the 
reverse. The titanium is textured with 
filed striations and subtly coloured with 
glints of blue, pink and purple. Another 
brooch (page 26, xx, bottom right) is 
coloured with green, yellows and blues, 
and is set with textured gold, fused 
with textured platinum. There is a hint 
of timeless antiquity in its beautiful 
surfaces. Blue-hued titanium earrings 
with an oblique split outlined in gold 
look fabulous in wear, framing the face 

xi

platinum necklace. Its proportions,  
and the taper of its elements, are 
carefully worked out to ensure it hangs 
perfectly on the body. Diamonds glint 
at the loosely articulated connections, 
and when the necklace is worn, it 
cascades down the chest and creates 
music as it moves. The hidden clasp 
is subtly integrated into the overall 
design. 

Jacqueline also makes jewels to 
play with. A ring from 2000 (page 18, 
xii) is one of a series with movable 
bezels. On this example the bezel, with 
its curved ogees and curved plane,  
is textured with platinum mosaic, 

and set with a diamond in the centre. 
It has another classic Mina feature: 
a hoop with a sensuous groove 
that is a pleasure for the fingers to 
caress in wear. ‘Harking back to my 
silversmithing days (my first metal 
subject at Hornsey College of Art),  
I like to forge neck wires and ring 
shanks, creating a tapered wire with 
a channel along its length which, 
I believe, adds some character to 
the piece it’s intended for.’ A pair of 
interlocking rings with grooves overlap 
sensuously when worn, and can be 
played with. A more recent ring from 
2009 with the same grooved hoop,  
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1 Pindar, Fragment 222 (trans. John Sandys). Pindar (about 518-438 BC) was the greatest 
lyric poet of ancient Greece.

2 ‘Self Portrait’, (transcript of a lecture given to the Society of Jewellery Historians in  
April 1993), Jewellery Studies 6 (1993), 59. 

3 Dialogues in Gold (The Goldsmiths’ Company, 2011), Introduction.
4 Random Jottings about my work, notes provided by Jacqueline Mina, October 2010. 

Any unattributed quotes in the text are from this source.
5 Long after Jacqueline’s 1973 shell ring went on display in the National Museums of 

Scotland’s Modern Jewellery Gallery, I discovered that her jewellery had been seen 
in that same building before, when it was still known as The Royal Scottish Museum. 
She had shown in Aspects of Modern British Crafts in – pleasingly, but quite by chance – 
1973. In that exhibition, she showed a necklace of 18ct red, white and yellow gold and 
diamonds; and a ring of 18ct gold with malachite beads. The necklace pendant had a 
shell-like form.

6 ‘Self Portrait’, 61.
7 ‘Self Portrait’, 61.
8 ‘Self Portrait’, 62.
9 Personal communication, March 2011. 
10 Jacqueline Mina has always numbered her work sequentially, first with the letter  

P (for Production) followed by a number, later PP; and she keeps careful records.  
The curator in me couldn’t resist asking her about P1. It was a zigzag silver ring, square 
sectioned wire, set with a quartz crystal, and size M. It was a commission, and was 
made in October 1965 immediately after she graduated from the RCA. I do wonder 
where that ring is now… 

11 ‘Self Portrait’, 63.
12  http://www.museumoflondon.org.uk/learning/features_facts/digging/people/o1.html
13 The exhibition, Dialogues in Gold, was curated under the guidance of Amanda Game, and 

was shown from 31 January to 26 February 2011. It was accompanied by a publication 
with an introductory essay by Marina Vaizey.

and flattering the jaw line (page 24, 
xxviii, centre).

In January 2011, Goldsmiths’ 
Hall celebrated Jacqueline’s many 
remarkable achievements with a 
stunning solo exhibition focusing on 
highlights of thirty years of ‘exquisite 
studio work’.13 This was the first 
opportunity to see a significant  
body of her work all in one place, 
setting important loans from both 
public and private collections 
alongside a collection of new work. 

Now, Contemporary Applied Arts, 
The Scottish Gallery and Ruthin Craft 
Centre, based in England, Scotland 
and Wales respectively, have come 
together to celebrate this important 
artist jeweller’s work with a touring 
exhibition visiting each venue. This is 
a unique opportunity to see what gold 
can become in the hands of a master 
and to acquire an inheritance for  
the future.

