
The Journal of Modern Craft Volume 5—Issue 3—October 2012, pp. 321–334

The Journal of 
Modern Craft

Volume 5—Issue 3
October 2012
pp. 321–334
DOI: 
10.2752/174967812X?????????

Reprints available directly 
from the publishers

Photocopying permitted by 
licence only

© Berg 2012

Statement of Practice

Interview with Romilly 
Saumarez Smith and 
Lucie Gledhill
Tanya Harrod

Tanya Harrod is an Editor of  The Journal of Modern Craft.

Abstract
This interview records a collaboration between Romilly 
Saumarez Smith and the young jeweler Lucie Gledhill, 
whose conceptual piece Chain of  Thought excited much 
interest at the 2008 Royal College of  Art degree show. 
Saumarez Smith reflects on the different skills required of 
a bookbinder and a jeweler, and draws Lucie Gledhill into 
a remarkable discussion about their unique collaboration, 
in which Gledhill works as a kind of translator, making 
it possible for an interrupted career to restart, evolve, 
and flourish.  The conversation takes place in Saumarez 
Smith’s home in East London—a mid-eighteenth-century 
merchant’s house rescued by Saumarez Smith from a state 
of dereliction, and another of her works of art.
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Introduction
In 2010 Romilly Saumarez Smith had a retrospective 
exhibition at the Yale Center for British Art at New Haven. 
Structured Elegance: Bookbindings and Jewelry by Romilly 
Saumarez Smith, curated by the artist Eileen Hogan and 
Elizabeth Fairman, Senior Curator of Rare Books and 
Manuscripts at the Center, was principally intended to mark 
Saumarez Smith’s twenty-five year career as a celebrated 
bookbinder. But the exhibition also showed the jewelry she 
began making in the late 1990s.  Although her jewelry was 
instantly acclaimed (and she decided to abandon bookbinding 
in its favor), her new career was cut short by the gradual 
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advance of multiple sclerosis.  When the Yale 
exhibition opened in June 2010 Saumarez 
Smith had not been able to work as an 
artist craftswoman for four years: she was 
paralyzed, apart from limited movement in 
one hand. But the Yale exhibition gave her 
new hope and she returned to England 
determined to carry on working by any 
means possible.

This interview is a record of a 
collaboration between Saumarez Smith 
and Lucie Gledhill, a young jeweler whose 
conceptual piece Chain of  Thought excited 
much interest at the 2008 Royal College of  
Art degree show. Saumarez Smith reflects on 
the different skills required of a bookbinder 
and a jeweler and draws Lucie Gledhill into 
a remarkable discussion about their unique 
collaboration, in which Gledhill works as a 
kind of translator, making it possible for an 
interrupted career to restart, evolve, and 
flourish.  The conversation takes place in 
Saumarez Smith’s home in East London.  
This is another of her works of art, being a 
mid eighteenth-century merchant’s house 
rescued by Saumarez Smith from a state of 
dereliction. During 2000–2002 she worked 
like an archaeologist, honoring the past 
but creating an exquisite interior that is 
recognizably contemporary.

Interview
Tanya Harrod (TH): Romilly, how did you 

come to take up jewelry given that 
your career as a bookbinder was 
extremely successful?

Romilly Saumarez Smith (RSS): I was a 
bookbinder for twenty-five years.  And 
in a way I was becoming increasingly 
dissatisfied with it. I was also starting 
to use metal on the books. I’ve always 

been interested in trying to work in a 
modern way with ancient prototypes.  
A lot of my books at that time were 
based on the idea of a medieval book 
embellished with bosses. So I started 
with copper because I had some 
copper wire and I started beating it 
out into shapes.  A neighbor of mine, 
Cynthia Grant, had started doing 
jewelry classes and she said,  “Why 
don’t you make a pair of earrings?” 
I can remember bashing out some 
copper.  What I made was incredibly 
simple—a curved, open C-shape using 
copper wire and you bend the end 
into an ear wire—but I was incredibly 
pleased (Figure 1).  They weren’t at all 
sophisticated, but I’d made a piece of 
jewelry.  And later, I needed to learn 
how to solder for something I wanted 
to do as a binder.  And so I went to 
Barbara Christie at West Dean and 
did a course there.  They had little 
soldering booths that you had to go 
into, for health and safety I suppose, 
and I was soldering the seam of a little 

