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Emma Varga 
Ocean  
2004 
fused, cast, polished glass 
38 x 27 x 7 cm 
 
Journalists do trouble me, because they always translate what you say into something 
else, and then they pick up on the wrong things 
 
Their emphasis is wrong? 
 
Yes. They don’t know the technical issues. 
 
How do you see yourself as a worker in glass? 
 
I see myself as an artist, but I am also a maker. I have to make what I have in my 
head. I have to deal with what is always growing in there. It just pops up and it’s 
clearer every time it pops up, until it is so strong that I literally have to start doing it at 
that very moment. It doesn’t matter that it’s 4 o’clock in the morning!  
 
A compulsion? 
 
Yes. It’s a very strong urge to recreate what is in my mind. That is visual, but it is 
sounds as well. It’s all around me. I’m floating in that, and I pick out sections and 
create. I have to make with my hands what I have here (gestures to head), because no 
one else can express it. 

 
“You have to make it with your hands”? 
 
It comes through my hands. I literally have a feeling that sometimes it goes straight 
from here, to here, without coming here. 
 
You gestured from your head, down your arm to – 
 
No, no not from here (points to front of head) 
 
Your mind? 
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It’s coming from that creative … I don’t know how to explain this … 
to explain that I need to tell you about Michael Barning, a psychologist/psychiatrist who 
was very interested in where that creative ‘thing’ comes from and how that relates to 
other things we are doing.  
  
Generally there is ‘real life’ (you and I having a conversation), then a bit deeper it’s ‘me 
and myself’ (my alter ego) having discussions, but it’s still verbal (you have discussions 
with your alter ego all the time, all your life, everyone does that). And then it’s just ‘me’. 
It’s not verbal (I feel it. I know what it is). 
 
You can’t articulate that last example? 
 
No, but that’s where [creating] comes from – recreating that through visual arts, or 
music. It’s not really verbal, or writing – that’s different. Visual arts and music come 
from that very deep source. You are passing on the message – people can talk about 
that – trying to describe, but never really describing. 
 
You can never capture it? 
 
No. I capture the ‘thing’. I do the ‘thing’, because I can translate that (the idea) into 
visual things. My way is to recreate ‘transparent’ things, which are from my [inner] 
world. 
 
In your mind? 
 
Yes. I live in that [inner world]. There is the ‘real world’ around me and there is that 
‘world in my head’. That [feeling] is sometimes so strong that I have to recreate it. 
 
It somehow goes through my hands, but its not really under the control of my mind. I 
can control it of course. I make a plan, but sometimes (and that’s precious) this [head] 
doesn’t know what that [hand] does 
 
Your conscious and your subconscious? 
 
That creative core (or base) comes through my hands without the control of my mind. It 
can be conscious, because I’m there, but sometimes (this is the most precious time) I 
don’t know what I’m doing. My hands are doing, and I’m delighted, because I see this 
[process] is doing something and I love it. 
 
Involving the materials and your hands? 
 
Yes. 
 
Are those learnt skills? How does it come to the hands? 
 
I grew up in my grandfather’s furniture workshop. He was a master doing French inlays 
with mahogany for our royal family (in the Balkans) before the Second World War. 
Then my father was a dentist. I started making small movies with lots of paper and light 
when I was six. I made cartoons and I made theatre. For example I cut my 
grandmother’s silk bedcover into half to open as curtains – opps! (talks of being saved 
by her grandfather’s intervention) 
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I was really good at math. I wanted to be an architect. I was playing piano and I 
jumped two years in a year, but we didn’t have money to buy a piano so I didn’t 
become a pianist. That’s all hand skills in expressing yourself. I think that high level of 
ability to express ideas in whatever media starts in childhood. 
 
Virtuosity at the fingertips? 
 
Yes. I still have the sound (the music), but it’s hard to have it at the opening of an 
exhibition, because people will get upset. It disturbs the opening of an exhibition so I 
gave up. 
 
What does glass offer you? 
 
Glass is transparent. All my ‘pictures’ involved something I could ‘go’ into. There are 
shapes and colours inside that world.  
 
