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Jessica Loughlin 
Quitening 5 
2004 
Kiln formed and cut glass 
2.5 x 49.5 x 49.5 cm 
 
Jessica shows me around her studio, Gate 8 (moved in pre Xmas 2006), which she 
established with Deb Jones. It is a group of artists from varied fields. At this time it 
includes: Tegan Empson (glass), Rachel Harris (graphic design), Deb Jones (glass 
and multiple media), Jessica Loughlin (glass) and Lauren Simeoni (jewellery and metal 
work) as a group of renters who run the studio as a non-profit incorporated association 
with the aim of providing an inspiring space for artists to work within. It is hoped that it 
will be a creative hub allowing ideas to be shared (“as well as a beer”). 
 
Jessica continues: Deb and I came from the Blue Pony Studio and even though we did 
have other artists come in, that was really a glass studio. Glass people who were 
making glass ran it. The decisions were based on the function of making glass. The 
Pony was great. We moved out of there because this [Gate 8] was a real estate 
opportunity. 
 
I am always interested in discussion with people working in different fields and I think 
that cross-pollination between different ways of thinking in different professions is quite 
interesting. The idea was to create a dynamic that could happen in discussion and in 
how we approach things. It creates different ways of doing things. We all have our own 
specific ideas and methods, but at the same time you see others working and it can 
open up the way you use materials. 
 
Interview starts: 
What do you tell people you do? 
 
I say I’m an artist. It’s not important. I see it broadly and I work artistically. My work is 
important to me, but I don’t see the title as important. I am definitely going for an 
aesthetic response. I don’t want someone to look at my work and think about glass as 
number one. I really want to use the qualities in glass, but it is not all about the glass. I 
want the emotive response to the work (that’s different to the material). 
 
Then why glass? 
 
It’s probably the same as many people. It is definitely about light and that combination 
of colour and tone and light. I really like playing with that and the depth you can get. It 
is a material that is not just surface orientated. Sometimes you see it all the way 
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through. It is more than the illusion of depth – because it is depth. It is not like paint on 
a canvas. It is all that one material. I am not using any other. On the whole it is only 
glass and it has substance.  
 
It is not an element, but there is something about glass that relates to the earth. Even 
though we make it, it is from sand. It is quite base in some ways. I think it is quite 
elemental. It is maybe because of the work I am doing now (I’m looking at the earth). It 
is not like cardboard or paper. There is a weight to it. It has a really long life. It is going 
to last for thousands of years. There is substantialness about the material glass. It’s 
hard. It has volume and depth. Maybe it has to do with sand and fire, but these are not 
things I have thought about. 
 
What response are you pursuing? 
 
I want people to come to my work as a space for contemplation. When looking at the 
work I want the sense of quiet, the sense of a place for taking notice of their own 
headspace. For me the work is about creating places for contemplation. 
 
The viewer reading themselves? 
 
That would be my big aim. The works I find most successful are the works that do that 
for me. Impressing people with technical skill has never been my aim (laughs), 
although I do admire that in other people’s work. I am definitely not anti-technique, but 
for me a work (I’m talking about my work) is not successful when I see it as a piece of 
glass hanging on the wall. If I look at a piece of work and I am impressed by the 
technique, but it doesn’t do anything beyond that, it is definitely not working for me. It is 
not something that I would let out of the studio. 
 
Do other things give you a ‘meditative’ response? 
 
Yes, that is why my works are about open space. That is where some of the influences 
come in – the idea of vastness and minimal landscape, elements reduced and really 
parred back. Those sorts of landscapes, or spaces have been a continuous reference 
point. For me it’s being in the Flinders ranges, walking on those hills and looking 
towards Lake Frome. I am very much interested in the idea of the vast, particularly in 
Australia with its feeling of ‘oldness’. It is worn down. It feels as if the earth is old. 
 
I am interested in the idea of the sublime, but at same time the work I do is a quieter 
version, a modest version of the sublime. When you look at painters who have been 
linked to the sublime (like Turner), there is a lot more action and power. It is as if the 
sea is going to envelope you. There is an enormity to some of those painters who work 
in the sublime. The enormity in my work does not have that power at all. It is a lot 
quieter and a lot humbler. If it were amongst other works it could go unnoticed. 
 
