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editor’s letter
The cover of this edition features an
abstract work by the late Michael Glancy
that seems especially apt for our moment,
though it was made in 2014. Shimmer is
festooned with crisply rendered plus signs,
a bold pattern that wraps the blown vessel
in a type of metallic armor, but shot
through with irregular patches where the
pattern is not there, leaving translucent
visual puddles that disturb the precision of
the surface. Through these apertures one
can make out the underside of the pattern
on the opposite side, giving the work
corporeal form, hinting at a complex
interior dimension that can only be
glimpsed but never fully known. Like the
best art, it is multilayered and offers a
sense of vulnerability and complexity that
gains special power in the current climate.
The repeated plus sign comes with many
immediate associations, be it a positive
Covid-19 test or a checkmark noting a
preference for a certain candidate for
public office in our fraught political times.
As tribute to this important artist, who

hourglass

BY ANDREW PAGE

Beth Lipman, who is enjoying not
only a midcareer retrospective at the
Museum of Arts and Design but also a
contemporaneous Chelsea gallery
exhibition at Nohra Haime, is the subject
of a feature by Glass contributing editor
John Drury, who tracks the recurring
themes of mortality and impermanence
at the MAD show.
And finally, we present our fully
updated and comprehensive guide to
glass educational programs and suppliers
to the field. The exhaustive listings, the
product of months of research, are
introduced by an article assessing the
educational world’s efforts to adapt to
the challenges of the Covid-19 pandemic.
By looking at the improvised solutions to
the abrupt lockdown in the spring of 2020,
and how the fall semester offered a chance
to hone new technologies and methods
over the summer months, the article
investigates the ways glass pedagogy is
being reconsidered and the multiple
implications for the future.

died in August, we present a meditative
feature article by Glass regular contributor
Alexander Castro, who visited the artist
and studied his work, not realizing he
would ultimately be writing a piece that
memorialized the 70-year-old innovator
and alchemist, who passed away on August
29 from complications of lung cancer.
Our European contributor Emma Park
looks at the spark that traveled between
Murano and America, the subject of a
major exhibition at Le Stanze del Vetro
in Venice, Italy. “Studio Glass in Venice”
explores the cultural encounter between
pioneering American glass artists seeking
to peek behind the closed doors of the
centuries-old glasshouses to understand
their closely guarded technical secrets,
and those that allowed them access. The
fact that the exhibit is taking place in
Venice is a significant advance and, in
showing Italian and American work side
by side, an acknowledgement of the
importance of that exchange for both
sides of the equation.

In a 2016 photo, Greg Owen
reads the music biography
Kraftwerk: Publikation while
listening to records at home.
PHOTO: BEN LERMAN
COURTESY: VETRI GALLERY, SEATTLE
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Visit pages 44 through 55 to see the directory – this issue only! –
and online at urbanglass.org/glass/resources.

Glass offers special advertising opportunities to stand out from
the crowd with an expanded directory listing in a single issue, or
a discounted annual listing in 4 consecutive issues. Your program
or products can be highlighted in the print directory and as a
featured listing, with priority placement, in the online directory.
To learn more about expanded directory listings, contact us at
(718) 625-3685 x222 or info@glassquarterly.com.
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On a misty autumn morning in 2016, I interviewed Greg Owen at his home in Tacoma,
Washington, about his new “Masks” series. I worked at Vetri Gallery in Seattle and was getting
background on this new sculptural direction.
Greg explained how the masks began percolating around 2013, during a trip to Denmark,
where he’d gone to help his friend set up a glassblowing program at Jyderup Højskole. Inspired
by the historical Viking sites in the surrounding countryside, he began hot-sculpting glass
faces in a similar style. The first mask was so small, it could fit in the palm of your hand. Later,
during a residency at the Museum of Glass, he sculpted large expressive faces with a team of
his friends, letting the masks take on their own shape.
“It’s more spiritual, in the moment. The no-mistakes, no-erasers mentality is a very freeing
process. It allows [the masks] to be what they are,” he explained. “I kind of roll out the glass,
and then whatever the profile is, I go from there. It started as all guys with beards because it
started as Vikings. Then I flipped it upside down, and I got these great beehive hairdos. It was
incredibly liberating to do this and have people say, ‘Oh, I get it.’”
Infused with a sense of kindness and warmth, some masks stand tall as stately observers,
others seem to gaze with eyes widened with curiosity. They connected immediately with
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innovative approach at conferences around
the country.
Greg’s fascination with the Pacific
Northwest glass artist community could be
traced back to his high school days in Seattle.
“One of my best friends in high school was
Melissa Weiss, and her dad was Dick Weiss,
the famous glass artist. Hanging out with her
at their house, I thought, ‘Wow, there is
really a cool world out here that’s way
different than at my family’s house.’ Dick
always had people coming and going. Paul
Marioni would be there. Walt Lieberman
would be there. Sonja Blomdahl would be
there. They were always having fun, and it
seemed like life was a celebration. It was
very appealing to me.”
One could consider Greg’s philosophical
leanings, international experiences (born in
Daylight illuminates sculptures from Greg Owen’s “Masks” and “Formeyeaero” series in this 2016 studio shot.
PHOTO: BEN LERMAN
Hong Kong in 1967, with extensive work and
COURTESY: VETRI GALLERY, SEATTLE
travel abroad), and nearly 20 years of yoga
practice as major influences in his work.
Though drawn from far-flung inspirations, his masks exude a
collectors. I could pop one in the gallery window, and it would sell
feeling of inclusivity and wide experience. In our interview, Greg
by the next day. Soon we were shipping Greg’s masks to private
spoke in depth about his belief that art can break through cultural
and corporate collections in Paris, Dubai, Christchurch, and
and economic barriers—the reason he created work that is a
across North America. Three sail together aboard a yacht in the
melting pot of facial features and motifs.
Mediterranean. But what was the story behind the masks?
“There’s a ritualistic quality to it. My hope is that they are very
I opened my notebook as Greg settled into our visit. He puttered
empowering for people of all cultures. People have the idea that
with the record player, flipped on a neon sign that spelled “Killer
they [the masks] are derived from a culture, and it may not be a
High Life,” and finally took a seat opposite me, surrounded by
modern culture, or a culture that even exists anymore, or even a
sculptures and objects clustered throughout his living room, each
specific race or time. I’m hoping they allow people to see the worth
sparking an anecdote about the artist friend who made it, the
of humanity.”
collaboration it represented, or a poignant memory. Perched on
And then there was his voice. “A voice for radio,” as Museum of
windowsills, tucked in bookshelves, and covering his fridge door,
Glass hot shop manager Ben Cobb puts it. “He was a good, strong,
ephemera from his lifetime of travels were displayed. Choosing
always to lift up others in our conversation, it took some time for
Greg to settle in and talk about his own background.
Prior to the “Masks,” Greg had shown his “Formeyeaero” and
“Onaforma” series in successful shows at Vetri Gallery, Traver
Gallery, and other venues. He studied philosophy and art history
at Pomona College and New York University before graduating
from California College of the Arts (then CCAC) with a BFA. A
significant contributor and connector within the international
glass community, he has used his talents to elevate the programs
at Pilchuck Glass School, Hilltop Artists, and the Museum of
Glass (MOG).
Beyond his own art, Greg has made an impact on sharing glass
with a wider audience. At MOG, he was an educator and emcee
beginning in 2011. He’d go on to build the Hotshop Heroes:
Healing with Fire program, an art-as-therapy initiative for
individuals with trauma and injuries from their military service.
The artist’s open sketchbook next to works in progress on his studio desk in 2016.
Collaborating with Patricia Davidson, Greg was the dedicated
PHOTO: BEN LERMAN
and compassionate program manager, speaking about their
COURTESY: VETRI GALLERY, SEATTLE
8
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Greg Owen holds the first glass mask he created, which he hot-sculpted during his
stay in Denmark in 2013. He made this work on a small scale while alone in the hot
shop: “I could work it like a one-man band,” he said.
PHOTO: ASHLEY SMITH AND BEN LEMAN
COURTESY: VETRI GALLERY, SEATTLE

articulate, well-worded person. He was engaging, able to capture
everyone’s attention, able to answer the same questions over and
over again without tiring. In the morning before we open to the
public, the glassblowers might be out there, starting something up
in the hot shop. And you’d catch Greg having a moment, having a
breath, composing himself before he walked out on that floor.”
A gifted communicator, Greg launched his Instagram account,
@gmanonfire, in 2014, where he blew up on social media. With a
loose mission to educate the public about glass, he swiftly
cultivated 350,000 followers on Instagram and 75,000 subscribers
on his YouTube channel. His content regularly racked up millions
of views, picked up from outlets through Insider and Buzzfeed.
He talked about his success with characteristic humility in our
2016 interview.
“With the whole Instagram thing, people really respond to my
posts. People love to see it, and it’s so cool. How many of our artists
have work, and it just sits on a shelf and nobody sees it? If the door
is shut, I don’t even see it. Now I put something up, and within a
day it’s on 100 people’s pages. A lot of them don’t know anything
about glass. A lot of them don’t even know what this stuff is. It’s
just—people love it. I’m not Insta-famous … because nobody
actually sees me. I don’t post pictures of myself. I’m shooting all
my friends’ work, which is my job—to promote glass and promote
the people.”
But, as Ben Cobb points out, Greg’s ability to communicate and
connect was unique. “There is no one out there who was able to do
the things Greg did, the ability to share what was happening. And
he was able to do that for the glass community as a whole. His eye
for it—to capture the essence of what was going on in the shop and
distill it down to ten-second, 60-second videos. He did it because it
was interesting to him, and he made simple things into interesting
content. His videos became an educational tool.”

PILCHUCK GLASS SCHOOL
CELEBRATING 50 YEARS!

SUMMER AND FALL PROGRAMS
APPLY BY FEBRUARY 1, 2021 FOR
SCHOLARSHIPS AND FINANCIAL AID
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In an undated photo, Greg Owen shares a blown glass bubble for local schoolchildren
to touch during a Museum of Glass educational outreach program.
COURTESY: MUSEUM OF GLASS, TACOMA, WASHINGTON

Toward the end of the interview about the “Masks” series, I had
asked Greg what’s next for him in his life and his practice as an
artist. He looked hopefully toward the future.
“I turn 50 in a few months. That’s kind of a big milestone in
people’s lives. I’m very optimistic because I feel like my best years
are ahead of me. I look at people like Dick Weiss and Paul Marioni,
and certainly Lino, who are vibrant and productive. What could be
more inspiring than someone like that, like David Bowie or Lou
Reed? Keith Richards and stuff. I’m not a wild man, but I do feel
like I’m just kind of coming into my own. Especially with this
work [the masks]. I see these more as a crowd waiting at a bus stop.
I see them as large groups. With my work, I’m so fortunate I have
friends who are so supportive. In general, I’m very optimistic. I
long to get back to the contemplative, spiritual life. Part of it is just
letting go. I feel energized with that.”
In January 2019, Greg was diagnosed
with gliosarcoma, a rare form of brain
cancer. As this news spread through the
glass community, Josie Gluck and
Michael Schunke (of Vetro Vero Studio,
Pennsylvania) launched a GoFundMe,
raising nearly $100,000 from donors
around the world for Greg’s medical
bills and future care. In March 2019,
Ben Cobb spearheaded Gather for
Gman, a benefit at the Museum of Glass
that drew hundreds of people, some
flying across the country to attend.
Donated artwork by the likes of Lino
Tagliapietra, Preston Singletary, and
Nancy Callan were auctioned off, as
were the works artists created in live
glassblowing on the hot-shop floor.
Attendees toasted Greg with donated
hand-blown cups.
10
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“In the maker community, there’s a certain grounding that
artists and makers have that they really feel interconnected
within the community, and they are going to—we are going to offer
support in any way we can. But on the other hand, everyone who
showed up—that’s just a testament to who Greg is,” says Ben Cobb,
organizer of the Gather for Gman benefit.
Many people retreat after a cancer diagnosis, but with his
sickness, Greg’s voice was amplified. He bravely stepped out from
behind the camera and articulated his thoughts and feelings as he
traversed various avenues of treatments and endured the worst
kinds of pain. His thoughtful videos and posts online reached far
beyond his family or his glass community, providing an unfiltered
account of his experience. This wasn’t a “battle” or a “fight,” with
positivity messages pulled from a bumper sticker. Greg handled
his illness in his own modest way—with honesty and quiet dignity.
Greg passed away in October 2020, surrounded by family. As his
friend and a big fan of all that he stood for, I felt compelled to write
all this down to remember the impact he and his art had on my life
and my family, and the families of many others. This is to remind
us of the warmth of spending time with Greg, of listening to his
voice, of being with him in the hot shop and just basking in his
unique presence. He was always engaged. If he was talking to
you, he was listening, fully present. He cemented my beliefs in
the good in humanity, the importance of friendship, and the value
of making art.
As Greg often would say, “Good to talk to you, my friend.”
—ASHLEY SMITH

About this grouping of works in the “Masks” series displayed in his studio,
Owen said: “My hope is that they are empowering for people of all cultures …
and allow people to see the worth of humanity.”
PHOTO: BEN LERMAN
COURTESY: VETRI GALLERY, SEATTLE

MUSEUMS

Charlotte Potter Kasic named interim director of the Barry Art Museum
as founding director Jutta-Annette Page nears retirement
Charlotte Potter Kasic, who
returned to Norfolk, Virginia,
in January 2020 to become
the manager of museum
education and engagement at
the Barry Art Museum at Old
Dominion University, has
been named as the museum’s
interim director after the
institution’s founding director,
Jutta-Annette Page, retired
in October 2020. In her prior
role, Kasic is credited
Charlotte Potter Kasic
with the museum’s fluid
transition to virtual exhibitions
and activities as the pandemic hit, and the institution is now open
with limited hours.
“Charlotte harnessed her existing contacts in the Tidewater
region with remarkable energy and follow-through,” said outgoing
director Page in a prepared statement. “In a short amount of time,
she reconnected and created new contacts, especially in the ODU
learning community, with creative ideas and clear educational
goals for BAM collaborative programming.”
Until 2017, Kasic had established herself in the region as
the programming director at the Chrysler Museum Glass
Studio, which culminated in her serving as co-chair of the 2017
Glass Art Society conference in Norfolk, Virginia. She spent
the following years in Vermont, where, in addition to raising a
family, she served as executive director at Yestermorrow
Design/Build School.
In an email exchange with Glass, Kasic talked about her goal
of developing new programs that connect various communities.
“This diverse community is home to a rising enclave of art
enthusiasts and devoted makers,” she said. “Our affiliation with
ODU is a fabulous resource, with exciting interdisciplinary
opportunities. The education and engagement role has been
focused on developing new programs that engage, catalyze, and
foster relevant conversations connecting disparate contingencies.
Moving forward as the interim director, I am building on these
initiatives and hope that the glass community will take advantage
of our free fall virtual programming. I am truly looking forward to
working with the remarkable team that Dr. Jutta-Annette Page
has assembled. The Barry Art Museum is well positioned thanks
to Dr. Page’s leadership, and I am honored to have the opportunity
to contribute to the next stage of its evolution.”
Richard Barry, the patron for whom the museum is named and
its board president, said: “The Barry Art Museum is fortunate to
have Charlotte Potter Kasic ready to step in as interim director.