I didn’t study architecture. I signed up at a university of applied arts to do ceramics. 
Clay was good because I could shape it. I could work it with my fingers, but it was not 
transparent. Then we went to do our projects in factories in Yugoslavia and in Year III, 
I went into a porcelain factory. They were attached to glass factories (because of the 
silicates being used). I remember when I stepped into that glass factory I said, “This is 
what I want to do.” Glass was transparent. It was shape, transparency and colour. 
 
It’s ‘open’. It’s ‘moving’. It’s ‘alive’. It’s not air, but glass … I don’t know how to describe 
it. 
 
Was training important? 
 
It is important. My training was ‘European style’. It was tough like the Royal School of 
Art. It was an academy. Five years. Not in glass. There was everything but glass. It 
was 1971, and that was early. We are talking about the very beginning of the glass 
movement. There was no (studio) glass department [at university level] anywhere, 
except maybe in America there were some experimental things. 
 
There was a Czech tradition in glass? 
 
Yes, but that was in technical schools and in designer schools. It was the very 
beginning of the glass studio movement. Glass was treated as glass design, not glass 
art. It was not independent. When I finished my study I had to fight to prove that glass 
could be art. 
 
A hierarchy? 
 
Yes, it was similar with ceramics, but it had started earlier with sculpture. But with 
glass, because it involved certain technology provided only in factories, it was hard to 
break that shell. 
 
The ‘fine arts’ barrier? 
 
Yes. Even now the fine arts don’t read glass properly. For them, it is something lower – 
like craft. They think they are something higher. It is not true. Glass is just a material. 
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Yes – like craft or design. It’s the thinking that glass has to have a function. Can you 
show me exhibitions where glass is exhibited along with fine art. That is only at some 
biennale, or some rare occasions. It’s treated differently, and it’s isolated.  
 
In a way we are lucky, because it’s better for us if we have only glass when it is 
exhibited – it has a full importance. With fine arts people are familiar with paintings and 
sculpture, but there is a fear of the fragility of glass. At a glass only exhibition you will 
have people coming over to look at glass without that barrier.  
 
All through this conversation you have called yourself an artist. Is craft only a means to 
an end? 
 
Yes, but I was also trained as a designer. I really love design as well. Earlier I always 
balanced between doing glass art and glass design. They were two separate things. 
The difference is glass design requires you fulfil the task. There are requirements. 
There are limitations. You have to work with people. You have to respect certain 
technology. You have to think about pricing. Is that project feasible? Can you produce 
that at a certain price for the market? You have to think about people who will use that 
product. There are ergonomic and other issues. You have to collaborate with other 
people, not only a glass blower as in my case, but technical staff, people who produce 
moulds in factories. Gallery owners, storeowners – retail, advertising – all sorts, it is a 
group effort. The product has a function and you have to fulfil requirements.  
 
But with glass art I can do what ever I want. No one will tell me what to do – unless a 
gallery owner asks me for more red pieces (and I don’t like that). 
 
In your glass art you don’t start out with a specific end in mind? 
 
Sometimes I have a clear picture. Sometimes I just have an urge to start, to 
experiment. But usually I do have an inner image, which I try to achieve through my 
glass, but there are no limitations, no requirements, and no collaboration. I do what 
ever I want to do. 
 
Why casting? 
 
To achieve a block of glass I have to cast it, and technique is very important to how I 
am doing my pieces now. I was trained as a complete artist. We had fine art training – 
painting, sculpting. Four years, ten different subjects from graphic design, 
photography, calligraphy, art history, technology, anatomy, fine arts, plus the craft 
subjects – ceramics and interior design with the emphasis on ceramics. 
 
That was Belgrade University of Applied Arts. You can compare it with the Royal 
College of Art, a very tough school – six days a week for five years. We where dying 
from overwork. It was very, very involving and serious. There were rules. You had a 
scientific explanation for how things are supposed to be done. That gave me my 
training.  
 