Fig 1 Open “C” shapes. Romilly Saumarez Smith. 
Copper, silver. Scan: Lucie Gledhill.
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piece that I was making.  You heat up 
this piece of silver, and there wasn’t 
much light there so you saw it glowing 
red.  And then suddenly you get this 
sort of orgasmic moment when the 
solder flows. I just thought it was 
completely amazing and wonderful. 
I had never done any metal work at 
art school. So I was pretty smitten. 
Linda Colley, the historian, said,  “Well, 
why don’t you take a sabbatical from 
bookbinding and see how the jewelry 
goes?” So that’s what I did—I finished 
my bookbinding commissions, and I just 
had this extraordinary year—it was 
very like falling in love. I could think of 
nothing else, all the time I was thinking 
of things I could do in metal.

TH: Was the transition from bookbinding 
to jewelry-making difficult?

RSS: One of the risks of changing from 
one craft to another is that you will 
never make as well. I was a well-
known bookbinder at the top of my 
tree. Leaving bookbinding was very 
traumatic; it was a bit like leaving a 
marriage. I had letters from people 
saying are you sure you’re doing the 
right thing. But I’m pretty decisive once 
I’ve set my mind to something. I got rid 
of the tools.  The books and everything 
just went.

TH: How do you find the jewelry world in 
comparison to bookbinding?

RSS: One of the things that drove me away 
from bookbinding was the involvement 
in all the societies—I’ve really never 
ever been any good at being part of 
an institution in any way; I don’t like it. 
So when I started to make jewelry I 
just didn’t want to have anything to do 

with that kind of thing. In any case as 
far as I could see there were millions 
of people making jewelry—it’s a rather 
different world to bookbinding—
and I didn’t have to be part of any 
organization. So I didn’t have much to 
do with other jewelers.

TH: In that way you have more in common 
with sculptors or other artists who 
have made jewelry.  You come at it in 
an individual way.

RSS: Yes, that’s one thing I very much felt.  
When I started, everyone said,  “Why 
don’t you go to the Royal College 
and do a postgraduate degree?” And I 
thought that all I had was actually not 
knowing anything, and coming from 
making books to making jewelry would 
be helpful in itself.  And I didn’t want to 
go to the Royal College because I sort 
of knew what I wanted to do.  And I’m 
very glad I didn’t actually.

TH: From the start your jewelry was made 
up of many small elements. Can you 
describe how you arrived at that 
style, and what was your approach to 
jewelry making to begin with?

RSS: I knew I had to learn incredibly fast 
and as far as I could see the most 
important thing was to have an ease 
with soldering. So in a way these 
small elements came about because 
I soldered thousands of things over 
and over again.  Also on a small scale 
you have to have very quick reactions.  
When I look at my first work it’s all 
about twisting. I had always liked the 
Berlin ironwork jewelry made during 
the Franco-Prussian War and I wanted 
to do something that would reflect 
that.  When I first started making 
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jewelry there was this revelation that 
you could make silver black and I 
made a necklace that looks like those 
fine filigree Berlin ironwork pieces 
(Figure 2).  As I went on making 
jewelry, I was amazed at how the tools 
help—the doming blocks and doming 
punches for instance. In bookbinding 
that is inconceivable.  You have to do 
it all yourself.  There is nothing to help 
you like that.  Another small point: as 
a binder you work standing up and as 
a jeweler you are sitting down and I 
found that very difficult at first.

TH: At the same time that you were 
making jewelry, you were making this 
house—which is like a jewel box.

RSS: When we moved in I had nowhere to 
work and I had to be here all the time, 
making decisions.  And I felt bad; it’s 
horrible not being able to work. So I 
decided to make the house in exactly 
the same way as I make books or 
jewelry—no compromise (Figure 3). I 
would make my decisions and I would 
choose everything and I would be 

responsible for everything. It was like 
my creative work—I approached it in 
the same way and it saved me from 
going mad not working.