We value her local knowledge and art management experience.
She will continue the museum on its course of service to the
university community and the region. Charlotte is very adept
at creating programs that engage the public.”
Kasic holds a BFA from Alfred University and an MFA from
RISD. The Barry Art Museum is part of Old Dominion University,
which is based in Norfolk, Virginia, and has an enrollment of over
24,000 students.
—ANDREW PAGE
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Behind the scenes of the 2020 Live
Auction broadcast of “Pilchuck: Through
the Kaleidoscope,” with auctioneer
Fred Northup Jr. and executive director
Christopher R. Taylor.
© PILCHUCK GLASS SCHOOL

GALA

Pilchuck’s $1.1 million virtual gala is a bright spot in a pandemic-ravaged economy
As the pandemic stretches on, much of the economic news
from the glass-art world is more about survival than success. But
the impressive auction results from Pilchuck’s first-ever virtual
annual gala, themed “Through the Kaleidoscope” and held online
on October 17, were something to celebrate. The results were all
the more notable because the staff at Pilchuck, which canceled its
2020 in-person programming in June, had braced themselves for
sharply lower gala income for 2020 compared to the pre-pandemic
2019 gala’s $1.2 million. And instead of the usual 150 to 200
auction items, they pared this year’s offerings down to 96.
Yet even with lowered expectations, deputy director Donna
Davies and her colleagues challenged themselves to put on the
most effective event possible. Researching every online gala,
auction, and fundraising event they could in preparation for their
own, they discovered a few key elements led to successful results.
“The takeaway was you’ve only got 60 minutes of captive
attention for the viewer,” explained Davies in a telephone
conversation with Glass. “Watching with my team, after the event
concluded, we asked ourselves, Did you feel more connected to
that organization, or did you come away from it wondering
whether you just wasted 60 minutes of your life?”
Davies and her team then set about ways to foster that feeling of
connection to Pilchuck. Observing regulations that limited indoor
capacity, the staff were able to set up an in-person viewing
12
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opportunity for potential bidders to see the auction items as they
were set up at Seattle’s Fremont Studios, a former television
production facility that had been the venue for Pilchuck’s
pre-pandemic gala events, and turned out to be the ultimate venue
for a hybrid version. Over two days, more than 160 visitors were
able to inspect the works on display, bid on silent auction items,
and greet Pilchuck personnel at a safe distance.

Patrons viewing artwork
by James Devereux and
Rik Allen during the 2020
Pilchuck Auction & Gala
Art Walkthrough on
October 17, 2020.
© PILCHUCK GLASS SCHOOL

“We never had more than
25 people in the venue at
one time, and there were
directional signs in terms of
where visitors could walk,”
said Davies. “We were able
to keep people safely
distanced without much
problem because of the
more than 5,000 square feet
of the venue we were in.”
Holding the event in a
former television studio
had many advantages,
Auction co-chairs Barbara Wortley (left)
including good lighting for
and Nancy MacPherson (right) next to
the auction items and high
Jomon Nightmare by Ayako Tani at the Art
production values for the
Walkthrough event for the 42nd Annual
Pilchuck Auction & Gala.
online auction itself,
© PILCHUCK GLASS SCHOOL
which was hosted, as
before, by auctioneer Fred
Northup Jr. The event itself had a steady and tightly scripted flow
that never lagged. Pre-recorded segments—from collaborating
artists sharing a split screen to talk about what Pilchuck meant
to them to teams of personnel hamming it up in a short segment—
the event stressed the sense of community and the special place
that Pilchuck represents to many in the glass field.
The event also featured little of the “dead air” or technical glitches
that are so often features of Zoom events. The Pilchuck team was
determined to avoid both, and a toll-free technical support number
was prominently displayed at the bottom of the screen for the
duration of the online event to help potential bidders square
away any technical issues that might prevent them from bidding.
“It was road testing and being at a former television studio;
they [Fremont] had the capabilities we needed,” explained
Davies. “We really drilled into what the key contingencies were,
and we needed to know what the backup plans were for every
situation. For example, we’re in the Pacific Northwest, and
there’s a 50/50 chance we’re going to have a beautiful day or a
torrential downpour. We got it down to a very granular level of
detail with the studio: what to do if there’s a power outage, if our
Internet connection goes down, another problem. We planned
our options for each scenario.”
Davies hopes that the success of the auction, which grossed
$1.1 million, provides an affirmation to everyone in the glass world.
“We’re completely grateful, overjoyed,” said Davies. “We went
into this hoping to hit our adjusted goals. To come away with these
kind of numbers is really just amazing, and we are so grateful.”
“The takeaway for us is that we’re in a tight-knit community,”
added Davies. “At the end of the day, our success fosters more
success. We noticed that, early on, when the virtual world was
beginning, if someone had a successful event, people wanted to
share what worked for them, and we are doing the same.”
—ANDREW PAGE

BOOK REPORT

Major art book publisher delivers 256-page
monograph of Karen LaMonte’s work
The first published monograph of the work of Karen
LaMonte, a 256-page volume published by Rizzoli, presents
LaMonte’s hauntingly beautiful work in over 250 images.
This lavish coffee-table book features essays by Arthur Danto,
Brett Littman, Laura Addison, Tina Oldknow, Steven Nash, and
Lucy R. Lippard, leading critical voices that place the work in
a larger contemporary-art context.
Lucy Lippard, an American writer, art critic, activist, and
curator, explores the female narrative in contemporary art in her
essay. Museum director Steven Nash and Brett Littman, the
director of the Isamu Noguchi Foundation and Garden Museum
in Long Island City, provide a broader insight into LaMonte’s
extraordinary career. Arthur Danto, who taught at Columbia
University and wrote for Artforum, delivered an internationally
known critic’s perspective. Curators Laura Addison (Museum of
International Folk Art in Santa Fe) and Tina Oldknow (formerly
with Corning and now an independent curator) bring additional
approaches to the analysis of LaMonte’s contemporary sculptures.
After graduating from RISD in 1990, LaMonte moved to New
York City and used a Fulbright scholarship to work in Czech
glass-casting workshops. She eventually settled down in her own
studio. In 2007 she moved to Kyoto, Japan, to study the textile
arts, kimonos, and their historical roots, which are a common
theme in her works. She has been awarded many artist residencies,
including from The Corning Museum of Glass in 2018, the
Japan-United States Friendship Commission, and the Creative
Artists Exchange Fellowship program.
In an interview by Chelsea Liu in the Winter 2018-19 edition of
Glass (#153), the artist discussed her exhibition “Embodied
Beauty” at the Hunter Museum of American Art in Chattanooga,
Tennessee. The exhibition combined two of her series, “Nocturnes”
and “Floating World,” which show her ongoing fascination with
translucent forms in
glass, capturing
impermanence in the
cast female form, and
fascination with the
traditional clothing of
ancient Greece, Rome,
and Japan. As LaMonte
explained then, she sets
out “to anthropomorphize the infinite.”
For more information
or to purchase the book:
www.rizzolibookstore.
com/karen-lamonte.
—GABRIELLA SANDERSON
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Echo (B side), 2020. Deeply
engraved blown glass, dual-sided
Brazilian plate glass, patinaed
copper, plexiglass support.
H 11, W 17 1/2, D 17 1/2 in.

Not-So-Simple
Perfection
Through an elaborate cutting and electroforming
process, Michael Glancy (1950-2020) birthed objects
of exquisite complexity by resolving the opposite processes
of removal and accretion to create enduring works.
BY ALEXANDER CASTRO

The question sounded a little facetious when Glancy acted it
out during an interview a few months before his passing. But then
he adopted the solemn tone of the curator’s response: “Oh no,
Michael. You get a whole new card.”

Thursday morning, January 23

9:37 a.m. The Uber is outside my house.
A few minutes later: “I’m really sorry, but could you turn around?”
I forgot to bring the questions …
10:03 a.m. Now equipped with the questions I spent all last
night writing, I’m getting out in front of Glancy’s home in
Rehoboth, Massachusetts. I ring the doorbell a few times. No
response. I decide to try the studio out back first.
“My assistant, Myles Baer, has been with me over 20 years. He
works Tuesdays and Thursdays. You should meet him,” Glancy
had written in an earlier email.
A third-generation mason whose grandfather made cabochons,
Baer has carved, cut, polished, engraved, and sandblasted Glancy’s
glass for over 20 years. A friend of Glancy’s son, he started
working for the artist at the age of 16.
“He is central to my practice,” Glancy attests. “Myles works for
me; I work for Myles.”
Baer is working solo at the moment I walk into the studio. Oops.
The gentle Baer points me back to the house, where I find Glancy
on the back deck. He’s chipper for so early in the morning and
looks pretty much the same as he does in pictures, maybe a touch
older. His dark hair is still fluffy.

IN THE STUDIO (CLOCKWISE FROM TOP LEFT)

At work in 1971; at RISD in 1976; working at Pilchuck
alongside Dante Marioni in 1979; studying the vessel
form in Paris in 1983.
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Michael Glancy is telling a story. When his debut exhibition at
New York’s Heller Gallery led to an acquisition by the Metropolitan
Museum of Art, mother and son went to see the installed work
together. It was a modest piece, eight inches at its widest, but it
was his. And what proud mom wouldn’t want to see her son’s work
on view at the Met?
But finding the five-inch-tall vase wasn’t easy in the labyrinthine
galleries, and he and his mother spent 45 minutes wandering in
search of it. When they finally found the sculpture on display,
Glancy’s mom stood beside it as her son took a picture.
“No flash!” boomed a guard, making a beeline for them.
“My son made this piece!” his mother protested. (Glancy quotes
his mother’s defiant reply with a cartoonish voice.)
But the guard reiterated: “No flash, ma’am!”
The commotion drew the attention of a much more amiable
curator, who began chatting up the Glancys. The young artist was
curious about the wall text that accompanied his artwork.
“You have my name there, my birthdate, 1950, and then just a
dash. What happens when I die? Do you come in and just put the
death date there?”

Pie-R-Square, 1980. Glass, silver, copper. H (vase) 4 3/4 in. H (base) 1, W 8, D 8 in.
COLLECTION: METROPOLITAN MUSEUM OF ART, NEW YORK
GIFT: DOUGLAS AND MICHAEL HELLER

CLOCKWISE FROM LEFT The Rehoboth, Massachusetts, studio in 1980; the studio

in 1990; an interior view of the studio environment.

Snow crunching underfoot, we set out again across the
backyard and pause outside the studio. “I don’t kill anything older
than me,” Glancy explains. He’ll cut down a tree younger than him,
but felling an older tree seems to him to represent some kind of
senicide. Likewise, his home and studio are both old structures
he’s decided to repair and upgrade rather than demolish.
A hefty pile of firewood adjacent to the studio provides a scene
for another exposé. Like so many objects in Glancy’s world, there
is a charming narrative attached.
“We’re very proud of our woodpile,” Glancy explains. The wood
comes from a local feed and supply store, now managed by its
previous owner’s son. Glancy acknowledges the passing of the
guard before noting that the wood is better than ever—hence the
pride in this stash.
It’s cold outside, even though we’d started emailing about this
story back in July. The interview had been repeatedly delayed—both
Glancy and I were perhaps overconfident re-schedulers of plans.
But after the semester and holidays had passed, Glancy seemed
more receptive. “Looking forward to putting a face and a voice to
all the messages,” he’d texted me.
Now I’m in his studio, surrounded by a lively patina of organized clutter. There’s art everywhere, even along the staircase
GLASS QUARTERLY NO. 161
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“Strangely enough, I keep everything,” he says, pulling a
sculpture out of a closet.
We’re soon chatting about galleries. Glancy seems more relaxed
than anything when he says he’s not showing work anymore.
He’ll still work with a few clients. Glancy’s among those former
fledglings of Dale Chihuly with not only a solid fan base but a
well-off one. He says he was lucky to come to prominence when he
did. The commercial height of glass art was reached in the 1980s
and 90s, when prices sparkled in the run-up to the turn of the
millennium, which rivaled the Gilded Age in terms of excess.
At the time, Glancy didn’t have any exhibitions scheduled,
and wasn’t planning on any in the future. A lot of his flashy
New York shows were, Glancy suggests, for his adoring mother
and family to enjoy.
Glancy adores Marinot’s “simple perfection,” and, sensing some
similar delight in his own work, adds: “I like my work so much I’ve
made it really expensive … I can only sell it once.”
Today his studio shows no signs of slowing down, humming
along on its usual Thursday rhythm.
“I’m on the cusp of retirement; I’m not retired,” Glancy
reiterates later. “You may publish the fact that I’m not committing
to gallery exhibitions. But that does not mean I’m not working. We
continue to work.”
Today he and Baer will take a breather. After the interview
we get lunch at a diner down the street. The waiter brings lunch
menus, and Glancy steers the conversation toward his upcoming
birthday. Eventually, he begins telling a story and asks Baer if he’s
heard it before. Glancy’s good-natured collaborator says yes.
Glancy’s longtime colleague, Myles Baer, engraving in the Rehoboth studio.

leading to a cozy loft space. Baer works downstairs in a space
decorated with rows of jewel case CDs. Music is playing.
Upstairs is Glancy’s workspace, full of sketches, ideas on paper,
and the tools for fine detail work. A wall is covered in an artist’s
assortment of favorite things: Hieronymous Bosch; a box of
Chinese cigarettes; a pocket watch with Mao’s face; the album art
for Spoon’s Ga Ga Ga Ga Ga, with sculptor Lee Bontecou as the
badass cover girl.
Glancy pulls out the catalogue raisonné on Maurice Marinot,
the French painter turned glassmaker who is his biggest influence, besides ancient techniques from pre-Vesuvius Pompeii. The
Marinot catalogue holds two points of interest: Glancy’s name in
the citations and an image of Glancy’s favorite Marinot work—a
small clear vase, its curved body unfurling in strips like an orange
rind or apple peel.
The book is extra valuable given the scarcity of Marinots in
existence. Glancy notes that much of Marinot’s art was lost during
the Allied bombing of France. Things are quite opposite in
Glancy’s studio.
18
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Drinking beer and drawing shapes

The lunch was a fitting epilogue to an interview Glancy had
seemed reluctant to agree to at first. That can be understandable
for an artist whose story has been written and rewritten about for
decades. Glancy’s origin stories are extensive, as his sculptures
have many specialized parts and processes: engraving, molding,
sandblasting, and carving are just a few of the tactics used.

A shot of the RISD studio.

His signature composition is just like that first piece he had in
the Met: a modified blown glass form attached to a baseboard.
Other pieces are stand-alone vessels. Many are covered in metal
applied by electroforming—perhaps Glancy’s signature technique,
and an obscure one at that.
Electroforming uses electrodeposition to coat something in a
layer of metal, usually copper. Glancy has taught a class on it at
Rhode Island School of Design, his alma mater, for nearly 40 years.
It was also at RISD, as one common Glancy story goes, that he
initially found the magic of electroforming, literally in a closet. One
day after a metalworking class, Glancy saw a friend tidying up said
closet for her work-study duties. Peering closer, he saw a chemical
bath and some metal oxides. He wondered what it was all about.
It turned out to be, as Glancy discovered, “intense work, and I
[began] taking it very seriously.” A more empirically demanding
method than most, Glancy said electroforming didn’t appeal to
many art students in his day. The class he taught at RISD on the
technique for decades was always a small one.
But for someone wedded to tradition and anchoring himself in
ancient things, it was a perfect match. Technique could bring him
closer to the workshops of Pompeii before Vesuvius erupted in
79 A.D., where, Glancy argues, they made a “perfect” vase.
“Making will lead to knowing,” he said. “This is why I make the
‘Pompeii cut,’ ’cause I want to know what it was like in that studio,
before Vesuvius.”
Or take Sweden, where Glancy went every few years to work
with Jan-Erik Ritzman, a master glassblower in the impossibly
tiny town of Transjö (“population 25,” according to Glancy).
“I sit there with a notebook, drinking beer, drawing shapes,”
Glancy said. He left the glassblowing to Ritzman, whose thick,
heavy-walled, Swedish-style vessels were perfect for Glancy to
terraform as he pleased.
For Glancy, the historical is the sacred. This sacredness is not
about spirituality, Glancy emphasized in another interview.1 It’s
more about linking yourself, with a certain solemnity, into a
tradition that’s much older than you. The continued existence of
old objects, old trees, or old buildings nurtures and generates
something of an anchor against the passage of time.
So Glancy spends a lot of time in his studio. It’s not far from
RISD, the place that transformed him so dramatically. Rehoboth,
a “right to farm” community in southeastern Massachusetts, is
about 20 minutes from Providence. It’s a necessary space, and
Baer is necessary support.
“Without Myles, I’d be screwed,” Glancy said in his studio’s loft.
He shouted down to Baer. “Did ya hear that?”
“That sounds like a quote,” came the reply.
The partnership added consistency and reliability to a process
that, admittedly, went a little over my head at times. What could
be more easily grasped was the iterative aspect of Glancy’s work.
Call it something else if you want, just don’t call it repetitive.
“Some would say we’re doing the same thing over and over.
I don’t agree,” Glancy said.