The most important thing was that one of my teachers, a very good teacher and artist 
(his subject was material form and colour). He was one of the toughest. There were 
fifty-two of us from all apartments attending his class every Monday. We didn’t have 
weekends, because we were working day and night doing homework for him. He 
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looked at us and said, “You all think you are artists, but I will be a happy person if one 
of you is an artist after five years”. I still remember that. 
 
We were supported. We were supplied with knowledge and all sorts of information. But 
not with that support that gives overconfidence, that says, even before you are 
finished, you are an ‘emerging artist’. Quite a tough regime. 
 
I realise now after thirty-five years in glass, that the first ten years were all experiment. 
One needs time to work and find the ‘inner thing’, your language – that most important 
thing – your favourite colours or shapes, to find your own way. It was ten years. I did 
some good work. I was very good at studying. I was a successful emerging artist, but if 
I look back, it really started in Australia – when I finally started to cast. That work was 
what I had in my head (even as a child) and it needed time to mature and come out 
properly. 
 
Casting gave you something you wanted? 
 
Definitely. It was the transparency and a way to freeze things in – to make that world, 
my ‘inner world’. To create a section of it for other people to see, casting transparent 
glass was the right process. 
 
It doesn’t always end where you expect? 
 
It always ends up how I expect, because I have such broad knowledge. I am really 
fortunate in that. After finishing at art school I collaborated with a factory to produce 
some of my glass art. They liked my designs, so I made the designs for the factory and 
in return they produced my stuff. It started when I walked straight in to the General 
Manager and he passed me on to the two best glassblowers (who were like Lino 
Tagliapietra). They walked me though the factory for months showing me everything. 
That factory had 5,000 workers. 
 
You’re now talking ‘blowing’? 
 
We are talking all sorts of techniques. That factory produced things from glass bottles, 
15 million a month to … 
 
Where was this? 
 
Yugoslavia. 5,000 workers involved in a huge range of technologies - including 
casting. We cast a lot of glass and they cut lenses out of that. You cast a big block of 
glass and you cut out lenses from that and polish. Casting in metal moulds - all sorts of 
techniques. 
 
A strong European craft tradition? 
 
Yes. Whatever I couldn’t learn within the school (glass wasn’t established in any 
department in Europe - almost nowhere). There were schools, like technical high 
schools, to attend for glass skills, but I didn’t attend any of them. When I left the 
university I went to the factory. That was fabulous. They loved my designs. They 
supported me. They showed me everything. You browsed through this one huge 
factory, with all sorts of departments, all sorts of technologies being used and I was 
allowed to ask all the questions, and I got all the answers - for fifteen years. 
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You emerge from that craft tradition of incredible technical competence? 
 
Technical competence is the right expression, because those glassblowing 
departments educated their blowers in the northern part of Yugoslavia in a real school, 
with teachers from Italy. The factory collaborated for eighty years with Czech factories, 
particularly Novoborge (a huge factory doing crystal and overlays, specialising in 
moulds for core production – that was another tradition). 
 
When I finished that, I travelled to Scandinavia and I browsed through their factories. 
So I learnt all three main European traditions – Italian, Czech and Scandinavian. 

 
I will tell you a short story. When I was a student studying ceramics, I had a really good 
teacher of technology for four years. She liked me because I was always full of 
questions. When she explained how to do things I always had a ‘what if’ question. 
Then she just said, “Look, I don’t know. I can not answer all your questions, so, stay 
over the holidays”. She gave me the keys of the lab with all the materials and she said 
I could play and try out anything, but only if I make small samples and replicas. What I 
made for myself I had to make for the school. I ended up with over 4,000 small things 
written down – underglaze, overglaze, this temperature, that temperature, tests on 
small buttons placed on cardboard and bound into two books (yellow book for me, 
black book for the school) showing out how the glazes behaved. I never had any doubt 
about any glaze. I knew, because I had tried it. I did the same thing with glass. Under 
my son’s bed (in two big boxes) there are literally thousands of tests. I think over five 
thousand small tests. 

 
If I have a concept, but I don’t have any idea how to make it, it is just a matter of 
picking out the right technology, or technique (or combination of techniques) to create 
what I want. But trust me, I know what will happen. I love it when it looks accidental. 
That makes it dramatic, but I knew how to make it like that.  
 