TH: Bookbinder, jeweler—and interior 
designer? Your Yale exhibition brought 
all these strands together.

RSS: Originally it was supposed to be just 
books. Elisabeth Fairman, who I worked 
with, is a wonderful curator and I said 
if possible I’d quite like to show some 
jewelry, and she was very amenable to 
that idea, very keen.  And then we also 
decided to show the interior of the 
house as well. So it was like a complete 
world of Romilly, which was amazing 
for me, absolutely amazing.

TH: And after this you began yet another 
direction. First though, your work was 
interrupted.  This time due to the 
gradual onset of multiple sclerosis. 
Before your show at the Yale Center 
for British Art opened in June 2010, 
how long were you unable to work?

RSS: For four years. I hadn’t been able to 
… I kept going as long as I could, but 

Fig 2 Pieces of iron work. Romilly Saumarez 
Smith. Oxidized silver. Scan: Lucie Gledhill.

Fig 3 Saumarez Smith’s home, a mid eighteenth-
century merchant’s house, in East London. 
Photograph:  Tessa Traeger.
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it just became impossible. In fact, it was 
absolutely that exhibition that made 
me feel like I should go back and try 
working again.

TH: So at that moment last year [in 2010], 
how did Lucie come into your life?

RSS: Well, this is the story of what 
happened after Yale. I came back and 
felt I must try to get back to work in 
some way. Just before we went on 
holiday to Anglesey [in North Wales], 
I heard the historian Tony Judt on the 
radio. He had a form of motor neuron 
disease [amyotrophic lateral sclerosis], 
which meant that he was paralyzed.  
Although he wasn’t in any pain like me, 
he often had a lot of discomfort at 
night.  And he wanted to write a last 
book [this appeared as The Memory 
Chalet in November 2010] and he 
needed a way to remember his ideas 
because he had no one to dictate to 
during the night.  And he spoke about 
how he had used a Renaissance system 
of memory. It’s a method, a mnemonic 
device, in which you think of a palace 
with all the various architectural details 
in the rooms, and you put your pieces 
of information in those rooms—one 
bit in the fireplace, one bit in the apse, 
one bit on a windowsill.  And at the 
end of the interview, I just thought,  “I 
can do that.” So when I went to Wales 
for the summer, I just started designing 
jewelry in my head and putting it 
around my own house. Judt said at 
the end of the interview,  “Well I don’t 
really like Renaissance palaces, but what 
I do like are Swiss chalets.” I thought,  
“Well he used his Swiss chalet with its 
cuckoo clocks, I can use my house.” It 

was a remarkable thing. So by the time 
I got back, I knew that I wanted to find 
someone to work with. I was talking to 
Mary Restieaux [an English ikat weaver 
and lecturer], who’s a friend, and 
explained to her what I wanted to do. 
She said,  “Oh, I’ll find you someone,” 
because she loves putting people 
together. She went to Contemporary 
Applied Arts [an applied art gallery in 
London] and talked to the girl behind 
the desk for about half an hour. Lucie, 
who was working there part time, sort 
of put her hand up and said,  “Oh I 
might be interested in that.”

TH: Is that how you remember it, Lucie?
Lucie Gledhill (LG): Mary knew me through 

mutual friends so we’d talk. I explained 
my work to her, the way I work in a 
laborious and traditional way. She, I 
suppose, recognized those elements 
and said, I have a friend who needs an 
assistant. She wouldn’t tell me who! 
This mystery inspired curiosity in me. 
Eventually she said who the person 
was and I was very excited because 
I’d seen Romilly’s work and liked it 
many years ago. So I came around 
and brought all my work with me, and 
there were all these jewelers here.  
There was Daphne Crinos and Romilly, 
and Mary was there as well, so I was 
a bit intimidated. So I showed all my 
pieces, and I think it was obvious that it 
would work.

TH: So, Romilly, have you seen Lucie’s 
extraordinary Chain of  Thought? 
(Figure 4).