A 2016 studio shot of the artist.

What one historian wrote about Qing Dynasty-era painters in
China suffices for Glancy and Baer as well:
They produce large, almost limitless quantities of works …
But they also imbue every single work with its own unique
and inimitable shape, as nature does in its prodigious
invention of forms. A lifetime devoted to training his
aesthetic sensibilities enables the artist to approximate
the power of nature.2
On Glancy’s process, curator Tina Oldknow wrote: “Beginning
with cell-like patterns and arcane notations jotted on paper,
Michael’s objects slowly acquire form and texture, shaped and
revealed by cutting, sandblasting, and the application of copper.
New forms are then made from existing forms, and the evolution
continues.” The artist felt strongly enough about the accuracy and
poetry of Oldknow’s descriptive interpretation that he posted it
prominently on his website.
Glancy considered the studio his “sanctum sanctorum.”
Similarly, the best way to get at Glancy’s objects purely is to set
them apart, in a special space. The ancient Greeks called this the
adyton—the innermost part of a temple, basically closed off from
the outside world, where the god’s image could be found.
To get inside Glancy’s works requires respecting their
singularity. Having spent more time with Glancy than his
sculptures, it’s hard for me to say much about specific pieces.
Whatever era, trend, or just plain whim his sculptures embody,
there is always a seriousness to them. It’s not an emotional
seriousness but more like the seriousness of hard rock. Elements,
after all, have no capacity for irony.

My favorite Glancy

The day I spent with Glancy unfurled in a way similar to his
favorite Marinot, with its distinctive curve. Caught up in conversation,
I took only one picture that day. Like Glancy’s picture of his mother
at the Met, it depicts a fleeting moment. Well, it depicts the fleeting
reflected in the lastingness of steel. The round sculpture, riddled
with holes, was from Glancy’s “Universe” series.3 True to its title,
its mirrored surface briefly held a galaxy in place. My old phone
case stares back at me. I look for Glancy in the reflection, and think
GLASS QUARTERLY NO. 161
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Elliptical Witness, 2017.
Pâte de verre cast-glass object,
dual-sided Brazilian plate glass,
deeply engraved “Zig-Zag cut,”
patinaed copper and silver.
H 13, W 18 1/4, D 18 1/4.
COURTESY: HELLER GALLERY

I see him, but it’s actually my coat hanging over a chair. Zooming in
on the JPEG, I notice a man-shaped blur. It’s Glancy with his back
turned, a body at rest in a ruthless, liquid universe.

Epilogue

Michael Glancy was 70 years old when he died of lung cancer. It
happened on August 29, 2020, at his summer home in Harwich Port,
the same town where he and Robin Stengel got married in 1977.
So Michael Glancy will never read this article. It’s weird when
an artist can’t read what you wrote about them. Criticism often
attempts coolness, but it’s too linked to specific times and people
for it to be totally impersonal.
My wound is salted further by an email Glancy sent me on
January 27, 2020, the last one I received from him.
“I just wanted to say thank you for allowing me to tell my story (in
spite of probably talking your ear off ). You are a very good listener!”
A good listener, maybe, but not a good responder: I filed the
email under “RESPOND,” and never replied. Soon, the pandemic
came, and fate conspired against this article one last time.
I’ve written about artists who have died. Some have died after
I’ve written about them. But an artist never died in between the
interview and the article. Ignorant of Glancy’s illness, and
assuming his relentless work ethic would power him for years to
come, I assumed the article—and Glancy himself—would be there
whenever things returned “to normal.”
20
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The artist at work.

Constellation Universe, 2018.
Mirror-polished solid cast
stainless steel, mirrorpolished, machine-turned
solid stainless-steel core insert.
H 11 3/4, W 10 1/2, D 10 1/2 in.

That didn’t work out, so rather than speculate on the unsaid,
I go back to that last email from Glancy:
I wanted to remind you to look up the Making and
Knowing Project … I encountered this project through
RISD’s Glass Department’s participation in the “making”
(attempted) of ruby glass from a formula found in an
alchemistic text from France written in 1556 … This
project … reaffirms my fascination in my own work with
the “Pompeii cut” engraving [and Maurice Marinot] …
This project is like a time machine to a era before the
organization of the physical world into chemistry, biology,
physics, and the creation of empirical science.4
The alchemistic text warranted Glancy’s enthusiasm, and
I wish I could tell him that. The book’s contents are hard to
describe, but imagine a 16th-century wikiHow. There are recipes
for counterfeiting coral and making hourglass sand. There’s a

honey-based injectable to fight gonorrhea as well as details for
numerous kinds of varnish. Tips on how to make a grenade or a
steel mirror. Instructions on how to write letters in gold, erase old
letters, or combat vertigo with a peony tied around your neck. Feel
a cold coming on? The book suggests the English option of mulled
wine as a tonic.
It’s not unlike a remedy Glancy suggested to me one morning
last December, when I woke up feeling sick and gross. Glancy and
I had scheduled an interview, so I texted him to cancel.
“I recommend lots of high-quality bourbon with serious rest—
the bourbon will help …”
That night I followed his advice, bought a handle, and downed a
few shots before watching Forensic Files. It worked.
“The bourbon always works!”
Glancy’s wonder and awe at the alchemistic text can be
transposed to something as ordinary a bottle of bourbon. It is

Dichroic Star (B side), 2019.
Blown glass (Jan-Erik
Ritzman, Transjö, Sweden),
dual-sided plate glass with
an engraved lens, patinaed
copper and silver. H 10,
W 18 1/2, D 18 1/2 in.

Cherry Bomb Smoke, 2018.
Blown glass (Jan-Erik
Ritzman, Transjö, Sweden),
copper with a cloisonné
cut and polished surface.
H 7 1/2, W 7 1/2, D 7 1/2 in.

fascinating that corn, fermented and aged in a barrel, can make
you feel good when liquified. Just how did all the rich complexity
of the world come to exist? How many iterations and exchanges of
human knowledge and technique took place between France’s
medieval coral forgers and the diamond lathe Baer wielded in
Glancy’s studio?
Action is what links the past and future, though the signal they
share is not one of great fidelity. The RISD Making and Knowing
course encountered utter failure when they tried replicating one
of the book’s experiments.

“It didn’t matter that it didn’t work. It was the process that was
important,” Glancy said.
The moment before creation evokes infinite possibility. Some
artists find their raw materials terrifying. But what could be more
tensionless, and therefore comfortable, than nullity? The
unshaped void is an artist’s best friend.
“Good luck creating your story,” Glancy signed off in his last email.
Tracing a constellation through his life and work has been a
large task. Eulogy is a nervous practice, and words can really go
anywhere. I bittersweetly appreciated Glancy’s last few words to
me, and realized he had already supplied this story’s ending,
chatting in his studio.
“I like starting pieces. I don’t like finishing them.”
ALEXANDER CASTRO has been a regular contributor to Glass since 2017.
He writes about artists and art across New England. When not covering
other people’s creations, he retreats to his own “sanctum sanctorum” in his
apartment in Attleboro, Massachusetts.

1

	See Tina Oldknow’s essay in Glancy’s book Infinite Obsessions, Arnoldsche
Art Publishers, 2011.

2

	Lothar Ledderose, Ten Thousand Things: Module and Mass Production in Chinese
Art, Princeton University Press, 2001.

	It was on display in Glancy’s home and wasn’t labeled, but it was probably
Constellation Universe (2018).

3

4

Michael Glancy (1950-2020).
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	The entire text of Making and Knowing can be read in English or French at:
https://edition640.makingandknowing.org/#/folios.
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Sphenophyllum and Chains,
2019. Glass, wood, metal,
paint, adhesive. H 54,
W 38, D 50 in.
PHOTO: JENNA BASCOM

Allegories
of Hope

Beth Lipman’s midcareer survey at the
Museum of Arts and Design captures the
artist’s meditations on our fleeting time
on a troubled planet in works that explore
excess, environmental catastrophe, and
personal transformation.
BY JOHN DRURY

The fall is traditionally a time of harvest, when the bounty
of spring plantings and summer sun bears fruit—a fitting season
for the opening of Beth Lipman’s first museum retrospective,
titled “Collective Elegy.” Since she earned her BFA from Tyler in
1994 and moved to Brooklyn (where she was director of education
at UrbanGlass in 1997), Lipman has been unrelenting in her
passion to understand our world through complex riffs on the
transience of life and her canny dissection of consumption as a
vain effort to escape mortality.
Opening in September, Lipman’s retrospective at the Museum
of Arts and Design captures the mature artist at the height of her
considerable powers. Her career took flight under the mentorship
of John Perreault, the onetime editor of Glass who also served for
a time as the director of UrbanGlass and was also a prominent art
critic and respected poet before his untimely death in 2015.
It was at the invitation of Perreault that she took part in a
Brooklyn Museum of Art exhibition in which artists were asked to
respond to objects from the permanent collection. Still Life with
Fruit (2000) was Lipman’s answer to a painting of the same name
by Severin Roesen (1816-1872). Exploring the traditional still life
GLASS QUARTERLY NO. 161

25

I asked the artist about her ever-expanding palette, and she
explains its foundation in material.
“Although my practice has centered primarily on glass,
‘Collective Elegy’ is comprised of a selection of works of many
materials: glass, clay, metal, photography, and video. Works in
process, at this moment, continue also to employ a variety of
materials. It is thrilling to investigate different materials; the
sense of discovery and play come at different points in the process.”
Lipman assured me that she would continue to create with
glass as an avenue to addressing her growing ideological interests:
“Yes. The concept informs the material, and the material informs
the concept.”
The real surprise here is the debut of House Album (2020), a
didactic work intended to expand materially over time as new and
insightful understanding is accumulated; this is but the first
iteration of an intended progression. Built of glass (sometimes
with a photographic interlayer), vinyl, metals, cork, and adhesive,
and made possible through support from the Alturas Foundation,
House Album was inspired by Victorian-era paper dollhouses and
scrapbooks in combination with the “period rooms” common to
museums. By collecting from those images, in mix-and-match

possibility, the artist challenges a generally patriarchal historical
narrative written by those in power.
The included imagery is brought together from a great variety
of sources, largely from collections housed in museums and
historical societies, the gatherings of foundations and libraries
and individual others. In addressing these issues, Lipman sheds
light on our current societal upheavals, concerns about ongoing
racial disparity, the contentious leadership and deficit empathies
that continue to plague us. She also exposes her support for the
power of protest in countering betrayal, forced inaccuracies, and
whitewashed histories in the advancement of inequity. Hers is a
criticism not just of patriarchal history but of the very mechanisms
of marketing and presentation used to perpetrate falsities today.
A wall-mounted guide to House Album is available as part of the
exhibition to address the individual works composing this
cornucopia, including the depiction of a silk, lace, and linen shawl
given to Harriet Tubman by Queen Victoria in 1897 (the original is
now housed in the collection of the Smithsonian’s National
Museum of African American History and Culture); a facsimile of
the wedge Abraham Lincoln used to split wood; the “Mothers”
panel from the AIDS Memorial Quilt, a grassroots public health

Installation view of “Beth Lipman: Collective Elegy.”
PHOTO: JENNA BASCOM

Laid (Time-) Table with Cycads, 2015. H 92, W 57, L 192 in. Glass, adhesive, wood, paint.
PHOTO: JENNA BASCOM
COLLECTION: MUSEUM OF ARTS AND DESIGN

in three-dimensional clear-glass tableaux went on to be a primary
focus of her work for the next decade, eventually growing in scale
to encompass several hundred handcrafted pieces of glass—ghostly renderings of fruit, flowers, and food—upon “laid” tables. Her
first museum presentation two decades ago would mark a pivotal
event for a young artist embarking on a career.
“I was very influenced by John and admired him tremendously,”
she says in an interview. “He was very direct, clear in his multiple
roles as a leader, scholar, writer, and maker. His opinions were
offered frankly, were often prescient and usually spiked with
humor—which I appreciated.”
MAD’s curator of collections, Samantha De Tillio (who is also a
contributing editor to this magazine) made the centerpiece of the
exhibition Laid (Time-) Table with Cycads (2015), a monumental
work that is now in the museum’s permanent collection thanks to
a gift from the Kohler Foundation. The cacophonous work
represents the evolution of the still life form to encompass
prehistoric ages in a work that addresses the interdependence and
tension between humanity and the natural world, as represented
in culture’s urns and ancient ferns.
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A midcareer retrospective may look backward but should also
point toward the future. And here the exhibition reveals more
than a few fresh tricks up Lipman’s sleeve in new works realized
in a variety of media in addition to glass, including ceramic, cast
and plated iron, brass, and video.
Wild Madder Specimen Sheets (2020), a row of five tablets
in matte and unglazed ceramic, offers a stark contrast to the
transparent and fire-polished glass that makes up Lipman’s table
installations. The textured objects represent a recorded grasp at
supposed normal and lost innocence. There is the eerie silence
of fossil and hollow footprint, a past echoed in preservation
and tinged in loss and longing: memento mori indeed. They
recall the earlier, near-minimalist Margin for Error: Crib and
Cradle (2014), a ghostly pairing addressing the cycle of life
from birth to death—the infant a personification of endless
possibility and the lost vitality that accompanies old age, a
concern engaging Lipman’s own loss of friends and family and
her self-professed feelings of urgency when making art. There
is, in the absence of a body and in the cast plant, a grasp at a
fleeting (and endangered) memory.
GLASS QUARTERLY NO. 161
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glass object: a footed gazing ball, set at center stage against a
portable white photographic backdrop to capture the evolution of
its natural surroundings. The changing light of day to night and
back again, the movement of clouds and the wind in the trees, the
accumulation on the orb of morning dew or afternoon rain, the
otherwise human experience of a slowly altered atmosphere
as experienced by this vitreous surrogate; the human body
compresses time to highlight the subtlety of moment—unrecognized,
the robber of true and total experience.
Documenting the effects of the wild Alaskan setting over a
two-day period, and apparent only in the reflective glass ball in
stasis, we witness the magic in an easily missed and misunderstood,
if laborious, cycle of change. It is a sly work, nestled amongst
Lipman’s still photos and easily mistaken as just that, without
the patient observation of an attention span rarely dedicated to
the viewing of art.

Beth Lipman’s insightful and studied works serve not to preach
but to instruct in historical fact. They address mass consumption
and an ever-increasing disposability, revealing, in the repercussive
choices executed by mankind and the passage of time, that the
legacy of human activity is affecting our collective ecosystem and
the history of our planet. Hers is a call for unity, now in stark
contrast to our mandated social distancing in a time of plague and
discord. It is a plea for the respect of our waters, earth, animals,
and fellow humans at a time when all are under threat.
Contributing editor JOHN DRURY is a New York City-based artist, author,
independent curator, and instructor.
House Album, 2020. Glass,
metal, vinyl, paint, adhesive.
H 129, W 340, D 60 in.
PHOTO: JENNA BASCOM

Whatnot I (overview and
detail), 2010. Glass, wood,
metal, paint, adhesive.
H 84, W 42, D 30 in.
PHOTO: JENNA BASCOM

project organized and conceptualized in 1985 during the height
of the crisis; and the “freedom trash can,” an image culled from
the No More Miss America protest led by second-wave feminist
pioneer Carol Hanisch (b. 1942), which was used to dispose of
symbols of female oppression in a challenge to the pageant’s
antiquated, misogynistic attitudes toward women and beauty.
The second-class status of women in America and abroad is but
one concern in the conglomeration of concerns “voiced” in House
Album. Lipman now wears her concept on her sleeve, no longer
addressing issues in metaphor but addressing them head-on
and in the light.
The power of this piece comes also in the flat, two-dimensional
portrayal of objects and the introduction of color to what has
been a generally chroma-free palette of clear and monotone
glass. There is also the “uncomfortable of the instructional,”
the shorthand of the persuasive language of advertising, a
museum-ese bordering on an amusement-park pursuit of
blockbuster banal—a spectacle too often the tool of colonizer, and
common in this age of virtual programming and Zoom contacts.
Curator De Tillio clarifies that “this is the first iteration of
House Album. It is my understanding, based on our conversations,
that Beth intends to continue with the project by creating
additional components, weaving in new narratives, and that the
next iteration may take a new form, either slightly or dramatically,
as she sees fit.”
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Duality is central to Beth Lipman’s practice, the work offering
juxtapositions between the past and present, the tangible and that
intangible, the human and non-human. Beth offers, “Prior to
giving birth to twins, the concept was peripheral. Afterwards, it
became central.”
Particularly poignant, as allowed by the slow and steady pace of
Nature, Windfall (from “Alone and the Wilderness”) is a tempered
work from Lipman’s 2014 foray into video. Produced while in
residence at Chulitna Lodge in the Lake Clark National Park and
Preserve on the coast of Alaska, in collaboration with Keith
Heyward and Julia Liu, it is a time-lapse projection of a single
GLASS QUARTERLY NO. 161
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Littleton’s Blue Crown (1988), a collection of melted sticks of
transparent glass veined with blue, purple, and red overlays. It
illustrates Littleton’s experimental approach and ability to coax
glass into aesthetically pleasing forms despite using relatively
simple designs and techniques.
Another work that epitomises the spirit of the “pioneers” is
Fritz Dreisbach’s The Farm (1974-75), a group of opaque white
figurines representing farm animals and machinery. It is playful
and energetic but lacks sophistication. A third is the young Dale
Chihuly’s Cobalt Goblet (1971), which deconstructs the form of
the wine glass, capturing it in the moment of melting. “That very
funny, wobbly, blobby goblet” is one of Oldknow’s favorites: In
technique it is “super crude and primitive,” but in conception
“experimental and very pure.” As Warmus puts it, there was an
“air of innocence” about these tentative first steps.
So, would American glass artists as a whole have been better off
without the influence of the super-subtle Venetians? Did it make them
obsessed with technique at the expense of artistic expression? That
is a matter of opinion, but the exhibition suggests that the answer
is no. Rather, the Americans’ encounters with the glassmakers of
Murano enabled their budding artistic practices to bear fruit.