From years of play and experiment? 
 
Yes. It was a priceless experience to spent fifteen years in that factory. I had to 
produce the designs and organise the production. Usually I had one to two weeks in 
the factory commanding over 250 people (that was my crew from mould making to 
packing). I required a day, or two to start-up, and then it was running. I had to be there 
to supervise, but I had time to walk around and ask questions and try everything. 
When I wanted to try a small bowl (or three bowls) it is nothing in a factory where they 
produced thousands. 
 
All the workers liked me, because they were bored to death producing 500 tumblers a 
day. When I appeared to do crazy vases they were happy to show off their skills. The 
technical staff liked me because I asked questions that engaged their minds. They had 
never been asked so many questions. They liked to explain things to me. Everyone 
liked to experiment.  
 
The existing designers hated me, because I was a free agent. I had a very good 
position and I always had money. It was either my own money investing in production, 
or some gallery, or department store making a big order. I was in the middle, between 
the client and the factory. I was the one to say what was good and what was not. 
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That released you from the pressure of having to produce to make a living? 
 
That was still a pressure, because I knew I would have a position as long as a 
department store or gallery could sell the work. If they couldn’t sell it they would stop 
ordering. I was alert all the time, very aware of the pressure and the requirements. I 
was very careful and cautious. I quality checked more than the factory used to quality 
check. They had 30% seconds while I had 3%. If something was not first class, it could 
be used for something else. Almost nothing was thrown away. 
 
Ruthless discipline? 
 
Yes  
 
If I put this piece of your work in front of you how would you define it? 
 
I try not to talk (about my work) too much because [pause]… I have had unconditional 
love for this piece for a long time. I will stop loving this when I turn to something else. I 
am totally into it. I am so excited that when I finish in the evening I can’t sleep. I walk 
around it, or I photograph it. I am totally into it, because it has recreated what was in 
my head. I finally see outside what I carry inside. 
 
Talk about this as an object. 
 
Object yes. So what’s important for me in this piece? I love the shape, because it is 
totally crazy out of shape, out of any angle. Then it has this curve, which brings up and 
distorts the inside. I love the colour. I’m very much into green lately. 
 
Emotional for you? 
 
It is. Then it has these layers and it is all moving inside. It has bubbles, which I love. 
 
Moving inside? But it’s a static thing. 
 
Trust me. It was a static thing. It was all triangles and squares when I started, but I 
know how to soften that and make it move inside. I know how to put it in the mould so 
it will flow and create that movement. That movement is very important, because that 
makes it alive. This could have been a very static, rigid shape – very geometrical 
inside. 

 
Just move it. It’s good from any angle. I don’t know how to describe it better. I use 
words like beautiful and good. Beth Kennard asked me, “Do you hear yourself when 
you talk about it?” So yes, I love it. Most of the pieces, 99%, have to be good from any 
angle. They are objects. You can’t go in. You can only go around. You can look in. 
When I have an idea I am inside. This work is a chance for people to move around and 
look in and be involved, pulled in by walking around the object. From any angle it 
offers that. I asked collectors why they buy the work, what did they see? They tell me 
what they see and it is what I saw before I created it. 
 
Which is? 
 
It is whatever image or feeling I had – the emotional impact of the image. I do have an 
image and that triggers an emotional impact on me. That triggers me to actually make 
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the thing I create through the glass. That’s something that transfers from what I have 
here [points to chest]. 
 
A tangible object that people can experience. 
 
Yes, you are right. You see colours, shapes and they trigger an emotional impact in 
you, and that’s exactly what I had. I was so excited when I was told that by a few 
different people. It all leads to the same thing – energy. I am making colours and 
shapes in transparent glass and they are transferring my ideas to other people. I don’t 
have to be there. Most people said, “The energy, the transparency, and the colour”. It’s 
exactly the same. The things that are important to me are important to them. 
 
That’s the response from your collectors? 
 
Yes. That’s my small piece of research – I ask them. 
 