Elizabeth Goring
March 2011 
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My first impressions of Jacqueline’s jewellery date back to when I was a student studying 
metalwork and jewellery around 1990 at the Royal College of Art and Jacqueline was 
teaching us goldsmithing there. I have this recollection, in particular, of Jacqueline passing 
around some works to a small group of us from years 1 and 2. We had the privilege then, of 
handling and observing close up exquisitely crafted and impossibly complex neckpieces; 
highly precious works with a superb tactile quality about them, that would go on to become 
a part of museum collections as well as private ones worldwide; one of them, I remember, 
was a freshly-completed commission about to be consigned to a collector.

Images of Jacqueline’s elegantly-proportioned rings and earrings with their 
characteristic, patinated gold and platinum mesh-fused surfaces (a technique which even 
today I associate with Jacqueline’s very own distinctive artistic vocabulary) still very vividly 
spring to mind and remind me what a real influence she has been (and will continue to be) 
for young goldsmiths and jewellers, especially for those who are interested in addressing 
function and beauty in ornament. Jacqueline’s jewellery is, I think, for a minority of refined 
and non-conventional individuals who will be most fortunate in owning a pleasurably 
seductive and highly precious artwork that should become a family heirloom.

Jacqueline Ryan

xiii

Jacqueline Mina is a consummately accomplished artist, continually experimenting with 
techniques which produce the most exquisite, textured and coloured titanium, platinum 
and gold jewellery. Her outstanding skill is but the means to create highly recognisable and 
characteristic jewellery, in an inventive and innovative language of her own. Minas are: subtly 
composed miniature asymmetrical sculpture forms which function with beguiling grace as 
brooches, earrings, rings, necklaces: an easeful pleasure to wear, and as significant collectors 
and collections acknowledge, highly addictive.

Marina Vaizey
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It is a privilege to wear some of Jacqueline’s creations. They give one a sense of everlasting 
correctness, beauty and sincerity. 

Margaret Baird
The Borders, Scotland

xv

Hers is a subtle alchemy that breathes into the gold an undreamt-of softness. Beauty seems 
to be infused rather than imposed with fire or hammer.

Clare Phillips
Jewellery Curator, V&A Museum
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Nothing in the world can take the place of persistence.1

Over the past year, I have worked closely with Jacqueline Mina on her recent 
retrospective at Goldsmiths’ Hall, Dialogues in Gold. It has been a fascinating and instructive 
experience. I have been struck anew by her expressive range; by the persistence of the 
patronage she has received over 40 years from generous individuals, and institutions (many 
of them in Scotland) and by her unswerving commitment to the slow craft of creating 
contemporary jewellery in gold.

I have never believed that extraordinary works of art are present in only one form, 
material or style. Viking goldwork or a Martin Creed soundscape can hold equal fascination 
since, in the end, all art offers us some expression of what it means to be human.

However, it strikes me that certain material objects offer a particularly resonant form 
of human expression. Such works carry an almost tangible imprint of the artist’s thinking: 
their persistent attempts to capture, in paint, cloth, metal or clay, some tacitly understood 
element of the human condition.

In a recent essay, Mina uses the words ‘expressiveness, sensitivity, detail, 
experimentation, unorthodoxy’2 to give verbal expression to her artistic journey. I think 
I would add the word persistence. For without it, so little is achieved; with it, Mina uncovers 
the art of gold and its place in human experience.

Amanda Game
Edinburgh

1 Calvin Coolidge, US President 1923-1929
2 Dialogues in Gold, Goldsmiths’ Hall 2011
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I first met Jacqueline when I was a student and ever since this time she has been so 
generous in her support towards my work for which I am indebted.

Susan Cross 
Reader, Jewellery and Silversmithing Department
Edinburgh College of Art

xixThis is an extraordinary exhibition: the work of a master goldsmith totally absorbed in 
extending the possibilities of her materials to realise a vision. There is such a sense of 
singularity and integrity that flows through all these diverse pieces. Her reputation as 
a brilliant, generous teacher is legendary and I am incredibly grateful to have had the 
opportunity to learn from her unique approach to designing and making which  
characterises this retrospective show.

