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I started working in glass when I was 19 or 20, so it would be ’71. 
 
At the genesis of the Australian studio glass movement? 
 
I wasn’t in contact with that at all. It wasn’t until possibly ’73 that I became aware of 
something happening in Australia with glass and before that time I was into fusing, 
totally independently. My father-in-law (to be) had a huge kiln and he was working with 
ceramics and putting glass into ceramics. Probably because he was a doctor, he was 
very analytical and we would sit down and try and work out why the glass was 
cracking. I was more interested in the glass. I’m not quite sure of the timeframe, but I 
started to investigate why you couldn’t use window glass with another glass 
(incompatibility). 

 
I went to the old Preston Tech, then to RMIT. To me there was an intriguing quality to 
glass. There was the mechanical side. Being a country girl the mechanical side of it 
(also the analytical side) really appealed. As a country girl you needed mechanics. You 
needed to be able to wield a hammer, a drill, a drop saw – everything that was 
required in studio work. It appealed to me. I had always worked on tractors and 
vehicles, that was physical problem solving (there had to be a conclusion). Working in 
this medium, the result had to be conclusive otherwise it wasn’t safe.  
 
Also the fragility of the medium and then the toughness – I felt there is always a 
contradiction in glass. So I was first drawn to the medium technically. I thought it was 
wonderful. I liked it because of the mechanics of the medium – the fact that in kiln work 
you had to be precise and logical. I suppose it became an intrinsic part of me.  
 
What was your college background? 
 
It was a wide range – painting, tech drawing, sculpture – that sort of thing. The other 
avenue I thought of at the time was to go into bronze, something that was really heavy. 
I was swimming for Australia and playing basketball for Victoria. I was very fit. 
 
The physicality of it? 
 
The physicality of it, but hot glass was just far too hot for me. 
 
The impression I have is Australian studio glass started with hot glass. Is that wrong? 
 
You are right in what Stephen [Skillitzi] was saying about that [Ausglass talk, Tasmania 
2009] (merging of glass into the pottery scene). I was aware of that happening when I 
started to buy the pottery book [Pottery in Australia]. Then as time went on my first 
piece (leadlight), had fused sections in it. I still have my first piece of sandblasted 
glass.  
 
I’m not quite sure of the timeline, but there was Yenkensandy Glass (a glass company 
in Coburg, Melbourne). It had one of the largest ranges of glass I have seen to date. 
They had French antique, German antique. I was lucky because the two Tonys that 
were managing it allowed me to take samples. 
 
Some of the German machined antiques I found compatible. I started sandblasting. 
Then I won a competition for glass. 
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Relating to lead lighting? 
 
I never did straight lead lighting. I did fusing in it, so it related to leaded kiln fired glass. 
That enabled me to get away from the problems I was having with the constraints of 
firing larger sheets. What I was doing was sand blasting the German and French 
antiques (very expense) and found I could have a stark line quality that I enjoyed at 
that time. 
 
A strong design element? 
 
Yes, but that was also happening in my fused pieces. In the kiln fired lead light I would 
have softer pieces. When I look back now, in the bowls and platters I’d have strong 
lines and I’d do shading as well. 
 
You’ve mentioned physicality and problem solving, were there other things that 
attracted you to glass? 
 
Because I loved the water there was an attraction for me. It’s as simple as that. The 
watery quality with the light coming through the glass, I found that quite fascinating. 
Kiln work was equally as fascinating. 
 
You were working independently, but were you getting the feeling of something 
happening with Australian glass? 
 
Oh yes. There was a gradual crescendo. Even back in those days I was aware that 
there was a movement commencing in glass. It filtered through. I felt it through the 
commercial leadlight companies, the commercial glass companies. Occasionally you 
would meet someone from another studio and they would talk to you. There was no 
connection there, but I had about ten people working for me in Melbourne. It was a 
very busy studio. There was a lot of interaction. The more people who were working, 
the more people you were talking to, so you would get more information on how the 
glass movement was developing. But I must confess that in those early stages I knew 
very little of the glass blowers. Then that started filtering in and I think I got Richard 
Morell to blow me a piece in those early days. 

 
I knew that there were people out there, but I also knew there was a new movement 
going on out there. Because people were talking more and interacting more there 
seemed to be more information being shared. Remember very few people would share 
information. The pre dinosaur [affectionate term for the original Australian studio glass 
leaders] dinosaurs would not share information with you. 
 