RSS: I’ve never seen it in the flesh. It is in an 
exhibition at the moment [chain chain 
chain, November 25, 2011–January 28, 
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2012, curated by Glenn Adamson at 
Bischoff/Weiss Gallery] but it is not 
that easy for me to get to things. It is 
easy but quite complicated as well. So 
I haven’t seen it but Charles [Romilly’s 
husband Charles Saumarez Smith, 
Secretary and Chief Executive of the 

Royal Academy] saw it and thought it 
was absolutely amazing.

TH: I wondered if Chain of  Thought brought 
you together because of that element 
of repeating.

RSS: In a way, although Lucie’s work is so 
much more skilled.  When you came 
here I remember seeing things that 
weren’t like the chain.  There was a 
wonderful bird’s nest of wire (Figure 5), 
which was much less controlled than 
the chain.

LG: It’s funny that you say I’m very skilled, 
I wouldn’t say I’m that skilled, but I 
am interested in skill and pushing 
my technique, but in a self-taught 
way. Chain of  Thought represents the 
way that I work—which within the 
context of Romilly’s work has visual 
synchronicity through repetition.

TH: Would you say that your approaches 
differ or coincide in any way?

RSS: I think we do think in the same way.  
You think in your head about how 
best to do something, and certainly 
in my head there is a sort of process 
that I can go through before I would 

Fig 4 Chain of  Thought. Lucie Gledhill. Fine silver. 
Photograph: Lucie Gledhill.

Fig 5 Wire “bird’s nest.” Lucie Gledhill. Silver. 
Photograph: Lucie Gledhill.
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actually start work. Does that make 
sense? With book binding that was 
also very important. Something like 
covering a book is very stressful. I 
remember hearing a program once 
about sportspeople—they have to run 
the race in their mind first. I think that 
was what I always did with covering a 
book—run the race in my head first. 
So I’m sort of used to doing that.

LG: Yet I always feel my thinking is a step 
behind my hands, so my hands are 
in front of my head all the time. I’ll 
be doing something then I’ll realize it 
afterwards. So that’s quite interesting 
that you do the thinking first. I think 
there are many coincidences in the 
way we work, and you can see it in the 
pieces—order out of chaos, attention 
to detail, difference and repetition, 
working with extremes without a 
concern for time …

TH: Where did you study, Lucie?
LG: I was at Middlesex and then I went 

to Bishopsland and then the Royal 
College of  Art. Middlesex was much 
more conceptual than Bishopsland, 
which is all about traditional techniques. 
Bishopsland is really a space for you to 
teach yourself—it gave me the space 
to explore different ways of working.  
And I think the Royal College gave 
me the opportunity to try and bring 

together my conceptual, traditional, and 
experimental sides.

TH: When you arrived at Romilly’s house 
to start work what did you do first?

LG: I unpacked the whole workshop actually 
and it was interesting to see how it 
had been packed away. Because of the 
unhappy circumstances it had been put 
away in a hurry. I suppose you didn’t 
know you would use any of it again. So 
I was unpacking and putting everything 
out and trying to understand how it 
was put away.  There was so much 
evidence there of how Romilly worked, 
if you look at Romilly’s tools, how they 
are worn, it shows you how she used 
them, how she held the hammer for 
example. I was looking through all 
of Romilly’s scraps of silver, trying to 
understand how she worked, what 
her method was. Understanding her 
mistakes. I knew it was important that all 
her tools stay the same, and so I didn’t 
buy any new ones. I tried to work with 
what was there, which went against my 
instinct of what I wanted to do.

  I wanted to know how Romilly 
worked without having to ask her, 
because it’s an intuitive way of working, 
and can’t really be articulated. I made 
scans of groups of the pieces I found, 
just putting objects on a flatbed 
scanner. Documenting (Figure 6).

Fig 6 Group of pieces. Romilly Saumarez Smith. Silver, copper. Scan: Lucie Gledhill.
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TH: Like an archaeological dig?
LG: Yes.
TH: Were you watching this process, 

Romilly?
RSS: No, I’ve never seen these scans. Lucie 

is quite secretive—probably in the way 
that I was as well when I was working. 
Seeing these scans for the first time 
this morning I can understand how she 
has got into my head so well.

