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By the time I returned to the city of 
my birth in early 1974—after several 
years working in the south-east of 
South Australia and followed by a year 
in Europe—Don Dunstan’s government 
had been in power for three and a half 
years and the ‘Dunstan decade’, as it 
was later called, was in full swing. As 
part of my teaching experience in the 
small city of Millicent I drove a school 
bus, and Dunstan’s strong deputy, 
Des Corcoran, who was born there, 
often gave a wave as he drove past 
early in the morning on his way to 
town and when Parliament wasn’t 
sitting. A while before I arrived back 
in Adelaide word was out that 
Dunstan had already wrought 
substantial reform, both political 
and cultural. 

In his 1969 election campaign, 
Dunstan had said that ‘ … We’ll set a 
new standard of social advancement 
that the whole of Australia will envy. 
We believe South Australia can set 
the pace … We can do it’.1 The last 
few words are somewhat prescient 
of Barack Obama’s ‘Yes we can’ four 
decades later. At the 1970 election, 
Labor won 27 of 47 seats, and, after 
legislating a fairer seat and boundary 
system, the ALP won three more 
elections, in 1973, 1975 and 1977. 

To set the scene: Dunstan’s 
progressive administration saw a 
series of Australian firsts in the state 
including Aboriginal land rights 
recognised, homosexuality 
decriminalised, rape defined as a 
crime within marriage, a female judge 
appointed (Roma Mitchell), the first 
non-British governor, Sir Mark Oliphant 
and, later, the first Indigenous 
governor, Sir Douglas Nicholls. He 
abolished the death penalty, enacted 
consumer protection laws and 

anti-discrimination legislation, 
relaxed censorship and drinking 
laws and created a Ministry for the 
environment. Federally, together with 
Gough Whitlam, he helped remove the 
White Australia policy from the ALP 
platform. Dunstan also encouraged 
cultural exchanges with Asia, 
multiculturalism and a general increase 
in the state’s culinary awareness and 
sophistication; and, importantly for 
many of us at the time, he encouraged 
a flourishing of the arts, with support 
for the biennial Adelaide Festival of 
the Arts, the State Theatre Company, 
the Art Gallery of South Australia 
and the establishment of a South 
Australian Film Corporation. In mid 
1973, the Adelaide Festival Centre 
opened—Australia’s first multi-function 
performing arts complex (although the 
Opera House opened in Sydney just 
a few months later). An impetus also 
grew, one not previously exercised, to 
encourage arts organisations to work 
together, ‘to make major contributions 
to the Festival’s programming 
every two years’ and to be ‘top 
professional companies’.2 These 
reforms and developments were not 
hastily made but approached mostly 
with a calm, pragmatic determination 
on Dunstan’s part, with strong 
support from his party colleagues 
and an enthusiastic team of advisors. 

Over the first half-dozen years, 
government funding for the arts was 
increased by a factor of seven. The 
Film Corporation (begun in 1972 and 
still going) commenced production 
with acclaimed films such as Breaker 
Morant (1980), Storm boy (1976) 
and Picnic at Hanging Rock (1975), 
and Dunstan’s commitment to and 
passion for the arts was credited by 
commentators with attracting artists, 
theatre people and writers into the 
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state, helping to change its 
atmosphere. These were heady 
years and Adelaide seemed like the 
place to be and, at the time, I met 
a substantial number of artists and 
others who came to see what the 
fuss was about. 

Dunstan wanted to promote South 
Australia as ‘a place where the quality 
of life was good and the products 
distinctive’3, so a proposal for the 
development of a world-class crafts 
and design facility fitted perfectly in 
this environment, and a Craft Authority 
was set up to make it happen. Dunstan 
was keen ‘to broaden South Australia’s 
industrial base from our tariff 
protected, limited manufacturing, 
and had looked at places in the UK 
[like Wedgwood] and others where 
industries are grown from small craft 
things … ’, said Graham Foreman, who 
worked in the Premier’s Department 
in the ’70s. ‘The idea was to engage 
master craftsmen with whom budding 
craftspeople could work and that 
this should in the long term lead to 
industries that’d be based on craft 
and design.’4 With these imperatives 
in mind it was the Scandinavian model 
that was considered as well as, and 
perhaps particularly, the Kilkenny 
Design Workshops in Ireland—begun 
in 1963, it was the first workshop of 
its kind to have been established by 
a nation’s government. Right from 
its inception, JamFactory was 
international both in its perspective 
and in the craftspeople, artists and 
designers it attracted. 