On the
Shoulders of

Giants

An exhibition at Le Stanze del Vetro
documents in detail the seminal impact
of the glasshouses of Venice on the course
of American Studio Glass.
BY EMMA PARK

It was back in 2016, when David Landau, one of the founders
of Le Stanze del Vetro, was talking to Laura de Santillana, the
granddaughter of Paolo Venini, that the idea struck. As he told me,
“I wanted to make sure that people realized that glassmaking in
Venice was not only beautiful in itself and had its own history, but
also … that it had an enormous effect on American Studio Glass.”
Landau went on to invite Tina Oldknow and William Warmus,
both former curators at The Corning Museum of Glass, to
organize an exhibition to examine this relationship, and met with
enthusiastic affirmative responses.
“It’s a story that’s been touched upon several times but has never
been systematically thought out,” says Oldknow. The result was
“Venice and American Studio Glass,” which explores the many
ways in which Venice in general and glassmaking on Murano in
particular have influenced and inspired American glass artists
from the nascent days of Studio Glass to the present day.
The modest size of the Stanze meant that the curators had to be
disciplined in their choice of exhibits. Conversely, they had to
have a sufficient range to make their “argument” about Venice’s
influence on American glass—“as if we were prosecuting a legal
case,” says Warmus.
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One valuable lesson American artists learned from Murano was
how, as Oldknow puts it, to “achieve control of the material.” That
they were able to do this was due not least to Ludovico Diaz de
Santillana, Paolo Venini’s son-in-law, who was director of the Venini
glassworks from 1959. He welcomed artists including Chihuly,
Richard Marquis, and James Carpenter to the factory and allowed
them to work on the blowing floor. “Venini had a culture of challenge
and openness which was very new for Murano,” says Landau.
When Marquis arrived at Venini in 1969, he later recalled, he
had already achieved a reputation in the U.S. as “one of the most
skilled glassblowers in the fledgling Studio Glass [movement].…
I was about as skilled as any 10-year-old on Murano.” Room 2 is
titled “American Innovators I” and presents work by Marquis,
Chihuly, and Dan Dailey, some of which was made years after their
first encounters with Murano but displays a continuing engagement
with its techniques and traditions.
When Marquis returned to the U.S., he assimilated Muranese
techniques into his own practices. A later result of this was his
Silhouettes and Stripes Marquiscarpa (1999), one of a series of
sculptures whose title alludes to their inspiration by Carlo Scarpa,
the Venetian architect and designer. It is displayed next to

Dante Marioni, Yellow in Red “Z” Leaf Pair, 2017. H 47 3/4 in.
PHOTO: RUSSELL JOHNSON

The curatorial duo limited themselves to American works with
links to Venice, ranging from the early 1960s to 2019; alongside
these, for comparison, are a smaller number from Murano, mostly
from the mid-20th century. A second restriction was the manner
of fabrication: According to Oldknow in the catalogue, only works
made from “molten glass, worked directly at the furnace … blown
or sculpted by hand,” were allowed because these are the techniques
particularly associated with Murano. Despite these limitations,
60 different artists and glassmakers are represented. It is the first
time that most of the American pieces will have been to Venice.
The very act of exhibiting them there is a way of asserting their
place in its history—and its place in their history.
Due to open in April 2020, the exhibition was put on hold when
the pandemic struck. Its opening was eventually rescheduled to
coincide with Venice Glass Week. Miraculously, nearly all of the
loans made it to Venice. “We did have to convince some of the
lenders that our show was actually going to happen,” says Oldknow.
Room 1 is titled “American Pioneers” and considers what the
first generation of American Studio Glass artists produced after
they went to Venice in the 1950s and 60s, but before they had fully
assimilated Muranese techniques. The centerpiece is Harvey

A view of the
installed exhibition.
PHOTO: ENRICO FIORESE
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John Kiley, Halo, 2018. Blown incalmo glass, cut, polished. H 19, W 19, D 18 in.
PHOTO: BEN VANHOUTEN

Harvey Littleton, Blue Crown,
1988. Hotworked barium/
potash glass with multiple
cased overlays of Kugler
colors. H 20, W 30, D 25 in.
COLLECTION: INDIANAPOLIS MUSEUM
OF ART: NEWFIELDS

Installation view.
PHOTO: ENRICO FIORESE
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Scarpa’s Murrine Opache, a bowl designed for Venini in 1940. The
Marquiscarpa is striking for its tribute not only to Venetian
techniques but also to Scarpa’s aesthetic. Like its predecessor,
Marquis’s vessel-shaped sculpture is made from murrine and cane
glass, fused and slumped into opaque blocks of color to form a
simple but pleasing shape. Unlike Scarpa, though, Marquis arranged
his murrine in a pattern reminiscent of the national flag, with white
“stars” in the shape of animal silhouettes. His thickly textured vessel,
with its playful motifs, might almost be made of plasticine.
A different current of influence can be seen in two monochrome
vases by Chihuly, Olive Green Venetian and Chrome Yellow
Venetian with Sawtooth Flanges (1988). These are displayed next
to a 10-handled amphora in bottle-green pulegoso glass overlaid
with gold leaf, designed for Venini in 1925 by Napoleone Martinuzzi,
the first to discover how to make glass “bubbly.” It was after seeing
a collection of such vases on a trip to Venice in 1988 that Chihuly
was inspired to create his own Venetians on his return to Seattle.1
Like Martinuzzi’s amphora, the Venetians are based on the form
of the multi-handled vase. Their aesthetic, however, is pure
Chihuly, with spiky, hard-edged flanges growing up the sides of
each vase like the prickles on a cactus.
Glass fruit is another typically Venetian genre. Three American
variations on this theme form the centerpiece of Room 3,
“American Innovators II.” They are Zanfirico Apple and Plum
(1998), and Peach (1999), by Flora C. Mace and Joey Kirkpatrick.
The Apple and Plum, in clear glass interwoven with polychrome
spirals, employ similar techniques to Fazzoletto Vase (1949)
designed by Fulvio Bianconi (in Room 2). Aesthetically, though,
Peach is the most successful. Despite the challenges of scale (it is
more than 21 inches wide, while Venetian fruits tend to be much
smaller), it captures the glossy hues and sensuous curves of a real
peach and even, thanks to the application of glass powders, its
downy texture.

Rooms 4 and 5 deal respectively with two Italian glassmakers
who exerted an unmatched influence on the American tradition:
Lino Tagliapietra, who attended the opening of the exhibition, and
Pino Signoretto (1944-2017). In America, they would be called
“gaffers”; in Murano, they are maestri. Known reverentially by
their first names, these are two men who reached the pinnacle of
their profession in glassblowing (Lino) and hot sculpting (Pino).
Both were famous for their ability to “make anything.” In the spirit
of Littleton’s ideal that glassmaking techniques should be shared,
both taught at Pilchuck for many years. As Deborah Czeresko, a
former student of Pino’s, recalls, “He would put every hair on a
hand … it was verging on ridiculous how much detail he could put
in a piece and not lose it.”
Lino’s influence on American glass is celebrated in Room 4,
“Lino Tagliapietra and his Circle.” To start with, there is his own
Dinosaur (2018), one of a series of vase-based sculptures made in
Murano by a man who has, by his own reckoning, been working in
glass for 75 years. Within its transparent shell, the maestro has
woven a net of multicoloured canes. Lino describes this as “a kind
of spaghetti” and gestures with his hands to indicate how he
whisked a graceful form, with its looping neck, out of pounds of
molten glass. Some artists sketch their idea before making it. Lino
simply worked from a design in his head: “I do it free.” After so
many years of working in Seattle, has he, in turn, been influenced

Lino Tagliapietra, Dinosaur, 2018. Blown glass, multicolored
reticello technique. H 48 3/4, W 13 1/4, D 8 1/2 in.
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RIGHT Exhibition co-curator William
Warmus studies Richard Marquis’s
1999 fused, slumped, and blown work
Stars and Stripes Marquiscarpa.
PHOTO: ENRICO FIORESE

BELOW At 3 a.m. New Mexico time,
exhibition co-curator Tina Oldknow
joins in the exhibition’s press preview
in Venice via video.

Two works by Dan Dailey share a wall. LEFT Guiding
Star (from the “Cane Mural” series), 2017. Glass
cane, anodized aluminum. H 28, W 48, D 2 in.
RIGHT Prima Donnas (from the “Circus Vase” series).
Blown glass, sandblasted, acid-polished; patinated
nickel- and gold-plated bronze; pâte de verre and
lampworked glass details. H 17 3/4, W 17, D 8 3/4 in.
PHOTO: ENRICO FIORESE

Harvey K. Littleton, Blue Projectile Impact, 1984. H 24 1/4 in.
COURTESY: MAURINE LITTLETON GALLERY
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by American approaches? Perhaps, to judge by Dinosaur, in
the unusually large scale for Venetian glass (it is 49 inches tall),
the color range, and the freeing of the form of the vase from the
constraints of function.
Also in Room 4 are three exhibits by Nancy Callan, who worked
on Lino’s glassblowing team for 19 years. The Robber (2016), Dusky
Plum Droplet (2017), and Linea (2018) are notable for their clean
finish and refined aesthetic. Dusky Plum, like the others in Callan’s
Droplets series, plays with the liquid texture and refractive
properties of translucent glass. The Robber, a 31-inch-high
sculpture in opaque black and white stripes with a pointed nose
and bowler hat, is reminiscent of a Disney cartoon, but also
evokes, on a comically large scale, the baubles found in Murano’s
tourist shops. Linea, in contrast, consists of five panels over which
canes have been trailed to make abstract wave-like forms. These
works demonstrate the artistic versatility of Venetian techniques.
Lino also inspired Stephen Rolfe Powell (1951-2019), an artist
known both for the technical skill of his works and for his brilliant
colors. Despite Lino’s influence on Powell’s technique, Warmus
sees something of Hogarth in his aesthetic: “He’s willing to use the

American vernacular and not be wowed by the subtleties of
Venetian art.” An example of Venetian skill and forms deployed to
create a most un-Venetian artwork is furnished by Lascivious
Torrid Cleavage (2003) from Powell’s “Teasers” series. In form it
echoes a Venetian vase—except that the two bubbles of glass from
which its slender neck rises evoke swelling tactile feminine
curves and are dappled with rainbow-colored murrine. It is a
bizarre combination of elegance and eroticism.
One of the biggest challenges in hot glass sculpting is the
making of humans and animals because of the high level of control
required to capture subtle shifts of expression and movement.
Room 5, “Pino Signoretto and his Circle,” includes a pair of
Tropical Fish (2017) by Pino himself that show how difficult this
challenge is. While the fish are technically accomplished in their
precise layering of colors, they lack personality. As such, they
contrast strongly with William Morris’s Elk (Spike), Hawk, and
Raven (1993): three “canopic jars” with lids sculpted to resemble
animal heads. Morris used the techniques of scavo and of
sculpting from the inside of the glass, which he had learnt from
Pino, but worked on a much larger scale and with specially

designed tools. Arguably, Morris succeeds better than Pino in
lending expressiveness to his animal heads. At the same time,
his jars’ weathered yet luminous appearance evokes the otherworldliness of an Egyptian tomb.
Room 6, “Inventing the 21st Century,” examines the shift among
American artists of the last two decades from a focus on technique
toward the expression of concepts through glass. The most
interesting of these is Deborah Czeresko’s Stampede. This
consists of seven animal paws (Penguin, Polar Bear, Hippo, Toed
Ostrich, Bat, Mole, and Rat), out of a series of around 25,
hot-sculpted in solid transparent glass between 2011 and 2018.
For Czeresko, the challenge of sculpting animals in glass is one of
scale. It’s hard to make them life-size because the glass becomes
too heavy, but small-scale animals risk looking like “trinkets.”
(Compare these to Pino’s fish.) She decided to sculpt paws that
would conjure up the whole animal in the viewer’s mind, without
needing to replicate it. She chose the paw because it is “autobiographical. If you look at a mole’s foot, it looks like a garden hoe.”
The point of making the paws in glass was to emphasise “the
fragility of all these living species.” The transparency adds
GLASS QUARTERLY NO. 161
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on display in the city that inspired it. Chihuly describes it as a
“labor of love.” Its sinuous tentacles in amber, burnt gold, and
green recall both the seaweed of the lagoon and the gilded ceilings
of Venetian palazzi while milky white bubbles surmounted by
strange sea creatures evoke lamps in dim rooms. The artistic
chaos and twisting asymmetry embody the “curvilinear” aesthetic
that has been identified by the historian Paul Hills as characteristic
of Venetian glass. At the same time, its imaginative explosion of
color is quintessential Chihuly.
In another respect, Laguna Murano Chandelier illustrates a
major insight that Chihuly gained from his connection with
Venice. This was, in his own words, “the concept of working in
teams.” In 1968-69 he was in Murano, observing the Venini
glassworks. “Until then, I had considered glassblowing to be a
lonely process,” he admits. “If I’m honest, I do not think I would
have continued working with glass if that had been my reality.”
Instead, he brought back the idea of the Muranese piazza, or
glassblowing team, to Seattle, and employed it both in classes at
Pilchuck and in his own increasingly ambitious projects.

another layer of significance because of its near-invisibility:
“if you put them in water … they could dissolve.” The paws
themselves, from the delicate anthropomorphic digits of Bat
to the rough texture of Polar Bear, have been sculpted with a
loving attention to detail. They unite the qualities of medium,
technique, and design to produce beautiful objects while also
capturing a feeling of their subjects’ transience. Czeresko calls
them “massive ghosts.”
The most striking thing about Room 7, “Engaging the Vessel,”
is not the variations on the theme of the goblet; after all, Chihuly
had got there first. As Warmus explains, while goblets may appear
modest, “for glassmakers they are also the most difficult thing to
make—they’re small and the parts have to be aligned precisely …
so they have always been a test of how good you are.” The real
message of these goblets is that their American makers, from
William Gudenrath to Michael Schunke, have mastered this most
Venetian of forms.
The finale to the exhibition is located in the nearby Sala
Carnelutti, part of the Fondazione Giorgio Cini. Fittingly, it
celebrates the 24th anniversary of “Chihuly Over Venice,” in
which the artist erected 14 enormous, chandelier-like sculptures
in outdoor and indoor locations around the city. It is still one of
his “proudest career achievements.”
In the Sala, almost the whole space is occupied by Laguna
Murano Chandelier (1996). This is a sculpture composed of five
different “chandeliers,” two suspended from the ceiling and three
growing out of armatures on the ground, that Chihuly made in
Murano with the assistance of Lino and Pino after “Chihuly Over
Venice.” It was taken to Seattle for finishing touches but then
bought by a private collector; this is the first time it has been

Above all, “Venice and American Studio Glass” demonstrates
that, as far as glassmaking on Murano is concerned, the cat is well
and truly out of the bag. Its once arcane secrets, both of technique
and form, are now in the hands of the Americans—and the rest of
the world. “Today, the youngest glassblowers don’t even consider
Venetian glassblowing as a thing,” says Oldknow. “It’s global
glassblowing; it’s the way everybody blows glass now.” A fine
legacy indeed for an ancient tradition.
EMMA PARK is a freelance writer and podcaster based in London. Her areas
of interest include the arts, classics, and education. Twitter: @DrEmmaPark.
The author would like to thank the following for their interviews: David
Landau, William Warmus, and Tina Oldknow (in person); Deborah Czeresko
(via Skype); and Dale Chihuly (via email).