Catherine Martin

xviii
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A name to conjure with; to me it has a very immediate frame of reference – a career which 
has focussed on the creation of precious metal which combines extraordinary beauty and 
technical distinction in equal measure. Its impact on both those who already know it and 
those who do not is enormous – it is stunning, tactile, original though full of references to 
forms and objects of other times and traditions, eye-catching, unmistakeable. And all of  
that has been true from the beginning of Jacqueline’s career: we have seen the lifelong 
creative application of a personal sprezzatura – a refusal to be intimidated by the materials 
she loves – to the creation of an extraordinary oeuvre. Those of us who were fortunate 
enough to see the V&A exhibition of 1985 know that it confirmed Jacqueline as a rising star; 
with hindsight fed by exhibitions like this one and its Scottish Gallery predecessor of 2001, 
to say nothing of the Jerwood Prize exhibit, we can all see that the expectations we had 
then have been dramatically exceeded. Her commitment to precious metals in a creative 
environment which has encouraged work in other materials throughout her career has 
been distinctive and exciting. So has the drive to experiment with mixing, fusing, colouring 
and texturing them which combines with her characteristic organic curved and creased 
structures to produce her seductive idiom. And seductive it certainly is: gold, platinum  
and titanium stars all round…

Elizabeth Moignard

xxiixxi

I’m never in doubt if I stand in front of a piece of jewellery by Jacqueline Mina.
Always beautifully composed with soft poetic shapes, delicate surfaces, patterns and 

textures, all framed up by sharply, yet never hostile, defined edges.
They are extremely well made leaving no noise left in the piece and all there is to do is to 

enjoy the work of a master that generously leaves you space to wonder upon and about the 
jewel in the jewel. That’s a rare quality.

It’s gentle and generous, not unlike Jacqueline Mina herself.
Castello Hansen 
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Only occasionally can admiration for someone’s achievements be unbiased by close 
friendship. But I can praise Jacqueline Mina’s exquisite jewellery without that fear. It’s just 
blooming brilliant!

And incredibly subtle too. It’s the outlines of her flat but impressed forms that first  
catch the eye. They seem such simple shapes: nearly-triangular or just-off-square, 
reminiscent of a child’s crude cut-outs. Not so. These serene and balanced shapes are 
the offspring of an expert eye. They have a certainty which is hard to define – but nigh 
impossible to challenge. And the small creases, folds and convexities ease them into a  
third dimension, giving them life.

These forms both contain and offer up the surface: and here subtlety increases. 
Jacqueline’s development of her special techniques has been a charted adventure 
throughout her career. Metals aren’t always mutual friends. She has seduced them to sit 
together and enhance each other in unexpected ways. The raven’s-wing sheen of titanium 
gives a splash of gold additional lustre. On other pieces a platinum ghost flits across the 
surface – faint, but with a clear outline. She says that gold is her favourite metal, but it is 
these imaginative combinations that catch the eye at a distance: sometimes with a sharp 
contrast in tone, sometimes by a mysterious shading that draws one closer.

This varied selection of her work displays her skilful hand, her eager mind and her 
enchanted eye: it is a collection of distilled elegance.

Roger Cunliffe

xxivIt is the poetic attributes in Jacqueline’s work which I recognise as  special. This poetic 
language, which is created through texture and shape, is a narration of an absent something, 
an insight of some construct or the presence of some sitter who has long left the scene.

Simone ten Hompel
Reader in Silversmithing and Jewellery
London Metropolitan University
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Jacqueline taught me when I was a student at the RCA in the early Eighties. I remember 
so clearly some of the things she told me: the importance of the breath, of having the right 
posture at the bench, and of holding in the mind the shape of an edge so the file is guided 
almost subconsciously to the right form. Thus the making of a piece of jewellery comes 
about from the engagement of all of the mind and body, with the jeweller performing almost 
as a dancer.

Her work is subtle and gentle, jewellery to be worn rather than to dominate its owner. 
However, it is also strong, intelligent and highly original in its techniques and forms. This is 
jewellery made by an artist with a deep knowledge of her materials and her craft, one who 
is not content to stick with past successes but constantly to find and rise to new challenges 
and thus to question our assumptions about value, beauty and preciousness.