Guilds? 
 
Not so much guilds, but individuals. If you’d ring them up and say you have a problem 
with his paint, the response was really closed shop. I understood that because they 
were making a living and they wouldn’t let go that technique. They were working on 
technique rather than ‘self-expression’. 
 
A transition point where high technical competence is overtaken by freer expression? 
 
Exactly. 
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A quantum leap? 
 
Absolutely. When I came to the realisation that somehow they were in bondage to their 
technical ability, rather than mastering technical ability, my sense of design became 
paramount. You fit technique into that. I knew at that point I had to learn a lot of 
technique. If I wanted to express myself (even on a commercial basis with 
commissions) I had to be very flexible. This is a country with very little population to 
support the arts. 
 
Developing a personal technical vocabulary so you could articulate your personal 
expression? 
 
Absolutely. Develop a wide vocabulary and learn to work quickly. We are talking about 
a working studio from early morning to night – long hours in the studio. 
 
Does speed mean spontaneous energy in the work? 
 
No, the Nth degree has to be the best job I can possibly do. If that does take too much 
time, then I need to learn more. In a working studio I had to know not to go beyond the 
commission, not to fulfil my own needs, but respect the commission, to be tight within a 
brief. 
 
You were talking about Bullseye earlier. 
 
I was working at fusing and became better at it, more proficient at it. Two men came 
out from Bullseye. They came to Coburg to Yenkensandy Glass (who had brought 
them out). They demonstrated fusing and forming to promote Bullseye (which had no 
definite fusing range at the time). They were surprised at how much I knew. 
 
You were experimenting? 
 
For many years. Then Boyce Lundstrum and the present owner of Bullseye, Daniel 
Schwehorer came over to Australia and they were equally surprised, but they had new 
products. They introduced all these new products. It was so much easier. It would have 
been the late seventies by then – ’78, ‘79. What they were doing was not presenting 
the technique as they thought they would be doing, but they were presenting a product 
to us. And the product was pretty raw.  
 
Uroborous glass you could cut with a hammer quite easily in between two pieces of 
paper. You fragmented it. Bullseye were getting there, but only part of the run was 
compatible. They had a lot of teething problems to go through. An incredible amount of 
product they showed – pulling stringers, I’d already been using a BBQ gas bottle to do 
that. 
 
As an independent artist you had developed technique through problem solving and 
playing with the materials. Did you have help from potters like your father in law? 
 
No, he had passed away by then. He had been of assistance at the beginning and had 
a lovely work ethic. He was a great humanitarian. He was a mentor. 
 
Bullseye found expertise here that they didn’t expect? 
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There were only a few of us. David Wright was doing more slumping and texturing of 
glass in Melbourne. He was one of the gems of Australian architectural glass. I feel all 
the slumped glass movement came from David Wright’s work in those very early days. 
He was one of the original ones with Ausglass as well. 
 
Ausglass existed at that stage? 
 
In the late seventies, yes. There was a conference in Melbourne that I helped to 
organise. I’d go up to Sydney College of the Arts from Melbourne to Maureen [Cahill] 
and give a few demonstrations over a couple of days. Peter Crisp was in the class at 
the beginning with his wonderful bowtie. 
 
Glass as theatre. 
 
Yes it is. It’s wonderful theatre. Getting back to Bullseye – I put in for a grant. (This is 
not necessarily in order.) That was about ’82. I got a part grant (very small) and I got a 
part scholarship to Pilchuck. I went over there in 1982. 
 
I went to Bullseye and worked in their factory. They also had a competition throughout 
America. A student could win a position working in their factory for two weeks (I think). 
I went there to assist. I became the organiser of all these students doing mass 
production fuse-work jewellery. I was helping with their test firings. They were having 
problems with their runs. Most of the centre of the run was fusible. 
 
It is also interesting that within that time I saw a few artists in Australia working on the 
same thing. There was with no Internet. It is just natural that if you have a bit of glass 
you are going to experiment. 
 
 There was sharing? 
 
There was, but I would always say hang on to your technique until you feel 
comfortable that you have developed it. Then you can share, but not until you’ve got 
the expertise. When you feel you’ve gained as much as you can out of that technique 
you can let it go, you can share. On the journey of expression, you want to explore and 
if you have shared it too early you have all this confusion. It’s like kicking the bird out of 
the nest before it’s developed.  
 