What if that (points to work) were a stone?  
 
It would have only surface. It wouldn’t have inner life. I mean it would need to be a 
really good stone with a really good shape to have an inner life. 
 
But it is still only surface? 
 
I had that experience with stone only once, with a Rodin I saw in Paris. It was a 
transparent white marble, and I felt it had life inside. 

 
On the whole my work is emotional. It’s not intellectual. I’m not making a plan. This 
(points to work) is mostly very emotional and hard to explain with words. That’s why I 
quoted Michael Barling, Me and You, Me and Myself and Me, this [points to work] is 
me. I can describe myself as a body, as a mind, or as a soul, but this [the work] is the 
best description of me. 

 
There are formal elements in there, shape colour. Is that what you are describing? 
 
Yes. My favourite colours are ever changing. For a very long time I was into red. With 
that red I even had a need to write it down. All these ranges of red glass I make start 
from some event in my life, from associations. I had a need to write that down for 
people, because why I was doing so much red glass needed explanation. 
 
You had to justify it? 
 
Not really. I’m a confident person. I really don’t care if people like it or not. I had to 
make it, and I like it. When I stop loving one sculpture that means I’m on the way to 
making another one, which I will love. I cannot love both of them, so I’m over the first 
one. 
 
I used to criticise myself. I’d look at my pieces and say, “No, this is no good” or “This is 
not me”, but I’m not really offended if someone doesn’t like it. I don’t find many like 
that, but if there are people who do not like it, I don’t care. I don’t need recognition. But 
to go further, you need money to continue. To get money you need to get recognition, 
but emotionally I’m fine with my work. If I just could get money from somewhere I 



68.         Emma Varga – 02/12/08 
 

9/13 

would, and I would still show my work, because it’s actually made for people. It’s my 
way to communicate with the world.  

 
It’s for me first. Then it comes to showing part of myself to the world. When we talk we 
show part of ourselves to the world orally, so I’m showing visually. I talk through my 
work better than I do with words. 
 
Going back to the stone? 
 
The stone is a dead thing for me, because it has only surface. 
 
For you is there any experience similar to the glass? 
 
Music. I mention only two names, Tom Brennan and Steve Roach, both from West-
Coast America. When Steve Roach came to Australia it struck him visually and he 
expresses that through music. Tom Brennan lives somewhere between Seattle and 
San Francisco. The landscape and the feeling of Australia is exactly what I’m 
responding to through work. He did the same thing in music. I feel it very closely and I 
listen to that kind of music all the time. It doesn’t inspire me, but it just fits into my 
world. Like me, they observe the world and they express it through their media. 
 
So a landscape might affect you in the same way as the glass? 
 
Oh yes! Nature, landscape. I just went to see the Grand Canon in America, and in a 
car I travelled around Norway in the wilderness, not the cities. 
 
The wildness? 
 
No, nature – water, mountains - the green, that’s where we live. We grow from that, 
like plants. If I go to the lagoon, I can enter into there. It’s the same thing. I’m inside. I 
consider nature and landscape… it is something I cannot explain, but it is like us being 
here and looking at that landscape, that is the same as us being here (pointing to the 
glass) and looking into that.  
 
So you can enter into that glass as you enter into a landscape? 
 
No, I’m in the landscape as transparent stuff around me and I get a section that is the 
most appealing to me that day. I want to create that for myself, for my world, so I 
recreate a section like that. We are talking light; we are talking transparency – blue, 
white, shine – glass. 
  
Do people talk about your work in ways you don’t expect? 
 
That was my research with my collectors. Some have ten pieces, maybe more. I asked 
them why they like it and in discussions they explained it the same way I did.  
 
I had discussions with Giles Bettison. We talked about beauty and transparency. It’s 
seductive, but it is dangerous ground. You can slip into kitsch. Then I talked to Margo 
Osborne when she wrote Australian Glass Today and she spent a whole day with me 
talking about that one thing: glass as seductive and beautiful. There are too many 
people who try to avoid that by making it opaque, non transparent whatever, looking 
like other materials and trying to avoid the beauty of glass because it’s… 
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Pretty? 
 