Jane Adam 

xxvi

I first discovered the work of Jacqueline Mina about 18 years ago and was then, as I still 
am, excited about everything she does. Her pieces have a unique beauty, structure and are 
all made with exquisite skill and inspiration. The quality is outstanding and I love wearing 
everything I have bought of hers over the years. Her current show was a further revelation of 
the breadth of her work. She richly deserves her place among the finest makers of precious 
jewellery in the UK in this or any age.

Lady Alexander of Weedon
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Jacqueline Mina is not only an exceptional leading modern jeweller, she is also a delightful 
person. Her personality resonates in her jewels. Each of her jewels is a calm and complete 
statement of her personal journey to bring them into being. Always masterly pushing the 
boundaries of her craft, Jacqueline discovers new potentials in shaping and decorating the 
precious metals of gold and platinum. She uses these metals as colours on a palette to form 
innovative artistic solutions.

The Goldsmiths’ Company has ten diverse pieces of jewellery by Jacqueline. 
Reflecting her love of the infinite forms found in the natural world and her love of technical 
experimentation is the Company’s platinum necklace, 1984, (see page 4, iii), of oval platinum 
leaf forms, paper impressed with 18 carat gold. It shows her discovery that “platinum is not 
hard, cold or tough but capable of great delicacy, elegance and preciousness”.

Her exploration of the surface textures of precious metals result in jewels that are 
masterpieces of craftsmanship and artistry. Necklaces, bracelets and rings with their strong 
sculptural forms become abstract compositions with her use of the sensual tonal colours 
of the rich metals she uses. The Company’s brooch, 2004, with its intense harmonisation 
of platinum strips subtly fused onto the 18 carat gold face is just one wonderful example of 
Jacqueline’s expressive and unique approach to the craft of jewellery.

Jacqueline has cohesively developed her creative craft skills to produce a body of work 
which justly deserved its acclaim when shown together in the Dialogues in Gold exhibition at 
Goldsmiths’ Hall in 2011. Mina’s jewels are beguiling to the eye, but to wear them is to share 
in the delight of their maker.

Rosemary Ransome Wallis
Curator of Collections
The Worshipful Company of Goldsmithsxxvii
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xxx

xxix

There is a wonderful synergy between Jacqueline the person and her dialogue with gold. 
Both are warm and inviting; intimate and generous. She uses gold with a refined fluidity, 
creating three dimensional canvases with such considered discernment to detail, where 
simplicity and complexity exist in harmonious beauty.

Maria Hanson
Reader in Metalwork and Jewellery
Art and Design Research Centre
Sheffield Hallam University
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Jacqueline Mina and I share a common love: for precious metals. 
Jacqueline’s work communicates to me a pleasant feeling of familiarity, possibly 

because her jewellery has been an influential presence ever since I started being interested 
in jewellery, or for her way to play with patterns, shapes and surfaces. 

Very often I find myself looking at some details of one piece hidden in another piece. 
There is a sort of continuity like a thread that connects one work to another: a curve, a 
texture, some lines, a detail in common: Jacqueline.

Giovanni Corvaja
Todi

xxxii

Looking across the work Jacqueline has made over the 40 or so years of her career, I am 
surprised at how familiar almost all of the pieces are to me and how deeply they feel part of 
me and my own development as a jeweller.

I first got to know Jacqueline as a tutor at the Royal College of Art in the late 1970’s and 
it was her fearless experimentation, curiosity and inventiveness with the metal, pushing and 
manipulating its form, which opened up a new way of working. The rich textural surfaces and 
the deftness of her skill give her pieces a flowing ‘untouched’ quality and an extraordinary 
sense of ease, belying the extent to which the metal has been radically and complexly 
worked. In this, she has taught me to work with the metal: to listen to it and respond to it, 
creating a truly reciprocal dialogue between maker and material.

Later, I have also become aware that her unfailing generosity, warmth and support of the 
jewellery community, have been equally remarkable.