This is your own personal work. I’m not talking about commissions. Experiments can 
filter into your commission work after you feel comfortable with the technique. If you 
want to do something strong for yourself and you’ve got an idea and you want to work 
through it, yes you can talk with a few mentors, but if you share it too early you haven’t 
worked through it, it’s not formed. 
 
Are techniques a source for you? 
 
The design is. I then to find the technique I want to do at this point of time. There are 
probably many techniques that I do not know. I’m thinking of something at the moment 
(have been for months). I’d like to do this particular semi-hot technique and I don’t 
know which way to go to resolve it and be true to the image I have in my head. 
Simplistically, I want to wrap this piece because of the contradiction between 
environment and the precious objects we have on this Earth. 
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A metaphor? 
 
Yes, and it’s daunting because it’s hard. 
 
Does pushing that idea against the resistance offered by the material take you to 
something new? 
 
Not in my idea of the original form. I hope I’m true to that. I’ve looked at doing it in 
other mediums, but I don’t see how I could possibly do it in other mediums. 

 
My personal concept is the driving thing. 
 
The resistance of the material is to be overcome, not engaged? 
 
Absolutely! I’ve been a bit of a stickler for that because I don’t loosely let things form 
and evolve. 
 
That is a designer. A person who brings the brief together and now has to problem 
solve to express through the material, which they’ve chosen because it’s appropriate to 
the problem. 
 
That’s absolutely true, whether it’s a good design, or whether it’s bad design. This is 
the first time I’ve talked to anyone about my own work (ever), because I’m locked in 
the studio. 

 
An important person to talk to is David Wright in Malvin, Melbourne. He helped me. I 
would go over there and he would lend me a kiln. 
 
As a designer you set the work to be read in a specific way? 
 
Absolutely. For instance if I’m doing a commission work (most of my work is 
commission work), before I touch the glass, everything is set in cement. I have made 
mistakes in the past, but mostly everything is set. The drawing’s there; I quickly sketch 
that up as soon as the client comes in – thumbnails, sizing, measurements, holds, 
whatever. If it’s a larger job, I take a deposit, then I sketch-up. Then I do test samples, 
or I have test samples available to show them exactly what they are getting. 
 
What you show them is what they get? 
 
Exactly. 
 
You can articulate in words, or drawings exactly what is going to be at the other end of 
the process? 
 
Absolutely. Sometimes I find problems in translating. In my commission work you are 
looking at the person’s personality and you are looking at architectural glass. 90% I will 
suggest what should be there, quickly sketching up if they’ve got photos, but it’s not for 
the building only. You are looking at their emotion too 
 
You’re tapping into the client as a source for your creativity? 
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Yes, absolutely. I try to read those in relationship. The person is always different and 
the building is different. The techniques stay the same. 
 
Looking back on old work, does your perception of that work shift? 
 
Oh yes, very much. I can look at a piece and say that stood up to time. I’ll look at 
another piece and say I could have done better. This is an aesthetic appraisal, not so 
much a technical one. Then I’ll be kinder to myself and say under the circumstances, 
with the budget, with all those elements, it is not so bad. I think I can appraise work. I 
just go into a room and quietly absorb all of the design elements – balanced, right 
form. I might not be able to do that with silver smithing or painting, but as I get older 
this has been embodied. I can now view a work and know – wow! 
 
Has the Australian glass culture changed? 
 
The culture has matured beautifully and it will go on maturing. Within the group of 
artists I am familiar with, they’ve all matured technically and emotionally, aesthetically. 
Matured in a sense that their work is empowered, it’s stronger, it’s saying more. There 
is more knowledge and it’s wiser.  
 
With ‘Googling’ everyone is getting so much information. They’re sharing. We are fast-
tracking and in glass we need to fast-track the young, those beginning in glass, so they 
don’t have to go through those years of technical struggle, so they can get the maturity 
and articulate their designs through those processes. 
 
In the culture I am seeing there are certain strong individuals, but like in life, there are 
those that are in it for themselves. You need to develop and explore the worth within 
their work. It’s like the spectrum of life and that’s what is so great about it. It’s almost in 
a balance. I always saw Ausglass as a sharing. As there to promote the young, not 
only in the institutions, but also out there in the studios, because that way we are 
creating better artisans. 
 
Diversity strengthens a culture? 
 
Absolutely and that is why this organization [Ausglass] is so strong and good for glass. 