In 1971 Sam Herman—who’d been an 
early student of renowned US glass 
artist Harvey Littleton and had 
subsequently established the first 
studio glass course in Europe at 
London’s Royal College of Art—

agreed to come to Adelaide to set 
up a glass teaching and production 
workshop if the Jam Factory (as it was 
called then) eventuated. ‘That was a 
very powerful thing for Don’, says 
Dick Richards. ‘I think if Sam hadn’t 
committed very early the project 
may have faltered.’5 By then Herman 
was aged 38 and an accomplished 
professional; he stayed for six years. 
(One of his students at the Royal 
College had been Jane Bruce, who 
went on to teach in the glass 
workshop at the Canberra School of 
Art from 1994 to 2004.) By 1973, the 
Jam Factory had been established at 
the old Mumzone facility on Payneham 
Road, St Peters, and Herman did 
come and Australia’s first fully 
operational hot-glass workshop 
was soon up and running. Looking 
back, Herman is pleased that the 
Factory has prospered: 

It was the first of its kind to create 
not only an apprenticeship scheme 
but also a chance for individuals to 
develop their artistic abilities in glass 
and other workshops … as well as 
business acumen that is so necessary 
for survival … Not only has it created 
and influenced Australian artists but 
they in turn have influenced other 
artists throughout the world.6 

As it happened, Herman’s glass was 
not Scandinavian in its sense of design 
but more spontaneous and freeform. 

There was however a Scandinavian 
link with the first Head of the 
Jam Factory’s Jewellery Workshop,
Vagn Hemmingsen (1922–1990). 
After training (1935−41) at the
Georg Jensen studio in Denmark, 
Hemmingsen had come to Adelaide 
in 1974 to set up the workshop, 
which ran for a short while.7 
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With his trainees, he developed a 
range of simple, well-designed 
objects before returning to Denmark; 
but his legacy lives on. Both 
Brian Wood and Susan Harle, for 
example—who established Harlewood 
Studio on Queensland’s Sunshine 
Coast, where they design and 
manufacture one-off and limited 
edition jewellery pieces—acquired 
formal training at the Jam Factory 
under master craftsman Hemmingsen 
as well as designer and metalsmith 
Frank Bauer.8 Bauer—who had arrived 
in Sydney from Germany in 1971 and 
worked there for five years—had also 
been invited to set up his own studio 
and do some teaching in 1975. He had 
trained in Germany and had worked 
at the Kilkenny Design Workshops.9 
The international links continued with 
the appointment in 1978 of fine leather 
designer Pietro Salemme 
from Calabria to run the Leather 
Workshop. He had worked in 
Florence as a fashion shoe designer 
and maker, for the firm Luciano 
Ricci, a manufacturer for Gucci.

By the mid 1970s I was living around 
the corner from the Factory, and 
visited the ‘Jam’ frequently for 
exhibitions and events. By now the 
vast building had been further 
colonised by the arts, with Noel 
Sheridan (recruited from Ireland by 
way of New York and Sydney) 
undertaking the setting up of the 
Experimental Art Foundation (EAF)—
a proximity and relationship which 
continues today, with the EAF (now 
AEAF) and JamFactory sitting side 
by side at the Lion Arts Centre. 

Later, in the early 1980s, I found 
myself at San Diego State University in 
Southern California. Celebrated metal 
artists Arline Fisch and Helen Shirk 

were heading the jewellery and metal 
studio with JoAnn Tanzer running the 
enamel studio. All three knew of the 
Jam Factory’s growing international 
reputation, particularly Fisch, who 
had visited Australia a number of 
times and had close links with 
Australia’s flourishing craft 
organisations. Why did and do 
so many people know about it?

Over the last four decades JamFactory 
has brought numerous international 
and Australian artists and designers to 
Adelaide to conduct workshops, give 
lectures, and show their work or to be 
part of major exhibitions. These people 
have returned to their home bases 
and subsequently invited artists from 
Adelaide and elsewhere to be involved 
in their programs. The organisation has 
also toured a number of exhibitions to 
venues around Australia and overseas. 
Reciprocity is always smart and 
mutually beneficial, particularly when
it’s tied to major events here or overseas, 
as has frequently been the case. At 
the Adelaide Festival of the Arts for 
example, the mix was nearly always rich.