Cynthia Cousens
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Selected exhibitions
1965 Jewellery 65, Ewan Phillips Gallery, Maddox Street, London 
1973 The Craftsman’s Art, Victoria and Albert Museum, London
 British Jewellers, Kunstindustrimuseet, Oslo
 Aspects of Modern British Crafts, Royal Scottish Museum, Edinburgh 
1975 Jacqueline Mina – Gold Jewellery, Crafts Advisory Committee, London
1976 Realist Jewellery, Oxford Gallery, Oxford
 Manmade, Victoria and Albert Museum, London
1979 Jacqueline Mina, Argenta Gallery, London
1980 Jacqueline Mina, Oxford Gallery, Oxford
1985 Jacqueline Mina, Victoria and Albert Museum, London
1988 Shape and Surface, Gainsborough’s House, Sudbury and touring
1992 British Goldsmiths of Today, Goldsmiths’ Hall, London
 Schmuckszene, Handwerkmesse, Munich (and in 1998)
1993 Jacqueline Mina – New Work in Platinum and Gold, The Scottish
 Gallery, Edinburgh
1994 What is Jewellery?, Crafts Council, London
1995 Modern British Jewellery, Landesmuseum, Mainz
 Shining Through, Crafts Council, London
1998 Jewellery Moves, National Museums of Scotland, Edinburgh
 British Gold Italian Gold, The Scottish Gallery, Edinburgh and touring Italy 
2000 Schmuck, Munich
 Jacqueline Mina – Jewellery, Crafts Council Shop at the V&A, London
 Jerwood Applied Arts Prize 2000: Jewellery, Crafts Council, London
 Treasures of the 20th Century, Goldsmiths’ Hall, London
2001 The Ring, Mobilia Gallery, Cambridge, Massachusetts, USA and tour 

including Ruthin Craft Centre, Ruthin, UK
2002 Jacqueline Mina – Celebrating Sixty, Lesley Craze Gallery, London and 

The Scottish Gallery, Edinburgh
2003 Silver Sparks – The Bishopsland Connection, The Gilbert Collection, 

Somerset House, London
2004 Jewellery Unlimited, Bristol City Museum and Art Gallery, Bristol
2004 Or gold (curated by Jacqueline Mina), Flow Gallery, London, 

The Scottish Gallery, Edinburgh and Ruthin Craft Centre, Ruthin
2005 L’or, Bijoux d’Europe, touring France
2009 La Crème, Lesley Craze Gallery, London
2010 Drawing with Objects, Contemporary Applied Arts, London
2011 Dialogues in Gold, Goldsmiths’ Hall, London

Born 
Buckinghamshire, England, 1942

Studio 
Greater London

Training 
Hornsey College of Arts and Crafts, 1957-62 
Royal College of Art, 1962-5

Work included in the collections of 
Cooper-Hewitt, New York 
The Crafts Council 
The Goldsmiths’ Company 
Leeds Museums and Galleries 
mima (Middlesbrough Institute of Modern Art)
National Museums Scotland 
V&A (and in the Rabinovitch Collection, now in the V&A)

Other distinctions 
Winner, Jerwood Applied Arts Prize: Jewellery, 2000 
Lady Liveryman, The Worshipful Company of Goldsmiths 
Trustee, Bishopsland Educational Trust

Jacqueline Mina
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P26  xx  (Left) Brooch  2009  titanium, 18ct, platinum dots fusion-inlay
  73 x 60 mm *
  (Top Right) Brooch  2009  titanium, 18ct, platinum fragments 

fusion-inlay  56 x 55 mm *
  (Bottom Right) Brooch  2009  titanium, 18ct, platinum  

52 x 56 mm NM *
P27  xxi  Brooch  2002  18ct  77 x 36 mm *
 xxii  Earrings  2002  18ct and diamonds NM *
P28  xxiii  Earrings  1995  18ct, tourmaline, platinum fusion-inlay  

40 x 21 mm *
  Earrings  1995  18ct, platinum fusion-inlay  12 x 14 mm NM

P29  xxiv  Earrings  1996  18ct, platinum  21 x 21 mm NM *
P30  xxv  Headband (detail)  2010  18ct strip-twist, 27 diamonds  