Why not pretty? Why not beautiful? 
 
I suppose pretty is superficial, on the surface. 
 
But we are like birds. We like shiny stuff. We like gold and we like glass. I don’t know 
why it’s no good to be pretty. It’s part of the things around us and actually the things 
around us are beautiful. A sunset is pretty, so what? I don’t care. I try to do something 
with that. 
 
It’s intrinsic to the glass. 
 
Yes. The most important property of glass is transparency. Why not use that, even if it 
is pretty. 
 
Do you ever come back to a work and have it surprise you? 
 
Yes. Mainly stuff that I didn’t like too much when I made it. I didn’t love it 
unconditionally. I knew it was okay, but it was not close to my heart. Years after it was 
sold, I find it somewhere in some gallery and I say, “Oh gosh. This is good.” Maybe at 
the time I did not understand it. I did not except it. 
 
Interesting, because you say you always know where you are going to go with work. 
 
But I am changing. Sometimes I don’t capture exactly what I am after. I have millions 
of ideas that just pop up. First, when it pops up it may be a blur. It may be months as 
things evolve and grow, maybe years before they really appear. Even when they are 
precise enough to recreate they are a blur, which is good because then they get clear 
in the work. I (almost) never make precise sketches on paper, because then it has 
gone out, and then it is lost for the glass. 
 
Sometimes it comes out and I don’t like it. It is a blur. It’s not exactly created. Perhaps 
if I could create the perfect piece from my mind I wouldn’t create more. Then I go on to 
create ten more, maybe thirty more pieces. 
 
Always chasing something moving just ahead of you. 
 
Yes, but I’m changing and the world is changing, and it is just an interaction. When it 
fits, then it fits and it comes out as a piece. It’s very exciting for me. 
 
Never ending? 
 
Fortunately yes. (Collects small cube piece from across room) I made this in 1998. It is 
only three triangles inside and I still love it. That was the very first piece. I showed it to 
Tom Rowney, a good friend (he blew all my glass). At the time he asked, “What’s that. 
It’s different. It’s not a vase, it’s not flat”. I looked at him and said, “This is what I’m 
going to make for the rest of my life”.  
 
I knew at that time that I had found my transparent world. From this I made eighty 
camera shots and they are all different. It’s mesmerising. It is only a small thing and I 
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realised that it was like if I made it big with things inside and people walked around in 
it. It’s transparent. It’s a real challenge. It’s alive and constantly changing. You can 
make your own choice, choose your favourite position. 
 
The naming of your works? 
 
The idea has a name. Then I create a piece, which inherits that name. I don’t make the 
piece and then give a name. 
 
You have something in your mind and you put words to it? 
 
It’s not words. That’s the name of it, not its title. Name is better description than title. 
Things have to have a title for the exhibition. 
 
Untitled number 3? 
 
No. No, things have to have a title. This statement might offend people, but that might 
be the difference between art and craft. When you create craft and it’s Untitled Number 
55. What does Untitled Number 55 mean? That’s a total alienation from the piece. You 
made a piece and you called it ‘Untitled’? That implies you don’t have a relationship 
with the piece. 
 
Maybe this is leaving that relationship open for the viewer? 
 
I don’t think so. The viewers are always meeting the unknown when they meet your 
piece. They want some guidance. There are too many options open. It’s easy for us, 
your perception and my perception are totally different to those of average people.  
 
I often hear collectors say, “I’m not talented, but I love to see a good piece.” I say, 
“Yes, you are talented, because you can find a good piece”. A collector who has 
thousands of pieces at home said that to me, yet their collection is so beautiful. It’s not 
expensive, but they know a story about each piece. They want to know more about 
artist. The title is first step into that story. 
 
They want entry? 
 
Yes, you have to introduce your work into the world. It has to have a title. I do have an 
Ocean Number 40, but that means it is the fortieth version of the ocean and there is 
more. I made forty that are totally different, but it is ‘ocean’. 
 
A reference point? 
 
Yes. So a title is important. A name is important. I have a name for a piece before it 
gets created. 
 