1

	The Corning Museum of Glass, https://www.cmog.org/artwork/olive-greenvenetian-and-chrome-yellow-venetian.

Dale Chihuly (with Lino
Tagliapietra and Pino
Signoretto), Laguna Murano
Chandelier, 1996.
PHOTO: ENRICO FIORESE

ABOVE William Morris, Canopic

Jars: Elk (Spike), 1993. H 30 1/2 in.

PHOTO: DUNCAN PRICE
COURTESY: TACOMA ART MUSEUM

LEFT (L) Katherine Gray, As Clear

as the Experience Redux, 2019.
(R) Ginny Ruffner, The Force That
Shapes Seashells, 2006.

PHOTO: ENRICO FIORESE
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A screenshot taken
during a Zoom
visiting-artist talk
with Brooklyn-based
multimedia artist
Kambui Olujimi
from the fall 2020
semester at RIT.

The Great Pivot

Since the pandemic hit in the spring of 2020, glass educators have been adapting
on the fly, rewriting the rules of glass education, embracing new technologies, and
conducting bold experiments in pedagogy for the fall 2020 semester. How will their
creative adaptations change the field in 2021 and beyond?
BY ANDREW PAGE
“Hello, teachers and friends …”
With those words, UrbanGlass education director Liesl Schubel
began an email to 15 contacts teaching glass at universities. It was
Sunday, March 15, 2020, and Schubel had just learned her
nonprofit art center would close for at least the rest of the month.
Covid-19 cases were rising at an alarming rate in New York City.
While the governor’s shutdown orders to all “non-essential”
businesses were still five days away, NYU and Pratt had decided
their college-credit glass courses, taught at UrbanGlass, were
going fully remote for the rest of the semester.
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“We have unique challenges teaching university-level material/
studio-focused courses in this time. I thought it would be helpful
to connect, share ideas, and take this challenge on together as we
plan for the months ahead,” Schubel typed on her laptop screen
from her Brooklyn apartment.
When she hit Send, her words were transmitted out into a
world anxiously watching a mysterious illness and its deadly
spread from Europe and Asia into the U.S. A national emergency
had been issued just days earlier (on Friday the 13th, no less),

coming on the heels of similar state and city declarations as the
numbers skyrocketed.
“Being located in New York, and being an initial hotspot, was
particularly isolating,” says Schubel. “In addition to everything
else, I needed connection.”
Though seeking practical advice, the chain was also personal,
and it stayed that way as it expanded quickly. With every “Reply
All,” additional names were added to the address line.
“At first, a lot of the emails started out, ‘Is everybody okay?’ It
provided a place to talk and to share what this looked like
internationally, because it became international pretty quickly,” says
Schubel, who watched as the chain began to grow exponentially
and geographically, soon traveling around the world.
Nobody had been given time to prepare for the transition to
remote classes, and panicked educators rushed to locate existing
online video content that could be shared with students. Links to
the thousands of videos on the YouTube channels of institutions
like The Corning Museum of Glass and the Museum of Glass in
Tacoma, as well as those of generous glass artists, were shared, as
were resource lists. In the emails, educators brainstormed ways to
replace hands-on lessons in the studio with something virtual.
Some offered to share Zoom calls they’d arranged with visiting
artists. Ideas for replacement materials to safely experiment with
glass properties in a home environment were discussed. Schubel
says the email address list quickly ballooned to some 115 names.

The Scramble

“I think it was as much a collaboration as a communal moment,”
says David Schnuckel, co-chair of the glass program at Rochester
Institute of Technology. “A lot of cool ideas surfaced when
confronted with this restrictive time.… I also think people were
craving connection. The email chain killed two birds with one
stone. The emails were professionally informative and enriching,
but they also helped us get past that feeling that we were all on our
own desert islands.”
As glass educators brainstormed, a couple of strategies took
hold. One was to leverage the existing pre-pandemic studio
experience. At RIT, Schnuckel, who co-chairs the program
alongside lecturer Suzanne Peck, debated how to connect the real
and the virtual environments.
“In spring, nobody was allowed on campus,” he says. “So we had
to think about making use of the front half of the semester, and
build on that to finish up whatever we could.”
Schnukel and Peck sought to contextualize the studio experience that had taken place pre-pandemic, shifting the focus to new
projects that were attainable in the severely restricted conditions.
Site-specific work with found glass, documenting phenomenon
with household objects, exploring materials and process in other
materials, were a few of the approaches pursued.
“Everyone was nervous and worried. Maybe a loved one was sick,
and there were all these new financial pressures. It was a very tense
time,” he remembers. “We focused on how we could still complete

the objectives of our course, but do so in a way that wasn’t adding to
the tumultuous spring. We asked, how do we accommodate a lot of
flexibility and a lot of compassion with some sort of resolve?”
Compassion also guided the response at Tyler in Philadelphia,
which went entirely online with little notice. Jessica Jane Julius,
the program head, was told on a Thursday morning that there would
be no class on Friday, but her glass students set the tone with a
last-minute improvisation of their own. Those due to graduate at
the end of the semester arranged a mock ceremony using trash bags
for gowns and coffee filters for caps. It helped address the palpable
sense of loss as they considered the uncertainty that lay ahead.
“It was a coming together and finding that one moment of
connection before people went their individual ways into the
world, not knowing what was coming,” Julius recalls.
Tyler’s approach to glass being already interdisciplinary in
nature made Julius feel well-positioned to make the transition to
new ways of learning. “We were already engaging in studies of
reflection, doing sound projects, using video, incorporating
performances,” she explains. “That said, not all classes were able
to transfer over that easily.” She cites Megan Biddle’s hot-casting
class, which ended up transitioning from casting glass to more
accessible materials such as sugar, ice, and waxes, using found
materials in the kitchen as molds.
Adding to the complexities of facing down a pandemic, some
professors encouraged students to embrace the challenge of
the moment as practice for the realities of an artist’s life
post-graduation. Program heads worked to cushion the sense of
loss by easing up on student expectations while encouraging them
to embrace the situation as a test of their abilities to adapt.
“We tried to challenge students to see how their studio
practices translated to their home states,” reports Kim Harty,
head of glass at Detroit’s College for Creative Studies. “We froze

Prior to the pandemic, RIT students enjoyed unlimited access to the glass
studios. A screenshot of the new booking app that helps limit occupancy
through a studio reservation system.
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As part of the classroom shift to a combined modality of in-person and online
asynchronous teaching, a series of kilnforming videos on the RIT Casting and
Flame YouTube channel were posted by Suzanne Peck and other instructors to
offer detailed tutorials on everything from alginate casting to divesting a mold.

midterm grades, and offered students the chance to improve them,
but reassured them their grades wouldn’t go down.” Harty cites
one student’s projection piece in her bathroom as an example of
translating a glass inquiry into one focused on optics. Other
students struggled with the changes. “What it revealed to me as an
educator was how good or bad of a job I’d done to prepare students
to cope with less-than-ideal circumstances.”
Anjali Srinivasan, assistant professor in MassArt’s glass
program, had one day’s notice to reset her glass classes to a remote
format. Hailing from India, Srinivasan referenced the term
“jugaad,” which is a slang Hindi term that can be loosely translated
as a “hack,” or a way to solve a problem through ingenuity, and
often with frugality.
“Faced with a situation that sucks, you summon up all your
improvisational skills—whether circumventing or confronting,
you are getting creative using whatever framework you have …
It might be something about being in a third-world culture, where
you’re always going to be strapped.”
To illustrate, Srinivasan tells of observing how a factory in
India coped with a partial power outage that idled most of the
machinery. To meet a strict deadline, the workers connected
the one working lathe to the three that had lost electricity,
using a cobbled-together system of drive belts to operate four
workstations off a single working motor.
As was done in other programs, Srinivasan and her colleagues
shipped supply kits to students that centered on home kitchens as
replacements for the shuttered studios.
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“We wanted them to keep their hands busy with other media. For
example, I was teaching kiln casting, but we weren’t going to be able
to go to campus to cast things. So we asked, does everyone have
access to a kitchen, to a stove, an oven? Then we had the safety talks.”
After multiple reviews of the safety protocol for setting up a
safe wax station at home using a crockpot, lessons covered mold
making from plaster gauze or silicone caulk. The key was to cover
the standard techniques with other materials, but to maintain the
larger principles. Whether casting by pouring clay slip, melted
sugar, or isomalt, students gained experience in the central issues
of cast glass as a medium, as well as specific techniques.
“We were pulling back the course content to focus on what is at
the core,” Srinivasan explains.
At the University of the Arts, Dan Clayman had a heart-to-heart
with his students as they transitioned to remote classes and the
reality of the protracted nature of the lockdown sank in.
“You’re definitely not going to get what you thought you were
going to get the rest of the semester,” he told them over one of their
first Zoom classes. “But we are going to walk away with something
equally or more valuable—I have faith in that.”
For some, it meant intensifying the customization of
assignments to target each students’ individual practice. As the
campus shut down at RISD last spring, professor Jocelyne Prince
met with her glass department colleagues, Sean Salstrom and
Adrianne Evans, to go through the class lists for six graduate
students and 18 undergraduates to hash out approaches to remote
learning. The first step was simply to acknowledge the reality of
the campus shutdown.
“Five of the six grad students were quite involved in using the
shops, and there’s no way you replace that,” says Prince. “There
was a sense of loss because you don’t get back that lost time.”
Prince and her team then focused on strategizing approaches
that would suit each student’s practice. “You have to pull out the

threads and the thinking that are not shop-based to keep the work
developing,” Prince explains. “And that’s exactly what all three of
us did in terms of keeping the students work moving forward.”
That included sending out magnifying glasses and phonecamera adapters to students in the optics class, or glass-like
materials for casting at home. Some of the supplies budget was
also distributed to allow students to purchase things they needed
for individual projects.
“We basically were able to take what is our normal materials
budget for students and reallocate it,” says Prince, who considers
it fortunate that the glassblowing classes had already taken place
in the fall semester so there was no immediate need to simulate
furnace working.
In Europe, about half of Jens Pfeifer’s students at the Gerrit
Rietveld Academie undergraduate glass courses returned to their
home countries, including Singapore, Sweden, and China, but the
other half remained in Amsterdam, where the studio was completely
closed. As in the U.S., the glass program had little time to shift
gears, and with a wide range of variation in lockdown conditions,
students faced different challenges.
“We wanted to make students comfortable and to keep them
working, so one of the early assignments was to go out and collect
as much visual material as you can. Some students were severely
restricted,” says Pfeifer. “We asked students to make a gallery in
their rooms.”
The goal was to help students adapt to the limitations while
sustaining their art practices in varied conditions.
“Some people were stuck in their childhood rooms, with all the
stuff they had from years ago, so there were some for whom the
assignments became journeys into the past,” says Pfeifer.
Pfeifer was impressed with how much writing became important,
not only critical writing about art but poetry, letters to one another,
and essays. They tried blowing sugar and other ways to “keep those
hands turning,” but acknowledged it wasn’t real, and difficult to
sustain. One silver lining was when students did return in September,
they had a new appreciation for what access to the studio meant.
“They learned to value and appreciate what they have,” says Pfeifer.

An Ambitious Online Initiative

As the shift to smaller classes pushed more content out of the studio, some turned
to social media such as Instagram as an opportunity for students to explore curation,
ideation, and research. Here are two Instagram examples from RIT's glass program.

Helen Lee, head of the glass program at University of Wisconsin,
Madison, was on sabbatical for the spring 2020 semester when
the pandemic hit, but she made sure interim head Dylan Palmer
was included in the educator email chain. Palmer embraced the
virtual shift, as he decided to move the focus from projects in the
glass studio to 3D modeling, introducing glass students to the Rhino
software program. The conceptual issues in glass were addressed
in an investigation of the uncanny, a theme he had preplanned but
ended up becoming especially apropos in the pandemic, using
techniques such as the famous Pepper’s ghost illusion.
Watching from an observer’s perspective during the spring
lockdown, Lee quickly noted two things. First was the impressive
instinct of the glass community to come together and collaborate

From movement classes geared toward glass
artists to a monthly book club, from a bulletin
board-style forum to frequent social media
posts, GEEX is building an online community to
exchange information and expand access.

in times of crisis, and second was an awareness of the limitations
of an email chain. Recognizing it was a spontaneous reaction to an
abrupt change, she couldn’t help thinking about ways better tools
might facilitate a more effective dialogue, and make information
less “scattershot.”
“People were stumbling into it out of circumstance and
necessity instead of trying to approach it intentionally,” Lee
explained. She also saw an opportunity to address two long-standing
concerns of hers—adequate compensation and representation.
“One of my first contributions to the chain was my email asking
whether people would be interested in pooling resources to share
visiting artists,” Lee says, confessing that the overwhelmingly
enthusiastic response made her feel responsible to make it
happen, herself.
The result is the website geex.glass, which stands for Glass
Education Exchange, and bills itself as “an online platform
that supports the immediate and future needs of educational
glass programs through programming, resource-sharing, and
communication.” It offers everything from glass-oriented
online yoga classes to discussion forums, from an online book
GLASS QUARTERLY NO. 161
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GEEX is a combination of new content and crowd-sourcing
resources for the field, such as soliciting syllabi and lesson plans
to create a searchable “resource exchange,” which was not yet
available at press time but spoke to the larger ambitions for the
project. An old-school bulletin-board style forum had plenty of
views but a limited number of postings on topics such as “Social
Distancing Protocols” or “Equity and Accessibility in the Online
Classroom.” There’s a calendar of events as well as a place to
submit questions for the librarians at Corning’s Rakow Library.