I am interested in the notion of reduction. In the landscapes I am looking at, everything 
is parred back and that means there I really notice my own thoughts. That is different 
to the sublime where the power of the landscape is so enormous it takes thought away 
from you.  
 
Losing self in the vastness. 
 
What I want is ‘gaining yourself’ in the vastness. 
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I would want to feel that my work has changed over the years. There may be some 
general aims around those ideas we just talked about, but that doesn’t mean the 
pieces I am making at the moment are about that. There might be a loose theme 
running through, but some of the works I am working on at the moment are touching 
on ‘air’ and ‘atmosphere’ and ‘residue’. These are things I notice within the spaces, but 
the works are not about those spaces. 
 
I like the similarities in the different. With the latest work it is the ‘similarity/difference’ 
between things like: is this water, or is this air, or is it cloud, or is it salt? In looking at 
patterns, some of the patterns are the patterns of all those things. Those things are the 
intentional starting point for the work. 
 
Exploring the visual qualities? 
 
Yes those are some of the ideas behind the work. 
 
Is the size of the work important? 
 
Yes. It is to do with proportion. In terms of the works at the moment the scale changes 
the work completely. I have done some smaller works recently and I found those 
interesting, but they become quite personal and a long way from the sublime (that’s for 
sure). They do a different thing and are more a personal conversation. They are within 
the series I have been working on and within the technique, which is important. 
Thinking of an earlier question, technique is very important to me (as is glass). I don’t 
think I work in a way that is completely idea driven.  
 
These pieces we are now talking about, I have done over the past couple of years. 
They have (in part) been influenced by experiences had on large salt lakes in South 
Australia. Coming from that is the thought that they only rarely fill and the water has to 
travel all the way down from the top of North Queensland, through desert landscapes. 
There are ideas of ‘vastness’ and ‘travel’ and ‘water and evaporation’ and ‘Australia’. 
These are loose ideas.  
 
Something I have looked at for a while, but never used in my work are marks on the 
land. Drainage lines – the curvature you see when you look down from a plane. It is all 
of those things that I want to pull into the work and so it is finding the techniques to be 
able to do that. 
 
I am grinding up glass power and moving the glass powder along on the glass. Using 
water to make marks and also using the water evaporation to leave marks on the glass 
as well. 
 
Anchored in that elemental landscape? 
 
This work is. When I said there was something about glass that was elemental, it 
probably relates to where my head is at the moment. The difference from works that 
have come before is that these are not as much about distance. They still have a 
reference to landscape, which has been strong (and in some pieces perhaps too 
strong). But they also have a reference to elements. I like that in the work. If I ask our 
friendly neighbours the builders to come in, they look at the works and say, “Oh my 
God, that looks like the ocean”, or “That looks like a cloud”. In the fact they are all 
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referencing different things, yet they are seeing something that is similar in all of those 
things within the work. That is then definitely working for me. 
 
Does the accident play any part in the work? 
 
It is all different. I am still doing a series that is usually freestanding box forms. The 
process is very different to the process of the other work. This work is very planned. It 
takes a long time to do. There are components of cast and fused elements. There are 
a few chances to redo elements. I make many parts and I am putting them together, 
grinding them and polishing them and fusing them.  
 
The process when working with the glass powders is quite different. That is to do with 
control and lack of control when actually putting the powder onto the work. There is no 
way I can say I want a mark there and a mark there. Over the time of experimenting 
and also of making, I gain a range of techniques and an understanding of how this 
powder moves within the water. In terms of where those evaporation lines go, I am 
‘semi-directing’ it. As well, it is about knowing when to stop. That process is quite 
different. 
 
Like the landscape, you are dealing with forces. 
 
Yes you are. It is just like this kind of dialogue. It reminds me of Japanese painting. 
You get the chance to do what we are now talking about with a brush stroke. If it were 
completely planned and controlled it would not have that energy in it. It is about 
knowing where you want to go. Knowing you want roughness, or strength with 
lightness at the end. How that happens is to do with the water and the paper. 
 