LG: If I could get my making in line with 
how Romilly made, then hopefully I 
could get my thinking in line, too.  And 
when you work in this way, thinking 
through making, any thoughts that 
happened in my head are the thoughts 
that Romilly would have had. I’m not 
working for Romilly, I’m working in place 
of her.  At the time I didn’t exactly 
understand why I was doing it—I’ve 
all this material but I really haven’t 
looked at it much since. I knew it was 
important to document the constituent 
parts of Romilly’s work but I didn’t 
know why I was doing it.  And now it 
all falls into place.

TH: How did you two first go about making 
jewelry together?

RSS: I thought it would be a good idea for 
Lucie to copy something.

LG: It was good to have a warm-up, to 
break the ice.

RSS: I just think, when we did the first 
earrings, I remember saying to Lucie,  
“Could you use a little scrap of silver 
and show me what it would be like if 
you had this root effect at the back?” 
And it was a scrap of silver that was 
slightly off rectangular, so one of the 
corners was slightly elongated, just by 
chance.  And she did it, and we looked 

at it and said,  “Oh, that’s a really nice 
shape, we could use that.” And at that 
point I thought,  “Well, yes, I can work 
how I used to work” (Figure 7).  And 
that’s why this is very different from 
being a jewelry designer because it’s 
working with the things that happen 
along the way.  And when Lucy did 
those earrings first, and showed them 
to me, honestly, I felt like weeping. 
Good God, those are my earrings, and 
it was sort of wonderful.  They are 
Lucie’s earrings as well, but it’s what I 
wanted.

LG: It’s funny.  When I first came here I 
didn’t realize the significance or the 
need for me to work in Romilly’s 
house, but it wasn’t until that happened 
I realized it was essential that there 
would be a constant dialog.

TH: And so on a typical working day there 
is a fairly constant interchange?

RSS: Yes.
TH: Do you watch Lucie working?
RSS: Not really—because I would have 

hated that myself.
LG: And it’s very repetitive.
TH: Romilly, there was an article in Crafts 

magazine in 2005 about your jewelry 

Fig 7 First collaborative “black weed” earrings. 
Romilly Saumarez Smith and Lucie Gledhill. 
Oxidized silver. Scan: Lucie Gledhill.
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in which you said,  “The only way my 
work moves forward is by actually 
making.”

RSS: I know.
TH: And so this situation poses enormous 

problems.
RSS: Well at the beginning I had to really 

force myself to look into where 
my creative ideas came from.  You 
don’t have to do that as a maker 
often, though I think they probably 
make you do that at art school now. 
But they didn’t make me do it at 
art school. I found it quite difficult. 
But, for instance, if you look at my 
rings, the big rings, they are like little 
landscapes (Figure 8).  They go back 
to a visit to Newfoundland where 
we walked across a very remote 
island.  And the ground that we 
walked on was mossy with things like 
cranberries and cloudberries sort of 
studded into it, and underneath was 
an amazing latticework of roots, and 

then underneath that a bog. It was so 
amazing because it was like walking 
on completely virgin land.  And that 
experience really stayed with me.  And 
later on, being in the wheelchair, I’m 
nearer the ground, so I notice all the 
small things. I told Lucie about these 
miniature landscapes, and then we 
looked at various books. I wanted 
her to look at the undergrowth in 
Arthur Rackham illustrations.  We 
looked at books on mushrooms and 
at the carvings of Grinling Gibbons. I 
like things that are balanced but not 
symmetrical and Grinling Gibbons 
is incredibly good at that.  These 
conversations inspired a piece called 
Mirror (Figure 9).

Fig 8 “Landscape” ring. Romilly Saumarez 
Smith and Lucie Gledhill. Silver, gold, diamonds. 
Photograph: Lucie Gledhill.

Fig 9 Mirror pendant. Romilly Saumarez Smith 
and Lucie Gledhill. Silver, gold, diamonds. 
Photograph: Lucie Gledhill.
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LG: It’s interesting because you were 
showing me all these things, and I 
hadn’t really seen them before: Grinling 
Gibbons or Arthur Rackham.  You 
were sort of creating a visual library 
for me, something like a contextual 
background, which I think influenced 
the work.

TH: So, Romilly, you had to discover your 
sources almost at the subconscious 
level.