You hinted at the relationship between the collector and yourself. 
 
Well there are collectors who love red. There are people in Sydney who say, “I collect 
your red work. I love your red work.” What does that mean? They commissioned a 
sculpture, because they had mainly vases. I was curious. When I delivered that piece, I 
almost started to cry. It was almost like stepping into a museum. They had nineteen of 
my red pieces. They had them placed throughout the house. They actually surrounded 
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their lives with my pieces within their house. They meet my pieces in the morning, in 
the evening.  
 
They are searching for something. I figure it is the same thing I am searching for. I can 
create it and they are searching around to buy it, because they don’t have skills to 
make it, but they do have the ability to respond. 
 
They are have some kind of conversation with these pieces? 
 
Yes. One of those collectors in America put one of my red pieces, a sunset here, so in 
the morning light they can see it when there is no sunset. They can have their sunset 
in the morning, unbelievable. So the piece has further life. My babies are going 
somewhere and being adopted by a family. The worst thing that can happen to a piece 
is to go to a collection where it is locked into a drawer. It is then dead. 
 
Going back to the first question. I am first an artist, but I am a designer and a 
craftsperson. I recent years the artist part is more important, because I am more into 
that. Now I am not creating vases for Empire Homewares. 
 
I had an old friend who was director of Object before Brian Parkes. He asked me to 
verbalise something. I had to write a statement for an exhibition, Mapping Identity. He 
showed some of the pieces I made in Europe and some of the new pieces made here 
and compared them. It was what I brought into Australian culture and how Australian 
culture influenced my work. That was what the Story about Red explained. That was 
like one page from a diary. It’s in [the catalogue].  
 
Because of that I was invited to a literary festive. It was the year 2000 and my English 
was not good. I tried to refuse, but I couldn’t get rid of them. I tried to get help to write 
about exile. No escape, I had to write it down. Four pages, the story about red, I’m at 
home here, I don’t feel in exile. There were 500 people in the audience including 
writers of novels. The person speaking before me was reading from his fourth book. I 
was so scared. In the end I got a huge applause, because I was the only person 
speaking about my own experience.  
 
I did feel a need to actually verbalise some of the things I express in glass. There was 
more that could not be described properly. I wanted to make it in a bare language, no 
pathetic feelings. War and all sorts of difficult stuff can be pathetic. I asked a friend 
who is journalist to go through it and make it like a diary and she didn’t change too 
much. 
 
When people ask me about my work it is always how I make it, so when I send glass to 
Axia I always have to write about how many layers and how many small strips of glass. 
The Ranamok (08) piece is actually the starting of a new range dedicated to my 
‘primary pictures’. I had mine when I was four months old. It was blue shine, everything 
white [talks of psychiatrist friend discussing this ‘primary picture’ with her and helping 
her to realise where this comes from]  
 
[Talks of decision to come to Australia in 1994.] 
I came first to look around (to decide) whether I am going to move my family here. It 
was winter, 24 December, [at home there was] blizzard, grey, no leaves, war and 
horror. Then I flew for eighteen hours and fell asleep. I opened my eyes. We were 
between Indonesia and Australia. It was tiny white clouds, millions like brushstrokes, in 
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blue sky and over a blue ocean. I just (breathed in). I’m in heaven. This is the most 
beautiful thing I have ever seen in my life. I thought I will never see this beauty again. 
Two hours later with a sunset over Uluru at 30,000 feet, it was all the purple and red. 
After that we landed in Sydney. Before we landed I saw the skyline and the Opera 
House and the bridge. I decided to move here before I touched the ground. 
 
You made a connection. Is that what you are doing with your work? 
 
You are absolutely right. It’s just a connection to different things. I don’t really know 
why I’m doing this green. I started to consider green important to me when I returned 
here from Europe. This (points out to the landscape) is not green, it is olive grey. I went 
to Europe in May and travel mountains from Italy to Switzerland. That was really a 
green green. I called that Spring Green and I made one piece and since that time in 
2004 I’m making green. I have the lagoon here in front of me so that is green as well 
 