For three years in the 1980s, CEO Lynn 
Collins consolidated the organisation 
with expanded exhibition venues and 
a changing character of exhibitions. 
He juxtaposed craft, design and fine 
art, Indigenous crafting, feral art 
and hobbyist activities, to prompt 
discussion. Interstate artists such as 
Alison Clouston brought fresh ideas 
into an extended residency, as did 
the series of exhibitions titled Makers’ 
Choice—a national project presented 
inpartnership with the Crafts Council 
of South Australia—in which 
practitioners working in several 
media nominated muses or mentors
as co-exhibitors and addressed 
work practices and thinking.10
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From 1989 to 1994, Frank McBride 
was the director. By late 1991 he had 
overseen the Jam Factory’s move to 
first-rate facilities in Adelaide’s arts 
hub at the Lion Arts Centre. This 
change pushed the organisation 
into the second stage of its life and, 
accordingly, McBride had ‘design’ 
added to its name and it became 
JamFactory Craft and Design 
Centre—the first of several craft 
organisations around Australia to do 
so. The architect-designed spaces, 
which included professional galleries, 
four fully equipped studios in 
ceramics, glass, furniture and metal 
as well as 10 independent rental 
studios, meant that public interest 
in JamFactory grew, and it was now 
more clearly visible on the national 
and international cultural scene. 
Increasingly, a larger percentage 
of trainees were attracted from 
interstate. During this period Don 
Dunstan returned as Chair of the 
organisation’s board.11

The re-opening exhibitions (in 
February 1992) included Real and 
Forged Contemporary Australian 
Metal, curated by Janene Pellarin, 
followed by the Tenth Anniversary 
Australian Glass Triennial (touring 
from the Wagga Wagga City Art 
Gallery in April). For the first time 
JamFactory had appointed a curator 
(apart from the Artistic Director), 
with Pellarin coming from Canberra 
to take up the position. As a result, 
exhibitions became more substantial 
and thoughtful with more impact 
nationally. Some toured interstate and 
several had accompanying scholarly 
publications, for example: Second 
Australian Contemporary Jewellery 
Biennial (1993) and Out of Canberra: 
an exhibition of contemporary kiln-
formed glass from the ACT (1994).

Then, from 1994, led by director Loene 
Furler, JamFactory moved strongly 
into an international program, 
presenting and promoting the best of 
Australian design and craft at key 
events in several countries. These 
promotions were mostly supported by 
an Australia Council program that 
subsidised participation in
international art and design fairs, some 
via Craft Australia. The first event in 
1994 was SOFA (Sculpture, Objects, 
Functional Art + Design) in Chicago, 
where the works of Nick Mount and 
the Glass Workshop were showcased 
along with Stephen Bowers’ highly 
decorated ceramic plates. ‘Nick was 
already reasonably well known in 
Seattle at Pilchuck Glass School’, 
explained Furler, ‘so it seemed a 
good basis to build upon’.12 This 
promotion helped establish
JamFactory as a leading glass studio 
in Australia, and resulted in a number 
of glass workshops coming to 
JamFactory, including an outstanding 
one by Lino Tagliapietra from Murano. 
Of such workshops, Adelaide writer 
and art critic, Wendy Walker, noted: 
‘I was present at an influential 
demonstration by renowned glass 
blower Lino Tagliapietra and, to cite a 
single example, I think this workshop 
had a significant effect on the work 
of Tom Moore, amongst other 
glass blowers.’13

The momentum continued in 1995 
with JamFactory going back to SOFA. 
It also participated in the San 
Francisco International Gift Fair; 
the International Competition of 
Contemporary Ceramic Art in Faenza, 
Italy (promoting Stephen Bowers’ 
work); and at VicenzaOra (a jewellery 
fair in Italy), organised in conjunction 
with Sylvano Toso, President of the 
Italian Chamber of Commerce, with 
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Furler noting that, ‘The work of the 
JamFactory was refreshingly 
different in this exposition’.14 The 
same year, Furler orchestrated 
JamFactory products to be on the 
shelves of a prestigious department 
store in Hong Kong and a shop in 
Paris. The careers and reputations of 
Nick Mount, Stephen Bowers and 
others have benefited substantially 
from these promotions.

Coinciding with the 1996 Adelaide 
Festival of the Arts, an exhibition at 
JamFactory focused on the skills of 
Finnish architect and designer Alvar 
Aalto, the types of materials he used 
and the similarity of landscapes in 
Australia and Finland. This is the kind 
of show that has the potential to get 
national attention and a broader 
audience, and it did.