RSS: Well, I had so much time to think: you 
have so much more time to think if 
you’re not moving around doing things 
all the time.  You just think, you can 
direct your mind to various things 
and remember.  Which is fascinating. I 
tremendously enjoy turning the pages 
of my mind.

TH: I suppose you have to have a well-
stocked mind to start with.

RSS: I think anybody has a well-stocked mind.
TH: Does reading float up in your 

conversations?
LG: When we met I was reading Austerlitz 

[by W.G. Sebald, 2001], which was one 
of Romilly’s favorite books.

RSS: For me it is one of the great books.  
The East End of London is there so 
it’s all very close.  And his ideas about 
memory and his use of photographs—
Wittgenstein’s backpack—completely 
invented but real. Speaking of memory, 
I’ve always been very interested in 
trying to use nature and maybe the 
world of fairy tales—not in a crass 
way—to somehow bring out the 
strength of what is in those ideas and 
memories.

LG: I think there is something of a fairy tale 
quality about me working in that tiny 

space [LG’s studio in RSS’s house] and 
the laboriousness of the work. It’s like 
the smallest room in the world, where 
time stands still.  There is only enough 
space for one small person, if she tucks 
her elbows in, which means she can’t 
make any sudden movements or big 
gestures but can only make very small 
things over and over and over again. 
I am influenced by my environment 
whereas Romilly is influenced by what 
she sees.

RSS: I think I certainly used to get out of it 
a sort of meditation—the repetition 
leads you to meditation, not in a very 
serious way, but through a nice sort of 
feeling of having your hands employed 
over and over again, doing the same 
thing.

TH: Are there other ways in which ideas 
and influences cross over?

LG: Sure. Coming into this house—
everything around me is influencing my 
thinking constantly.  The house reflects 
the work, and the work reflects the 
house, and everything you’ve shown 
me will have a knock-on effect.  There 
is a good example upstairs—the 
Lucienne Day postcard and the piece 
made in response to that.

RSS: That’s right. Somebody sent me a 
Lucienne Day post card and there 
were some little sprawky things in the 
design—and I thought, we’ll hold onto 
that, we’ll use that.  We often see things 
which somehow fit and we pass them 
to each other. One of the important 
things which Lucie did—which reminds 
me of the scans—was to make a 
library of the shapes we use. So, if we 
were talking about making one of the 
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rings I would say,  “You can use one of 
the grape ones or one with a hole in 
the middle,” and it will be there.

LG: We spent a good few weeks 
developing all these different shapes. 
Lots of small elements, each one on a 
stalk—here, a stack of little discs on a 
stalk; this one is like a balloon on top 
of a stalk; here, little trumpet shapes, 
domes, and blobs; here, little bunches 
of grapes.

RSS: And some of them are shapes I’ve used 
before, and some of them are invented 
by Lucie. It’s very much a joint effort.

LG: I think when I first started working 
with you, you had a hoard of ideas.  
You started describing them to me, 
and I had to quickly jot them all down 
in notebooks. It was like a dam had 
broken and all these ideas came 
flowing out.

TH: So what happened? You drew them all?
LG: I drew them out, and then we created 

a list of things to get on with.  And 
some of them were made and some 
weren’t. So if we started to work on 
one piece, that in itself would create 
more ideas.

RSS: So, in a way, the first part of 
remembering all the things around 
the house, the Renaissance memory 
system, was sort of an interim method 
for me.  At first, after the weekend, 
when Lucie would come in, I had to 
disgorge all this information, longing to 
get it out of myself because it had been 
locked up in there for so long.

TH: So the drawing comes out of a 
conversation with Romilly.

LG: Drawing is a tool. It’s a part of the 
process. It means Romilly can get her 

ideas out without losing them so she 
has more space in her imagination to 
develop the ideas. It also helps me 
because when I have done a drawing 
I can check that I have understood 
Romilly’s description.

RSS: It also comes out of looking at other 
pieces of work. So that shape of an 
earring I know works well on the face 
because I did it before. It sits high on 
the ear.  Then we were working on 
the idea of things starting small at the 
top.  Always relating back to nature—
for instance, the way things hang off 
rocks in the sea: mussels, seaweed, and 
barnacles.