Fall 2020 and the Future
In November, Therman Statom kicked off a series of virtual visiting-artist talks
aimed at pooling glass department resources to produce polished, high-caliber
lectures complete with Q and A sessions for students in subscribing institutions.

club that meets monthly to an original video series on plasma
by Percy Echols II.
But the core offering is the virtual visiting artist video series,
titled “GEEX Talks,” which are available free to the public on
YouTube. A subscription is required to access the archived
presentations or to take part in a follow-up video Q and A with
each artist, but it blends two of Lee’s goals—to make glass more
accessible to more people, and to better reward artists who give
their time and ideas. The series kicked off with a studio visit and
slide presentation by Therman Statom on November 2, which is
scheduled to be followed by Fumi Amano, Jane Cook, Charisse
Pearlina Weston, and Tanya Aguiñiga.
Though the flat lighting and static camera were typical of an
internet video meeting, the Statom artist talk was crisply edited,
and the speaker and slide windows were carefully arranged to
optimize the use of the screen. There were none of the awkward
pauses or technical issues when viewers needed to stand by
typical of many Zoom calls. In the 41-minute video posted on
YouTube, Statom spoke eloquently about his work, the history of
his career, and was generous in sharing his process and life story,
liberally illustrated by photos of artwork and installations.
The polished look and feel of the talk was intentional, according
to Emily Leach, who holds the title of assistant director of GEEX.
She cited the free online visual arts courses at artprof.org, which
were started by artist and professor Clara Lieu, and the Riga
Biennial’s RIBOCA public programs as inspirations for the design
of GEEX Talks. While Lee is the founder and director of the glass
exchange, Leach and another of Lee’s recent UW-Madison grads,
Ben Orozco, who holds the title of graphic designer and web
manager, are part-time employees who execute the video production
and design of the website.
“It’s been important to me from the get-go that they’re paid
for their time and talent,” explains Lee. Funding comes from
sponsorships, subscriptions (MassArt’s Srinivasan, who is on the
GEEX board, tapped her visiting-artist budget for fall 2020 to pay
for the online series), suggested donations, and fundraising.
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The summer 2020 break was anything but time off for glass
educators, who were busy gaining new skills and investing in
new approaches to the upcoming fall semester. While the spring
semester was a mad dash to try to salvage courses when the
lockdowns hit, there was time to prepare for summer and
experience with what worked and what didn’t during the spring’s
trial by fire. For many, vacation time was replaced by extra
training, learning new technology suites to assist with remote
teaching, and planning out multiple scenarios of in-person,
remote, or some mix of the two due to the uncertainty swirling
around reopening while the pandemic continued.
“We had the summer to work on this,” says CSS program head
Harty, whose students were fully back on campus as of press time.
“We’re using technology a lot more, and everything that can be
done remotely is.”
In addition to implementing a full suite of safety measures to
minimize the potential for spreading Covid-19, Harty uses Zoom
to meet one-on-one with a student even when they are both in the
same building. Class sizes have shrunk, blowpipes are not shared,
and blowhoses are required at all times to maintain a six-foot
distance. Ventilation and mask-wearing are also carefully
monitored, as are daily check-ins for symptoms.
“This fall is different in that most schools have adopted a hybrid
modality system,” says RIT’s Schnuckel. “We’re still meeting in
person but at a much lower crossover rate. There’s three hours in

LEFT A special wooden fork tool and a system of trays allow students at RIT to

load a kiln from a distance so they no longer need to share heatproof Kevlar suits;

RIGHT The flameworking shop was reset, with half the workstations and a

plexiglass divider, in light of new Covid-19 restrictions.

At the College for Creative Studies in Detroit, glass program crits and classes take place outdoors when possible, and move indoors to larger public spaces in inclement weather.

the studio with me, then three hours of asynchronous online work
that feeds into what’s in the semester.”
The hybrid structure has allowed Schnukel to integrate a
research- and discussion-based element to the studio class
through lectures and presentations that are done while the other
half-group gets studio hours. He notes that though the technical
progress might proceed more slowly, it is integrated with prompted
discussion, ideation exercises, lectures in criticality, and other
activities, all of which feed into the studio conversation.
“This hybrid situation is something I like a lot,” says Schnuckel,
who envisions maintaining aspects of it post-pandemic.
At MassArt, Srinivasan is also teaching in a hybrid model,
where the limited studio time is reserved for the 16 glass majors.
She is teaching the intro glassblowing class remotely but is
determined to develop students’ glassblowing skills nonetheless.
“We’re going whole hog and have sent students supply kits that
reasonably simulate all the movements they would do in the hot
shop,” she says. That includes gathering isomalt from a crockpot,
manipulating the temperature, watching it melt, learning to turn
punties, making solid flowers.
“It’s not on the scale or intensity of heat we’re used to in the
furnace,” says Srinivasan. “But we’ve sustained student interest,
and they’ve been showing up to class. We’ve had zero absences.”
Srinivasan has also finessed Zoom’s capabilities to present
multiple camera angles during video meetings that feature
technical demos, setting up several devices with cameras to
present a range of viewpoints on the action.
In September 2020, Lee was back as head of UW-Madison’s
glass department, where the university administration had been
determined to reopen fully. But one week into the semester,
when Covid-19 cases began climbing precipitously, they had to
backtrack. In a repeat of the spring, Lee had less than 48-hours’
notice to pivot to online. As others had done, she leveraged the
in-person sessions, using video to practice the choreography they
had learned in person, allowing practice at home to hone the
movements. When classes resumed three weeks later, students
came back into the studio.

Having worked on video tutorials that broke down key
movements using a five-gallon bucket as a practice furnace and a
broomstick punty with a 3D-printed attachment to allow students
to attach a glitter-filled bottle to approximate the weight of a glass
bubble, they were able to continue to refine the choreography of
glassblowing. Teaching assistants were assigned to each student
to observe their movements via Zoom practice sessions.
When the university allowed the students return to campus
after two weeks, Lee was able to gauge the progress they’d made in
their simulated studios. “I don’t think they were better off than if
they hadn’t missed those two weeks of instruction, but I also don’t
think they were at that huge of a detriment,” says Lee.
At press time, Lee was continuing to teach a hybrid of in-person
and remote classes, and she cites the teacher trainings her university
provided for all instructors over the summer. Lee treasures one
particularly useful bit of advice—the importance of pacing when
teaching online to students who have an abbreviated attention span.
“Someone made an analogy: It’s like flying a kite,” says Lee.
“You have to keep tension on the line. I always have a clear
structure of what we’re going to do for the day and am careful not
to schedule anything that goes more than half an hour. The other
key thing is always including a moment for small group breakout,
so it’s not just students sitting there at a screen being yammered
at for two hours.”
The silver lining for many has been the opportunity to rethink
everything they thought they knew about the best ways to teach glass.
“Sometimes you get adamant or even rigid about ‘things have to
be this way,’” says RISD’s Prince. “There’s always a respect for a
certain amount of history and established formats, but all of a
sudden that got blown out of the water. You realize that that are a
multitude of approaches that have value, and you realize it’s about
the approach, not the specificity of the piece of equipment. If
you’re not engaged in the teaching with the students, it doesn’t
matter what equipment you have. That’s been one of the things,
the breaking of habits, which is a good thing.”
ANDREW PAGE is the editor of Glass.
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California State
University - Chico

400 West First Street
Chico, CA 95929
www.csuchico.edu/art
t: (530) 898-5331
art@csuchico.edu
Hot Glass Studio, Flameworking,
Casting and Kilnforming,
Coldworking

RESEARCH: ARINA NOVAK AND GABRIELLA SANDERSON

5225 N. Backer Ave M/S CA65
Fresno, CA 93740
www.fresnostate.edu/artanddesign
t: (559) 278-2516
lindav@csufresno.edu
Hot Glass Studio, Casting and
Kilnforming, Coldworking

California State
University - Fullerton

Aalto University - School of
Arts, Design and Architecture
PO Box 11000
FI-00076 Aalto
Finland
https://www.aalto.fi/en/school-ofarts-design-and-architecture
t: +358 2944 29290
admissions@aalto.fi
Hot Glass Studio, Coldworking

Academy of Arts,
Architecture, & Design
in Prague

náměstí Jana Palacha 80 116 93
Praha 1
Prague, Czech Republic
https://umprum.cz/web/en/
applied-arts/glass
t: +420 251 098 251
studijni@vsup.cz
Hot Glass Studio, Casting and
Kilnforming

Academy of Art University
410 Bush Street
San Francisco, CA 94108
www.academyart.edu
t: (800) 544-2787
Flameworking
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Akita Public Art University

010-163212-3 Shinya Okawamachi
Akita City
Japan
https://akibi.ac.jp/department/
creative
t: 018-888-8100
Hot Glass Studio, Casting and
Kilnforming

Alberta College of Art & Design
1407 14 Ave. NW
Calgary, AB
Canada
www.acad.ab.ca
t: +1 (403) 284-7600
Hot Glass Studio, Casting and
Kilnforming, Coldworking

Alberta University of the Arts
1407 14 Ave NW
Calgary, AB T2N 4R3
Canada
www.auarts.ca/degreesprograms/glass
t: (403) 284.7600
https://www.auarts.ca/
about-auarts/contact-us
Hot Glass Studio, Casting &
Kilnforming, Coldworking

Alfred University

1 Saxon Drive
Alfred, NY 14802
www.alfred.edu
t: (607) 871-2115
kent@alfred.edu
Hot Glass Studio, Flameworking,
Casting and Kilnforming,
Coldworking

Anadolu University,
Department of Glass

Yeşiltepe Mahallesi
Eskişehir, 26470
Turkey
https://anadolu.edu.tr
t: +90 222 335 05 80
Hot Glass Studio, Flameworking,
Casting and Kilnforming, Stained
Glass & Imagery, Coldworking

Appalachian Center
for Craft

1560 Craft Center Drive
Smithville, TN 37166
www.tntech.edu/craftcenter
t: (931) 372-3101
druzinsky@tntech.edu
Hot Glass Studio, Flameworking,
Casting and Kilnforming,
Coldworking

Australian National University
Canberra, ACT, 0200
Australia
www.anu.edu.au
t: +61 2 6125 5111
Hot Glass Studio, Casting and
Kilnforming, Coldworking

Ball State University

2000 W. University Avenue
Muncie, IN 47306
www.bsu.edu/art
Tt: (800) 382-8540
art@bsu.edu
Hot Glass Studio, Flameworking,
Casting and Kilnforming,
Coldworking

3800 Charco Road
Beeville, TX 78102
www.coastalbend.edu/acdem/
visual/
t: (361) 354-2322
duryeaj@coastalbend.edu
Hot Glass Studio, Casting and
Kilnforming, Coldworking

Bezalel Academy of Art
& Design

Martin Buber St 1
Jerusalem, Israel
www.bezalel.ac.il
t: 02-5893333
mail@bezalel.ac.il
Hot Glass Studio, Casting and
Kilnforming, Stained Glass &
Imagery, Coldworking

Bowling Green State
University

Bowling Green, OH 43403
www.bgsu.edu/departments/art
t: (419) 372-2531
ahog@bgsu.org
Hot Glass Studio, Casting and
Kilnforming, Coldworking

Bucks County Community
College

275 Swamp Rd
Newtown, PA 18940
www.bucks.edu/~glassart
t: (215) 968-8000
Hot Glass Studio, Stained Glass &
Imagery, Coldworking

California College of the Arts
5212 Broadway
Oakland, CA 94618
www.cca.edu
t: (510) 594-3600
echristopherson@cca.edu
Hot Glass Studio, Casting and
Kilnforming, Coldworking

800 N State College Blvd
Fullerton, CA 92834
www.fullerton.edu
t: (657) 278-3471
artdept@fullerton.edu
Hot Glass Studio, Casting and
Kilnforming, Stained Glass &
Imagery

California State
University - San Bernardino
5500 University Pkwy
San Bernardino, CA 92407
www.csusb.edu
Tt: (909) 537-5000
arts@csusb.edu
Hot Glass Studio, Casting and
Kilnforming, Coldworking

Central College

812 University St
Pella, IA 50219
www.central.edu/fine-arts/
t: (641) 628-5261
brian.roberts@central.edu
Hot Glass Studio, Coldworking

Centre College

600 West Walnut Street
Danville, KY 40422
www.centre.edu
t: (800) 423-6236 or (859)
238-5350
Hot Glass Studio, Coldworking

Cleveland Institute of Art

11610 Euclid Ave
Cleveland, OH 44106
www.cia.edu
t: (800) 223-4700
bajohnson@cia.edu
Hot Glass Studio, Flameworking,
Stained Glass & Imagery, Coldworking

Edinburgh College of Art

74 Lauriston Place
Edinburgh, Scotland
United Kingdom
www.eca.ac.uk
t: +44 (0)131 651 5800
eca@ed.ac.uk
Hot Glass Studio, Casting and
Kilnforming, Coldworking

Edith Cowan University

California State
University - Fresno

The most comprehensive directory of educational programs and suppliers to the field

degreegranting
programs

Coastal Bend College

College for Creative Studies

201 East Kirby
Detroit, MI 48202
www.collegeforcreativestudies.edu
t: (313) 663-7400 or (800)
952-2787
kharty@collegeforcreativestudies.edu
The CCS Glass program is informed
by the material properties of glass
and its history in decorative art,
science, and industry. The
curriculum pushes students to
create research-driven work that
looks critically at the material,
integrates interdisciplinary
practices, and utilizes new
technologies. Students work with
glass freshman year through
graduation in state-of-the-art
facilities with individual studio
space. Students develop dexterity
with glass through hands-on
courses that include both technical
and experimental investigations.
The curriculum covers blowing,
casting, and coldworking in depth
in addition to specialized classes
on lighting, design, and installation.
Hot Glass Studio, Casting and
Kilnforming, Coldworking

Danmarks Designskole

Philip De Langes Allé 10
Copenhagen, Denmark
www.dkds.dk
t: +45 41 70 15 00
Hot Glass Studio, Casting and
Kilnforming, Stained Glass &
Imagery, Coldworking

De Montfort University,
School of Art & Design

The Gateway
Leicester, England
www.dmu.ac.uk
t: +44 (0)116 255 1551
Hot Glass Studio, Casting and
Kilnforming, Coldworking

270 Joondalup Drive
Joondalup, WA 6027
Australia
www.ecu.edu.au
t: 61 13 43 28
enquiries@ecu.edu.au
Hot Glass Studio, Casting and
Kilnforming, Stained Glass &
Imagery, Coldworking

Emporia State University
1 Kellogg Circle
Emporia, KS 66801
www.emporia.edu/art
t: (620) 341-1200
reichenb@emporia.edu
Hot Glass Studio, Coldworking

Estonian Academy of Art

Estonia pst 7
Talinn 10143
Estonia
www.artun.ee
t: +372 626 7301
Hot Glass Studio, Coldworking

Georgia Southwestern
State University

800 Georgia Southwestern State
University Drive
Americus, GA 31709
www.gsw.edu
t: (877) 871-4594
Hot Glass Studio, Casting and
Kilnforming, Coldworking

Gerrit Rietveld Academie
Glass Program

Fred. Roeskestraat 96
Amsterdam, Netherlands
www.gerritrietveldacademie.nl
t: +31 20 571 1600
Hot Glass Studio, Casting and
Kilnforming, Coldworking

The Glass and Ceramic
School on Bornholm

Stenbrudsvej 43
Nexø, Denmark
www.glasogkeramikskolen.dk
t: +45 4170 1970
bornholm@kadk.dk
Hot Glass Studio, Casting and
Kilnforming, Stained Glass &
Imagery, Coldworking

Haliburton School of the Arts:
Fleming College
297 College Drive
Haliburton, Ontario
Canada
www.flemingtoncollege.ca/school/
haliburton-school-of-art-and-design
t: (705) 457-1680
Hot Glass Studio, Flameworking,
Casting and Kilnforming, Stained
Glass & Imagery, Coldworking

Harrisburg Area
Community College

1 HACC Drive
Harrisburg, PA 17110
www.hacc.edu
t: (800) 222-4222
smwillia@hacc.edu
Hot Glass Studio, Casting and
Kilnforming, Stained Glass &
Imagery, Coldworking

University of Hartford

200 Bloomfield Avenue
West Hartford, CT 06117
www.hartfordartschool.org
t: (860) 768-4393
artschool@hartford.edu
Hot Glass Studio, Coldworking

Hong Kong Baptist University,
Academy of Visual Arts
5 Hereford Road
Kowloon, Hong Kong
China
https://ava.hkbu.edu.hk/joomla
t: 3411 8282
va@hkbu.edu.hk
Hot Glass Studio, Flameworking,
Casting and Kilnforming,
Coldworking

Illinois State University
at Normal

100 N University Street
Normal, IL 61761
https://finearts.illinoisstate.edu/
art-studios/glass
t: (309) 438-2181
admissions@illinoisstate.edu
Hot Glass Studio, Flameworking,
Casting and Kilnforming,
Coldworking

Jacksonville University

2800 University Boulevard N
Jacksonville, FL 32211
www.ju.edu/glass
t: (904) 256-7374
bfrus@ju.edu
Hot Glass Studio, Casting and
Kilnforming, Coldworking
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Kent State University

325 Perrace Drive, Room 202
Kent, OH 44242
www.kent.edu/art
t: (330) 672-9314
debanks@kent.edu
Hot Glass Studio, Flameworking,
Casting and Kilnforming,
Coldworking

Konstfack University of Arts,
Crafts and Design
Box 3601
Stockholm, S-126 27
Sweden
www.konstfack.se/en/education/
masters-degree-programmes/
CRAFT/ceramics-and-glass
t: +46 8 450 41 08
matt.smith@konstfack.se
Hot Glass Studio, Casting and
Kilnforming, Stained Glass &
Imagery, Coldworking