By the early 2000s, and under 
Stephen Bowers as CEO, recurrent 
international projects were 
consolidated. JamFactory returned 
to SOFA each year from 2004 to 
2008, for example, and fresh events 
were explored, including Talente, a 
Munich-based annual international 
applied arts, design and technology 
competition for younger practitioners, 
and Collect, a prestigious, 
invitation-only expo in London, 
presented by the UK Crafts Council 
and in its tenth year in 2013.15 

Each year, from 2004 to 2008, 
JamFactory selected and promoted 
the best of Australian emerging 
talent at Talente and, at SOFA, it was 
in a position to present a series of four 
promotional shows and linked 
publications: Luminous Surface—
Under a Southern Light (2004); 
Lumière, Luxe and Volupté—luxurious 
light and seductive form (2005); 

Go Figure … (2006); and 
New Ceramics from Ernabella, 
Hermannsburg and the Tiwi Islands 
(2007). SOFA, in its 20th year in 
2013, remains a major promotional 
event for craft and design.

At Collect similar opportunities 
applied over four years, with the 
presentation of the following 
exhibitions (and publications) 
under the banner of ‘Australian 
Contemporary’: A Survey of a Sense of 
Place (2005); Bare & Beyond (2006); 
Vito Bila, Scott Chaseling, Kirsten 
Coehlo, Sally Marsland (2007); and 
Tea Wares (2008). The 2006 Collect 
was reviewed by Germaine Greer in 
The Guardian, where she praised the 
Australian contribution and excoriated 
almost everyone else. In part she said: 

It was with some trepidation that I 
peeped round the partition of the  
Australian Contemporary stand … 
What I found was the work of 
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Julie Blyfield, who lovingly explicates 
Australian plant shapes, especially 
in her sequence of unusually 
wearable jewellery called Pressed 
Desert. Such gentleness and 
subtlety are not often associated 
with my birthplace. I so loved Prue 
Venables’ pierced ladle (olives, for 
the draining of) … because there were 
so few useful objects in the show.16

As a result of their participation, 
practitioners, such as ceramicist 
Kirsten Coelho, gained international 
representation and work was acquired 
for international collections, both 
private and public. Julie Blyfield was 
already represented by Galerie Ra in 
Amsterdam and Charon Kransen Arts 
in New York but, as a result of Collect,
 she was given a show at Galerie 
Hélène Porée in Paris, where two of 
her brooches were acquired by the 
Musée des Arts Décoratifs.17 From 
2004 to 2008, JamFactory presented 
over 120 artists at a dozen or so 
international events, as well as 
organising, in association with 
Asialink, A Secret History of Blue 
and White (2006−09), a ceramics 
exhibition and publication which 
toured to several venues in Asia 
and later, in Australia. 

It’s crucial to note that JamFactory’s 
participation in all of these events, 
in Chicago, Munich and London, was 
made possible at the time because 
they were under the umbrella of the 
Australia Council’s International Craft 
Initiative (part of an overall visual arts 
promotional strategy), a program that 
had, over the years, developed quite 
sophisticated funding arrangements. 
SOFA and Collect were seen to be 
priorities because they presented the 
best international craft and design, 
they attracted a large and 

predominantly informed audience—
a combination of collectors, curators, 
gallery directors, artists, writers and 
publishers—and this environment 
provided an opportunity for Australian 
participants not afforded elsewhere. 
‘The Australia Council support for
representation at Collect, SOFA, etc 
was an inspired initiative. It was 
important … for Australian craft and 
design to be seen, and seen to excel, 
in that rarefied international context’, 
says Wendy Walker.18 

For 40 years JamFactory has been 
presenting outstanding exhibitions 
and public programs, along with 
nurturing the careers of artists, 
craftspeople and designers, both 
nationally and internationally, with 
gusto. Why has the Jam survived 
so well? Recurrent funding from the 
South Australian government over 
this period has been crucial, of course, 
combined with JamFactory’s 
adherence to its original mission but 
with an ability to also be flexible in 
thinking and programming. The four 
main areas of its business—training, 
exhibiting, retailing and wholesaling—
have been developed and fine tuned 
in accordance with Don Dunstan’s 
original vision that training should be 
offered in tandem with production. 
With closures in specialist courses in 
art schools around Australia, I suspect 
that high quality training in areas to 
which JamFactory is committed 
has become increasingly important. 
Over the last four decades 
JamFactory has maintained a focus 
on training, production and promotion, 
closely linked to a growing emphasis 
on the role of design in crafts practice. 
As well-known artist and lecturer Kay 
Lawrence said, ‘Dunstan realised [that] 
professional education is a crucial 
aspect of building quality in craft 
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and design practices, not just in 
technical skill but in design and 
conceptual depth’.19 
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