20 x 150 mm
  Necklace (detail)  2010  18ct strip-twist, 120 diamonds
  145 x 145 mm NM *
P31  xxvi  Brooch  1995  18ct, part-oxidised, platinum fragments 

fusion-inlay  12 x 72 mm *
  Earrings  1995  18ct, part-oxidised, platinum fragments 

fusion-inlay  59 x 13 mm NM *
P32  xxvii  Various earrings designs in precious metals NM *
P34  xxviii  Earrings  2009  titanium with various precious metal earstuds
  31 x 25 mm *
  Earrings  (larger pair on page)  2009  titanium, 18ct  

40 x 23 mm NM *
P35  xxix  Drawings in Objects earrings  2009  18ct  24 x 24 mm NM *
 xxx  (Left) Ex-catalogue ring  Private Collection
  (Right) Ring  1995  18ct, labradorite cabochon, size O *
  (Below) Ring  1995  18ct, size S½ NM *
P36  xxxi  Rings  2009  18ct, platinum dots fusion-inlay with diamonds NM *
P37  xxxii  (Left) Brooch  2008  18ct, titanium  50 x 71 mm *
  (Right) Brooch  2009  18ct, titanium  52 x 60 mm NM *

All works marked * are for sale. Please note that the published price 
list is only valid for the duration of the touring exhibition due to the 
fluctuation in the value of precious metals. Please contact your  
gallery for full details of the touring exhibition: each exhibition will 
have new work and other work available to view and purchase. 
Commissions are welcome.

ST   Photo: Shannon Tofts 
JD   Photo: Joel Degen 
NM   Photo: Neil Mason

Cover i Swivel Bracelet  2005  18ct NM  Private Collection
Inside Cover ii Brooch  1999  18ct  90mm x 50 mm ST *
P4 iii  Necklace  1984  platinum with fine gold dust fusion inlay with 

18ct connectors JD   In the collection of Goldsmiths’ Hall, London 
P5 iv  Necklace  2000  (Jerwood)  130 platinum pods with fine gold 

dust fusion inlay JD  In the collection of Middlesborough Institute 
of Modern Art, Middlesborough

P6 v  Necklace  1992  folded platinum with 24ct fusion inlay and 
diamond set connections JD *

P8 vi  Bracelet  1993  18ct part oxidised with platinum mesh fusion inlay JD  
Private Collection

P9 vii  Pair of wobbly rings  2010  18ct, moonstone, 59 diamonds, 
size O NM *

  Necklet  2010  18ct with diamonds and moonstone cabochon *
P11 viii  Necklace  2002  18ct with platinum  200 x 300 mm NM *
P12 ix  Wobbly ring  2010  18ct, black moonstone, diamonds, size Q NM *
 x  Tiara  2010  18ct, strip-twist, diamonds  150 x 55 mm
P14  xi Necklace  2001  platinum with finegold dust fusion  

120 x 230 mm NM *
P18  xii  Wobbly ring  2000  18ct, platinum tesserae fusion-inlay, 

diamond,  size O * 
  Ring  2000  18ct, platinum tesserae fusion-inlay, size M *
  Ring  2004  18ct, platinum tesserae fusion-inlay, size K NM *
P19  xiii  Brooch  2006  18ct, platinum fragments fusion-inlay  

50 x 56 mm NM *
P20  xiv  Brooch  2000  18ct, with platinum fragments fusion inlay ST *
P21  xv  Brooch  2007  18ct, platinum rectangles fusion-inlay  

58 x 47 mm *
  Earrings  2007  18ct, platinum rectangles fusion-inlay  

24 x 12 mm NM *
P22  xvi  Swivel brooch  1993  18ct, platinum, platinum gauze fusion-inlay  

110 x 30 mm *
  Necklace  1993  18ct, platinum, platinum gauze fusion-inlay  

175 x 175 mm NM *
P23  xvii  Brooch  2004  18ct, platinum dots fusion-inlay  15 x 75 mm
  Ring  2004  18ct, platinum dots fusion-inlay, size N NM *
P24  xviii  Four titanium brooches  1996  titanium with 18ct gold  36 x 57 mm NM *
P25  xix  Brooch  1999  18ct, with platinum fragments fusion-inlay  

26 x 59 mm
  Brooch  1999  18ct, with platinum fragments fusion-inlay  

30 x 52 mm *
  Brooch  1999  18ct, with platinum fragments fusion-inlay  

21 x 53 mm NM *
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