Kookmin University,
Graduate School of Design

77 Jeongneung-Ro
Seoul, 02707
South Korea
https://gsd.kookman.ac.kr/site/
course/glass.htm
t: +82 2 910 5833
krkim202@hanmail.net
Hot Glass Studio, Casting and
Kilnforming, Coldworking

Longwood College

201 High Street
Farmville, VA 23909
www.longwood.edu/art/
t: (434) 395-2000
Stained Glass & Imagery

Massachusetts College of
Art and Design

621 Huntington Avenue
Boston, MA 02115
https://massart.edu
t: (617) 879-7000
asrinivasan@massart.edu
Hot Glass Studio, Flameworking,
Casting and Kilnforming, Stained
Glass & Imagery, Coldworking

Meisei University

2 Chome−1-1
Tokyo, Japan
www.meisei-u.ac.jp
t: +81 42-591-5111
Hot Glass Studio, Coldworking
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Morley College

61 Westminster Bridge Road
London, Englad
United Kingdom
www.morleycollege.ac.uk
t: 020 7450 1889
Stained Glass & Imagery

Ohio State University

281 W Lane Ave
Columbus, OH 43210
www.art.osu.edu
t: (614) 292-5072
art@osu.eduHot Glass
Hot Glass Studio, Flameworking,
Casting and Kilnforming, Stained
Glass & Imagery, Coldworking

Ohlone College

39399 Cherry Street
Newark, CA 94560
www.ohlone.edu
t: (510) 742-2300
Flameworking, Casting and
Kilnforming, Stained Glass &
Imagery

Osaka University of Art

469 Higashiyama
Osaka, Japan
www.osaka-geidai.ac.jp
t: +81 721-93-3781
Hot Glass Studio, Casting and
Kilnforming, Coldworking

Palomar College

1140 W Mission Rd.
San Marcos, CA 92069
www.palomar.edu/art
t: (760) 744-1150 ext. 2302
mhernandez2@palomar.edu
Hot Glass Studio, Casting and
Kilnforming, Coldworking

Real Fabrica Cristales de
La Granja - Fundación Centro
Nacional del Vidrio
Paseo del Pocillo 1
San Ildefonso
Spain
https://realfabricadecristales.es
t: +34 921 010 700
rfc@realfabricadecristales.es
Hot Glass Studio, Casting &
Kilnforming, Coldworking

Red Deer College

100 College Blvd.
Red Deer, Alberta
Canada
www.rdc.ab.ca
t: (403) 342-3400
inquire@rdc.ab.ca
Hot Glass Studio, Flameworking,
Casting & Kilnforming, Coldworking

Rhode Island School of
Design

2 College Street
Providence, RI 02903
www.risd.edu
t: (401) 454-6100
jprince@risd.edu
Hot Glass Studio, Casting and
Kilnforming, Coldworking

Riksglasskolan, The National
School of Glass in Orrefors
Pukeberganasväg 59
Orrefors, 38234
Sweden
www.riksglasskolan.se
t: +46 481 456 63
info@riksglasskolan.se
Hot Glass Studio, Flameworking,
Casting and Kilnforming,
Coldworking

Rochester Institute of
Technology

One Lomb Memorial Drive
Rochester, NY 14623
www.cias.rit.edu
t: (585) 475‑2650
dassac@rit.edu
Hot Glass Studio, Casting and
Kilnforming, Coldworking

Royal College of Art

Kensington Gore
London, England
www.rca.ac.uk
t: +44 20 7590 4444
Hot Glass Studio, Casting and
Kilnforming, Coldworking

glass lathe area, a four-bench hot
shop for glassblowing, coldworking
area, kiln studio, fabrication studio,
a shared studio space, and a gallery.
The Scientific Glass Technology
program—which prepares
students to fabricate scientific
glass apparatus for research and
industry—is the only degreegranting program in the United
States fully devoted to the
development of this unique and
in-demand skill. Graduates work
throughout the U.S. and abroad
using this specialized skill.
The Glass Art program focuses on
using the material creatively and
learning a variety of glass
processes. A handful of institutions
offer glass art; however, Salem’s
program is unique with its intense
focus on flameworking, a process
others do not address. Graduates
transfer to bachelor in fine arts
programs, start their own creative
glass businesses, work at a variety
of art institutions, work as artist
assistants, and teach.
Hot Glass Studio, Flameworking,
Casting and Kilnforming,
Coldworking

Salisbury University

1101 Camden Avenue
Salisbury, MD 21801
www.salisbury.edu
t: (410) 543-6270
adsnee@salisbury.edu
Hot Glass Studio, Coldworking

San Jose State University

Salem Community College
Glass Education Center
460 Hollywood Avenue
Carneys Point, NJ 08069
www.salemcc.edu/glass
t: (856) 351-2716
admissions@salemcc.edu

Salem Community College’s new
Samuel and Jean Jones Glass
Education Center houses its
Scientific Glass Technology and
Glass Arts programs, and hosts a
variety of workshops and events
including the International
Flameworking Conference.
The Center includes a
15,000-square-foot studio/lab
named in honor of world-renowned
artist Paul J. Stankard, a Salem
distinguished alumnus. The facility
features two flameworking labs
with 42 bench torch stations, a

1 Washington Square
San Jose, CA 95112
www.sjsu.edu
t: (408) 924-1000
art@sjsu.edu
Hot Glass Studio, Casting and
Kilnforming, Coldworking

Santa Monica College

1900 Pico Boulevard
Santa Monica, CA 90405
www.smc.edu
t: (310) 434-4000
art@smc.edu
Hot Glass Studio, Casting and
Kilnforming, Coldworking

Shasta College

11555 Old Oregon Trail
Redding, CA 96003
www.sjastacollege.edu/art/
t: (530) 242-7500
info@shastacollege.edu
Hot Glass Studio, Casting and
Kilnforming, Stained Glass &
Imagery, Coldworking

Sheridan College Glass Studio
1430 Trafalgar Rd.
Oakville, Ontario
Canada
https://academics.sheridancollege.
ca/programs/bachelor-of-craftand-design-glass
t: (905) 845-9430
infosheridan@sheridancollege.ca
Hot Glass Studio, Flameworking,
Casting and Kilnforming,
Coldworking

Southern Illinois University
- Carbondale

1100 South Normal Avenue
Carbondale, IL 62901
https://cola.siu.edu/artanddesign/
undergraduate/specializations/
glass.php
t: (618) 453-4315
jiyong@siu.edu
Hot Glass Studio, Casting and
Kilnforming, Coldworking

Sydney College of the Arts
Kirkbride Way
Lilyfield, 2040
Australia
www.usyd.edu.au/sca
t: +61 2 9351 2222
jane.gavan@sydney.edu.au or
andrew.lavery@sydney.edu.au
Hot Glass Studio, Casting and
Kilnforming, Coldworking

Tidewater Community
College Visual Arts Center

340 High Street
Portsmouth, VA 23704
www.tcc.edu/visarts/
t: (757) 822-1122 or (757) 822-1889
cmitchell@tcc.edu
Hot Glass Studio, Casting and
Kilnforming, Stained Glass &
Imagery, Coldworking

Toyama City Institute of
Glass Art

80 Nishikanaya
Toyama, Japan
www2.ocn.ne.jp
t: +81 76-436-2973
Hot Glass Studio, Flameworking,
Casting and Kilnforming,
Coldworking

Tulane University

6823 St. Charles Avenue
New Orleans, LA 70118
https://tulane.edu
t: (504) 865-5000
cstock@tulane.edu
Hot Glass Studio, Casting and
Kilnforming, Coldworking

Tyler School of Art

2001 N. 13th Street
Philadelphia, PA 19122
www.tyler.temple.edu
t: (215) 280-6521
jjulius@temple.edu
Hot Glass Studio, Flameworking,
Casting and Kilnforming, Stained
Glass & Imagery, Neon

Universidade de Lisboa,
VICARTE

R. Branca Edmée Marques
Lisboa, Portugal
www.vicarte.org
t: +351 21 796 7624
Hot Glass Studio, Flameworking,
Casting and Kilnforming,
Coldworking

The University College
for the Creative Arts

Falkner Rd
Farnham, England
www.ucreative.ac.uk
t: +44 1252 722441
Hot Glass Studio, Casting and
Kilnforming, Coldworking

University of the Arts

320 S. Broad Street
Philadelphia, PA 19102
www.uarts.edu
t: (215) 717-6030
wvaldez@uarts.edu
Hot Glass Studio, Flameworking,
Casting and Kilnforming, Stained
Glass & Imagery, Coldworking

University of Hawaii - Manoa
2535 McCarthy Mall
Honolulu, HI 96822
https://hawaii.edu/art/
t: (808) 956-8251
rlmills@hawaii.edu
Hot Glass Studio, Coldworking

University of Louisville

100 E. Main Street
Louisville, KY 40202
https://louisville.edu
t: (502) 852-6794
che.rhodes@louisville.edu
Hot Glass Studio, Coldworking

University of Miami

1320 S Dixie Hwy
Coral Gables, FL 33146
https://art.as.miami.edu
t: (305) 284-2542
j.efrein@miami.edu
Casting and Kilnforming,
Coldworking

University of Nebraska
at Kearney

2504 9th Avenue
Kearney, NE 68849
www.unk.edu
t: (308) 865-8353
hartmanmd@unk.edu
Hot Glass Studio, Casting and
Kilnforming, Coldworking

University of South Australia
101 Currie St
Adelaide, SA 5001
Australia
www.unisa.edu.au
t: +61 8 8302 6611
Hot Glass Studio, Casting and
Kilnforming, Coldworking

University of Sunderland
Chester Road
Sunderland
United Kingdom
www.sunderland.ac.uk
t: +44 (0)191 515 2000
Hot Glass Studio, Casting and
Kilnforming, Coldworking

University of Texas at
Arlington Dept. of Art

810 South Davis
Arlington, TX 76019
www.uta.edu/art/
t: (817) 272-2891
ginsberg@uta.edu
Flameworking, Casting and
Kilnforming, Coldworking

University of Wisconsin Madison

455 North Park Street
Madison, WI 53706
www.art.wisc.edu
t: (608) 616-2594
helen.lee@wisc.edu
Hot Glass Studio, Flameworking,
Casting and Kilnforming,
Coldworking, Neon

University of Wisconsin River Falls
410 S. 3rd Street
River Falls, WI 54022
www.uwrf.edu/art
t: (715) 425-3911
eoin.breadon@uwrf.edu
Hot Glass Studio, Casting and
Kilnforming, Stained Glass &
Imagery, Coldworking

West Dean College

South Downs National Park
West Sussex, England
www.westdean.org.uk
t: +44 1243 811301
Flameworking, Casting and
Kilnforming, Stained Glass &
Imagery

non-degree
education
programs
USA
ALABAMA

Coastal Arts Center of
Orange Beach

26389 Canal Road
Orange Beach, AL 36561
www.coastalartscenter.com
t: (251) 981-2787
Hot Glass Studio, Flameworking,
Casting & Kilnforming

The Hot Shop at the Orange
Beach Arts Center

26389 Canal Road
Orange Beach, AL 36561
www.orangebeachal.gov/facilities/
art-center/hot-shop/classes
t: (251) 981-2787
helpdesk@orangebeach
artcenter.com
Hot Glass Studio
ALASKA

Beadventures

2415 La Honda Drive
Anchorage, AK 99517
www.beadventures.com
t: (907) 258-2332
cheryl@beadventures.com
Flameworking

Expressions in Glass

1922 Pegers Road, Suite A
Fairbanks, AK 99709
www.expressionsinglass.net
t: (907) 474-3923
info@expressionsinglass.net
Flameworking, Stained Glass &
Imagery

Virginia Commonwealth
University

1000 West Broad Street, Room 239
Richmond, VA 23284
https://arts.vcu.edu/craft
t: (804) 828-1477
crafts@vcu.edu
Hot Glass Studio, Flameworking,
Casting and Kilnforming,
Coldworking
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ARIZONA

Antonius Glass Studios

2118 Old Kettle Drive
Prescott, AZ 86305
www.antoniusstudios.com
t: (928) 445-0905
antoniusstudios@gmail.com
Hot Glass Studio, Casting &
Kilnforming, Coldworking

Expressions Art Glass

glass quarterly guide

Arkansas Craft School

101 N Peabody Avenue
Mountain View, AR 72560
www.arkcraftschool@gmail.com
t: (870) 269-8397
arkcraftschool@gmail.com
Stained Glass & Imagery

CONNECTICUT

The Bay Area Glass Institute

Brookfield Craft Center

8002 E. Broadway Blvd
Tucson, AZ 85710
www.expressionsartglass.com
t: (520) 886-7720
jenexpressions@gmail.com
Casting & Kilnforming, Stained
Glass & Imagery

Kachina Stained Glass

Bullseye Glass Resource
Center - Bay Area

The Melting Point

1449 West State Route 89A
Sedona, AZ 86336
https://sedonaglassblowing.com
t: (928) 554-4754
https://sedonaglassblowing.com/
contact-us-hours/
Hot Glass Studio, Flameworking,
Casting & Kilnforming

Mesa Arts Center

1 East Main Street
Mesa, AZ 85201
www.mesaartscenter.com
t: (480) 644-6500
developmentdirector@
mesaartscenter.com
Hot Glass Studio, Flameworking,
Casting & Kilnforming, Stained
Glass & Imagery, Coldworking

Sonoran Glass School

633 W. 18th Street
Tucson, AZ 85701
www.sonoranglass.org
t: (520) 884-7814
info@sonoranglass.org
Hot Glass Studio, Flameworking,
Casting & Kilnforming, Coldworking
ARKANSAS

Arkansas Art Center

2510 Cantrell Road P.O. Box 2137
Little Rock, AR 72203
www.arkansasartscenter.org
t: (501) 372-4000
Stained Glass & Imagery
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918 N Garfield Ave
Loveland, CO 80537
www.daggettglass.com
t: (970) 667-8073
danieldaggettglass@gmail.com
Hot Glass Studio, Coldworking

CALIFORNIA

1650 Senter Road
San Jose, CA 95112
www.bagi.org
t: (408) 993-2244
studio@bagi.org
Hot Glass Studio, Flameworking,
Casting & Kilnforming, Coldworking

1762 S Greenfield Road
Mesa, AZ 85206
www.kachinastainedglass.com
t: (480) 655-2000
alan@kachinastainedglass.com
Stained Glass & Imagery

Daggett Glass Studio

4514 Hollis Street
Emeryville, CA 94608
www.bullseyeglass.com
t: (510) 595-1318
bayarea@bullseyeglass.com
Flameworking, Casting &
Kilnforming, Stained Glass &
Imagery, Coldworking

Bullseye Glass Resource
Center - Los Angeles

143 Pasadena Avenue, Suite B
South Pasadena, CA 91030
www.bullseyeglass.com
t: (323) 679-4263
losangeles@bullseyeglass.com
Flameworking, Casting &
Kilnforming, Stained Glass &
Imagery, Coldworking

The Crucible

1260 7th Street
Oakland, CA 94607
www.thecrucible.org
t: (510) 444-0919
Hot Glass Studio, Casting &
Kilnforming, Fusing, Stained Glass
& Imagery, Coldworking

Los Angeles Glass Center
141 Penn Street
El Segundo, CA 90245
https://laglasscenter.com
t: (310) 462-9723
info@laglasscenter.com
Hot Glass Studio

286 Whisconier Road, Route 25
Brookfield, CT 06804
www.brookfieldcraft.org
t: (203) 775-4526
info@brookfieldcraft.org
Flameworking, Casting &
Kilnforming

Buck’s Rock Performing
and Creative Arts Camp

59 Buck's Rock Road
New Milford, CT 06776
www.bucksrockcamp.com
t: (860) 354-5030
bucksrock@bucksrockcamp.com
Hot Glass Studio, Flameworking,
Coldworking
DELAWARE

Center for Creative Arts

410 Upper Snuff Mill Row
Yorklyn, DE 19707
www.ccarts.org
t: (302) 239-2434
info@ccarts.org
Casting & Kilnforming, Stained
Glass & Imagery
FLORIDA