That implies gesture.  
 
There is more gesture in the recent work and there is more movement. In past work 
(and future work too) it is a lot quieter and they don’t have gesture, or movement in 
them at all. The works that came before this were definitely more about space. They 
are not about those gestural elements within the landscape at all. 
 
There is a strong formal language in your work. 
 
Yes. It is not ground breaking that’s for sure (laughs). There is no way that you can 
work without a language. You have to find your language to be able to work. If you 
gave me criteria to make something out of ‘this’, working with ‘this’, I would be out of 
my depth, because I am not using my language in expressing an idea that is not even 
mine.  
 
An easy place to start is that I work tonally. I don’t work with colour in a way in which 
colour is reactive. I have developed that tonal way of seeing things. The other thing is 
that everything I do has to have some ‘space’ in it, but it is a space that is not 
contained. If I were to make space as contained space, it would definitely changing 
and developing a new language. My works have this element of a continuum. 
 
I don’t use symbolism in work at all. Illustration and symbolism are not part of my 
language. I don’t have a narrative. My work is not a story. I don’t know if air in itself is 
narrative in terms of having a story behind it. If my work alluded more to how the water 
comes into Lake Eyre and how many times a year it comes in, that would be narrative, 
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but I don’t want that. I don’t want it to be that specific. I want it to be more open-ended. 
I don’t want the work to tell a story. I want the viewer to listen to their own reaction to 
the work. 
 
Do you name your works? 
 
Yes. The importance of that is minimal, very minimal. An example in Residuum, which 
is like residue and that name is one little element in the work. The name relates to one 
element within the work, but it doesn’t relate to all that is going on. 
 
Do responses to your work surprise you? 
 
Not usually, but you are not always around. Sometimes people don’t respond in terms 
of what my intention is, but my intention is there and all these things might relate to it 
(draws a central point with a series of dots arching around it). It would be unusual if a 
viewer didn’t access one of those dots. I can’t think of an example – unless it is writers 
when they write essays and you go, “Oooo?” 
 
Last time we spoke you said, “Don’t confuse the work with the artist”. 
 
Yes. Of course at a deeper level it is in there, otherwise it would be most unusual 
(laughs). There might be an element of quietness, or a searching for calmness within 
who I am, but that doesn’t mean I don’t talk. 
 
Do you find your reaction to a work changes when you come back to it after a period of 
time? 
 
If it was a piece I always thought was a good piece, I am usually still happy with it and 
in fact often more so. There are pieces I have made that I haven’t loved as much and 
that is still the case (laughs). There was one piece that I never thought was very good. 
It was the last piece for a show and I probably didn’t have the time to evaluate it. This 
is going back a long time and my intentions for the work were not how the work turned 
out – in a practical way – therefore the work never resonated with me. I saw it a few 
years ago and thought it was actually quite a good piece. When you are making you 
don’t have full control of how it is going to be. If you do and it turns out, it is still not 
how you imagined. You can’t always make a piece that does it for you. 
 
Advice for practitioners starting out? 
 
My advice would be to be true to yourselves in what you are on about and in your 
ideas. Don’t be distracted by all that other stuff. That could be ‘life’, ‘mates’, ‘parents’ 
expectations’, ‘finances’, or anything else that surrounds us. That is probably a 
message that came strongly from Stephen Proctor, who taught me.  
 
Making is really hard. It is not easy. I think nearly everyone would say that. You 
obviously need to find a balance. You have your aims, but you have the journey as 
well and you have to be responsive to that journey – in making. You learn through 
developing ideas. I start off with an idea, but it is through working through that idea that 
I find what the idea is. If I am talking about making my work, I like the dialogue with the 
material through the process as well. If I couldn’t find the elements to do the powder 
works I am doing at the moment, I wouldn’t be doing them. My work is not conceptual. 
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It is not 100% idea. It is actually the technique and the material and the journey that is 
the making of the work that is important to me. 
 
 