TH: Lucie, has the communication, in a 
sense, speeded up because you have 
been introduced to Romilly’s world of 
visual imagery?

LG: I think now we can take a few things 
for granted, can’t we? We can talk a lot 
more easily now.  There was a lot of 
groundwork to cover at the beginning, 
whereas now we’ve sort of laid the 
foundations and we can work quicker.  
We have our own language.

RSS: Especially over the last couple of 
months in order to get the exhibition 
ready.  That meant Lucie worked 
incredibly hard.

TH: I was going to ask you about time, two 
time worlds.  The time in which Romilly 
thinks of pieces to make and the time 
you, Lucie, take to make the pieces of 
jewelry.

LG: The thinking happens faster than the 
making. But not all the ideas are made. 
Romilly will have an idea and I’ll be 
making and the idea will evolve as 
the making happens. I think that is just 
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the natural way. I wonder if there is a 
frustration from Romilly because she 
has to wait for me to make the ideas 
before she can move on to the next 
…?

RSS: You never make everything you think 
of.  And we haven’t been back through 
the old notebooks to see how much 
has actually happened. One piece didn’t 
work but on the whole there haven’t 
been too many failures.

LG: Going back to one of the first tasks, 
which was to mimic some of your 
pieces, to replicate. One of them was 
particularly difficult, we still haven’t 
managed to really do it. My wirework 
is mechanical and this is very free-form 
and I couldn’t get my head around it. I 
really struggled with that.

RSS: Yes, the piece is bent wire—it is an 
art nouveau looking piece. It is like 
handwriting, like drawing, and it’s very 
difficult for someone else to replicate it.  
Well, it’s as if I had done a drawing and 
you tried to copy it (Figure 10).

TH: The artist David Jones wrote a 
book [In Parenthesis, 1937] in which 
he thanked the printer as a true 
collaborator. But you do get artists who 
aren’t generous about collaboration. 
I’m thinking of some of the artists 
interviewed for the book about Mike 
Smith’s fabricating studio [Patsy Craig, 
ed., Making Art Work, 2003].

RSS: We should probably have talked more 
about this earlier.  There are a lot of 
jewelers who employ assistants to do 
their work for them. But I don’t see 
Lucie’s role like that.  Well, I think my 
position obviously is different because 
of not being able to make myself, but 

also, I think, psychologically I wouldn’t 
feel happy with that, with just treating 
Lucie as a paid employee. I think 
having done this project, I’m incredibly 
willing to say there are many things 
that look the way they do because of 
Lucie.  The black chain I absolutely love 
[Sea-worn rope, oxidized silver], and 
one of the reasons I love it is that I feel 
that, although she’s used the elements 
from those little shapes in our library, 
she took it forward so much further 
than I’d imagined. I feel that is a true 
collaborative piece.  Actually I would 
say it’s more than that; if you’re dividing 
things up, I think it’s more Lucie’s 
piece than mine. I don’t know, in a 
collaboration it begins not to matter, I 
suppose.

TH: Here you are doing something quite 
mysterious, which is making a copy of 

Fig 10 Art nouveau style piece. Romilly 
Saumarez Smith. Silver, pearl. Photograph: Lucie 
Gledhill.
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something that doesn’t exist in reality, it 
just exists in your heads.

LG: I think the role of translator kind of 
describes it quite well. Because there is 
a creativity in it, but it is taking from her 
and creating something different, so I 
think translator describes that well.

TH: You really seem made for each other.
LG: There is a synchronicity; something 

brought us together.
RSS: And for me, well, you realize if you are 

a creative person, it is death not to be 
able to make.  And I suppose I sort 
of knew it. But until the exhibition at 

Yale, I wasn’t really aware (this sounds 
terrible, now that I’m working again I 
can’t really say this sort of thing) how 
good my work was. I didn’t have much 
confidence in it.  And I think one of 
the things that was really horrible, and 
it’s not a very nice thing to say, is that 
when I saw my friends all still making 
things, doing things, directing plays, 
playing music, I just felt completely  
out of it and miserable and envious  
of them.  And now I’m back in the 
game, and it’s a wonderful, wonderful 
feeling.