First City Art Center

1060 N Guillemard Street
Pensacola, FL 32501
www.firstcityart.org
t: (850) 429-1222
info@firstcityart.org
Hot Glass Studio, Flameworking,
Casting & Kilnforming, Stained
Glass & Imagery

Hollywood Hot Glass

COLORADO

One Young Circle
Hollywood, FL 33020
www.hollywoodhotglass.com
t: (954) 732-7231
info@hollywoodhotglass.com
Hot Glass Studio

Colorado Springs School

Morean Arts Center

21 Broadmoor Avenue
Colorado Springs, CO 80906
www.css.org
t: (719) 475-9747
hwolfe@css.org
Flameworking, Casting &
Kilnforming

719 Central Ave
St. Petersburg, FL 33701
www.moreanartscenter.org
t: (727) 822-7872 ext.2210
jonathan.harrison@
moreanartscenter.org
Hot Glass Studio, Casting &
Kilnforming, Coldworking

GEORGIA

Flame Tree Glass, Inc.
850 Warsaw Rd
Roswell, GA 30075
http://flametreeglass.com
t: (678) 795-1702
Flameworking
ILLINOIS

Cedarhurst Center
for the Arts

2600 Richview Road
Mount Vernon, IL 62864
www.cedarhurst.org
t: (618) 242-1236
mitchellmuseum@cedarhurst.org
Casting & Kilnforming, Stained
Glass & Imagery

The Chicago Mosaic School

1127 West Granville Avenue
Chicago, IL 60660
https://chicagomosaicschool.org
t: (773) 975-8966
info@chicagomosaicschool.com
Casting & Kilnforming, Stained
Glass & Imagery

Firebird Community Arts

2651 W Lake Street
Chicago, IL 60612
https://firebirdcommunityarts.org
t: (773) 907-0841
info@firebirdcommunityarts.org
Hot Glass Studio

Ignite Glass Studios

401 N Armour Street
Chicago, IL 60642
www.igniteglass.com
t: (312) 465-2389
info@igniteglass.com
Hot Glass Studio, Casting &
Kilnforming, Coldworking

Lightwriters Neon

834 Bach Street
Northbrook, IL 60062
www.lightwriters.com
t: (847) 291-4160
jaf@lwt.net
Neon
INDIANA

Bloomington Creative
Glass Center

229 W Grimes Lane
Bloomington, IN 47403
https://bloomingtoncreative
glasscenter.org
t: (812) 369-4777
bcgcglass@gmail.com
Hot Glass Studio, Flameworking,
Casting & Kilnforming, Stained
Glass & Imagery

Indianapolis Art Center

820 East 67th Street
Indianapolis, IN 46220
www.indplsartcenter.org/glass
t: (317) 255-2464
info@indplsartcenter.org
KENTUCKY

Flame Run

815 W Market Street
Louisville, KY 40202
www.flamerun.com
t: (502) 584-5353
Hot Glass Studio
LOUISIANA

New Orleans GlassWorks &
Printmaking Studio

727 Magazine Street
New Orleans, LA 70130
www.neworleansglassworks.com
t: (504) 529-7279
neworleansglassworks@gmail.com
Hot Glass Studio, Flameworking,
Stained Glass & Imagery

Yaya, Inc.

3322 LaSalle St.
New Orleans, LA 70115
https://yayainc.org
t: (504) 529-3306
meg@yayainc.com
Hot Glass Studio, Flameworking,
Casting & Kilnforming
MAINE

Haystack Mountain School
of Crafts

MASSACHUSETTS

Diablo Glass School

123 Terrace Street
Boston, MA 02120
www.diabloglassschool.com
t: (617) 442-7444
info@diabloglassschool.com
Hot Glass Studio, Flameworking,
Casting & Kilnforming, Stained
Glass & Imagery

Fiamma Glass

86 Maple Street
Waltham, MA 02453
https://fiammaglass.com
t: (617) 875-8649
fiammaglass@gmail.com
Flameworking, Casting &
Kilnforming

NOCA Glass School

147 Sherman Street
Cambridge, MA 02140
https://nocaglassschool.com
t: (617) 245-0350
nocaglassschool@gmail.com
Hot Glass, Flameworking, Casting
& Kilnforming
77 Massachusetts Avenue
Cambridge, MA 02139
https://glasslab.scripts.mit.edu
t: (617) 253-1000 or (617) 253-5309
glassblowing-request@mit.edu or
pbhouk@mit.edu
Hot Glass Studio, Coldworking

Snow Farm: The New England
Craft Program
5 Clary Road
Williamsburg, MA 01096
www.snowfarm.org
t: (413) 268-3101
info@snowfarm-art.org
Hot Glass Studio, Flameworking,
Casting & Kilnforming, Stained
Glass & Imagery, Coldworking

MARYLAND

Worcester Center for Crafts

7300 MacArthur Boulevard
Glen Echo, MD 20812
https://glenechoglassworks.com
t: (301) 634-2280
info@glenechoglassworks.com
Hot Glass Studio, Casting &
Kilnforming

Washington Glass School

3700 Otis Street
Mt. Rainier, MD 20712
https://washingtonglassschool.com
t: (202) 744-8222
erwin@washglass.com
Casting & Kilnforming, Coldworking

3380 East Jolly Rd.
Lansing, MI 48910
www.delphiglass.com
t: (800) 248-2048
sales@delphiglass.com
Flameworking, Casting &
Kilnforming, Stained Glass &
Imagery

Flint Institute of the Arts

1120 East Kearsley Street
Flint, MI 48503
https://flintarts.org
t: (810) 234-1695
bswanson@flintarts.org
Hot Glass Studio, Flameworking

Glass Academy

25331 Trowbridge Street
Dearborn, MI 48124
www.glassacademy.com
t: (313) 561-4527
Hot Glass Studio

MIT Glass Lab

P.O. Box 518
Deer Isle, ME 04627
www.haystack-mtn.org
t: (207) 348-2306
haystack@haystack-mtn.org
Hot Glass Studio, Flameworking,
Casting & Kilnforming, Coldworking

Glen Echo Glassworks

Delphi Glass

25 Sagamore Road
Worcester, MA 01605
www.worcestercraftcenter.org
t: (508) 753-8183 ext. 2
wccregistration@worcester.edu
Hot Glass Studio, Flameworking,
Casting & Kilnforming, Coldworking
MICHIGAN

Art Works

106 N Michigan Avenue
Big Rapids, MI 49307
www.artworksinbigrapids.org
t: (231) 796-2420
artworksinbr@gmail.com
Stained Glass & Imagery

Water Street Glassworks

140 Water Street
Benton Harbor, MI 49022
https://waterstreetglassworks.com
t: (269) 925-5555
Hot Glass Studio, Flameworking,
Casting & Kilnforming
MINNESOTA

American Swedish Institute
2600 Park Avenue
Minneapolis, MN 55407
www.asimn.org
t: (612) 871-4907
info@asimn.org
Casting & Kilnforming

Foci Minnesota Center for
Glass Arts

2213 Snelling Avenue
Minneapolis, MN 55404
www.mnglassart.org
t: (612) 759-8476
contact@mnglassart.org
Hot Glass Studio, Flameworking,
Neon, Casting & Kilnforming,
Coldworking
NEW JERSEY

Carlisle School of Glass Art
Ox-Bow School of Art and
Artists’ Residency
3435 Rupprecht Way
Saugatuck, MI 49453
www.ox-bow.org
t: (800) 318-3019
ox-bow@saic.edu

Ox-Bow is an art school and
residency program that offers
glass courses and studio time for
beginning to advanced students.
Students work closely alongside
artists from across the country
with world-class instructors. The
courses range in focus from the
functional to the sculptural; from
traditional to contemporary; from
representational to conceptual.
During intensive and immersive
one- and two-week courses in our
open-air studio, students delve
deeply into their practices. Ox-Bow
is located 2.5 hours from Chicago
on a lagoon alongside Lake
Michigan. Housing or commuting
options are available.
Hot Glass Studio, Coldworking

412 S Wade Blvd, Building #7
Millville, NJ 08332
www.carlisleschoolofglassart.com
t: (800) 922-1167
carlisle@carlislemachine.com
Flameworking

GlassRoots

10 Bleeker Street
Newark, NJ 07102
www.glassroots.org
t: (973) 353-9555
info@glassroots.org
Hot Glass Studio, Flameworking,
Casting & Kilnforming

Morris County School
of Glass

89 Whippany Road
Morristown, NJ 07960
www.mcsog.com
t: (973) 734-0900
info@mcsog.com
Hot Glass Studio, Coldworking,
Mosaic

WheatonArts

1501 Glasstown Road
Millville, NJ 08332
https://wheatonarts.org
t: (856) 825-6800
mail@wheatonarts.org
Hot Glass Studio, Flameworking,
Casting & Kilnforming
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NEW MEXICO

Bullseye Glass Resource
Center - Santa Fe
805 Early Street, Building E
Santa Fe, NM 87505
www.bullseyeglass.com
t: (505) 467-8951
santafe@bullseyeglass.com
Flameworking, Casting &
Kilnforming, Stained Glass &
Imagery, Coldworking
NEW YORK

Adirondack Folk School

51 Main Street
Lake Luzerne, NY 12846
www.adirondackfolkschool.org
t: (518) 696-2400
info@adirondackfolkschool.org
Stained Glass & Imagery

Brooklyn Glass

142 13th Street
Brooklyn, NY 11215
www.brooklyglass.com
t: (718) 569-2110
info@brooklynglass.com
Hot Glass Studio, Flameworking,
Neon, Coldworking

Bullseye Glass Resource
Center - New York, NY

115 Hoyt Avenue
Mamaroneck, NY 10543
www.bullseyeglass.com
t: (914) 835-3794
newyork@bullseyeglass.com
Flameworking, Casting &
Kilnforming, Stained Glass &
Imagery, Coldworking
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UrbanGlass is a leading resource
for both aspiring and established
artists wishing to create with glass.
We foster innovative art and
advance the use and appreciation
of glass as a creative medium.
UrbanGlass is a comprehensive
public-access studio with an
extensive education program.
Areas of study include hot glass
casting and glassblowing,
flameworking, bead-making,
stained glass, kilnforming and kiln
casting, and coldworking and
mosaics. Classes and private
lessons are available to the public
throughout the year and offer
opportunities for beginners and
advanced artists alike. Our
state-of-the-art studios are also
available for rent, making it easy
for students and professionals to
continue creating with glass.
Hot Glass Studio, Flameworking,
Neon, Casting & Kilnforming,
Stained Glass & Imagery,
Coldworking

NORTH CAROLINA

The ArtsCenter

300-G East Main Street
Carrboro, NC 27510
www.artscenterlive.org
t: (919) 929-2787
jmiller@artscenterlive.org
Stained Glass & Imagery

The Corning Museum
of Glass Studio

1 Museum Way
Corning, NY 14830
www.cmog.org/glassmaking/studio
t: (607) 438-5100
thestudio@cmog.org
Hot Glass Studio, Flameworking,
Casting & Kilnforming, Stained
Glass & Imagery, Coldworking

UrbanGlass

647 Fulton Street
Brooklyn, NY 11217
www.urbanglass.org
t: (718) 625-3685
info@urbanglass.org
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transformative. Educational
options range from 30-minute
workshops to full 8-week courses
in both our hot and flame shops.
Our low-cost shared studios are
available to rent for individuals or
groups. And our gallery showcases
the finest work from undiscovered
to established glass artists in
western North Carolina.
Hot Glass Studio, Flameworking,
Coldworking

Penland School of Craft

67 Doras Trail
Penland, NC 28765
https://penland.org
t: (828) 765-2359
info@penland.org
Hot Glass Studio, Flameworking,
Casting & Kilnforming

STARworks Glass

100 Russell Drive
Star, NC 27356
https://starworksnc.org/glass
t: (910) 428-9001
contact@starworksnc.org
Hot Glass Studio, Casting &
Kilnforming
OHIO

Delaware County
Cultural Arts Center
(aka The Arts Castle)
190 W Winter Street
Delaware, OH 43065
www.artscastle.org
t: (740) 369-2787
info@artscenter.org
Stained Glass & Imagery

Firenation Glass Studio
and Gallery
North Carolina Glass Center
140C Roberts Street
Asheville, NC 28801
www.ncglasscenter.org
t: (828) 505-3552
info@ncglasscenter.org

North Carolina Glass Center is
dedicated to education, exploration,
and collaboration in all forms of
glass. NCGC is a nonprofit, publicaccess glass studio and gallery
providing a space for everyone who
is inspired to learn. Whether you
are a student touching glass for the
first time or an experienced maker
looking to refine your skills, we
have a space for you. We provide a
warm, positive, safe environment
to explore your creative side and
experience a material that can be

7166 Front Street
Holland, OH 43528
www.firenation.com
t: (419) 866-6288
sales@firenation.com
Hot Glass Studio

Glass Axis

610 W Town Street
Columbus, OH 43215
https://glassaxis.org
t: (614) 291-4250
hello@glassaxis.org
Hot Glass Studio, Flameworking,
Casting & Kilnforming, Stained
Glass & Imagery,Mosaic

Toledo Museum of Art Glass
Pavilion

2445 Monroe St
Toledo, OH 43620
www.toledomuseum.org/
glass-pavilion
t: (419) 255-8000
information@toledomuseum.org
Hot Glass Studio, Flameworking,
Casting & Kilnforming, Coldworking
OREGON

Bullseye Glass Resource
Center - Portland

3610 SE 21st Avenue
Portland, OR 97202
www.bullseyeglass.com
t: (503) 227-2797
portland@bullseyeglass.com
Flameworking, Casting &
Kilnforming, Stained Glass &
Imagery, Coldworking

Eugene Glass School

784 South Bertelsen Road, Unit A
Eugene, OR 97402
https://eugeneglassschool.org
t: (541) 342-2959
info@eugeneglassschool.org
Flameworking, Casting &
Kilnforming
PENNSYLVANIA

ArtsQuest Glass Studio Banana Factory Arts Center

25 W Third Street Suite 300
Bethlehem, PA 18015
www.bananafactory.org/about/
our-studios/artsquest-glass-studio/
t: (610) 332-1300
dgardner@artsquest.org
Hot Glass Studio, Casting &
Kilnforming

in learning more about glass come
here to take a class, explore the
contemporary glass gallery, and
watch live hot glass demonstrations.
We pride ourselves on providing
exceptional resources and instruction
to expand the skills and knowledge
of our students and artists.
Hot Glass Studio, Flameworking,
Casting & Kilnforming, Coldworking

WISCONSIN

CANADA

Bergstrom-Mahler Museum
of Glass

Blown Away Glass Studio

TENNESSEE

The Clearing Folk School

Appalachian Center for Craft

1560 Craft Center Dr
Smithville, TN 37166
www.tntech.ed/craftcenter
t: (931) 372-3101
druzinsky@tntech.edu
Hot Glass Studio, Flameworking,
Casting & Kilnforming, Coldworking

Arrowmont School of
Arts and Crafts

556 Parkway
Gatlinburg, TN 37738
www.arrowmont.org
t: (865) 436-5860
info@arrowmont.org
Flameworking, Casting &
Kilnforming, Coldworking

5472 Penn Avenue
Pittsburgh, PA 15206
www.pittsburghglasscenter.org
t: (412) 365-2145
glassinfo@pittsburghglasscenter.
org
The Pittsburgh Glass Center is a
public-access school, gallery, and
state-of-the-art glass studio
dedicated to teaching, creating,
and promoting glass art. Worldrenowned glass artists come here
to make glass art. People interested

12171 Garrett Bay Road
Ellison Bay, WI 54210
www.theclearing.org/wp
t: (920) 854-4088
Stained Glass & Imagery
WYOMING

Art Association of
Jackson Hole

240 S Glenwood Street
Jackson, WY 83001
www.artassociation.org
t: (307) 733-6379
https://artassociation.org/info/
contact-us/
Flameworking, Casting &
Kilnforming, Coldworking

TEXAS

SiNaCa Studios

1013 W Magnolia Ave
Fort Worth, TX 76104
www.sinacastudios.org
t: (817) 899-0024
info@sinacastudios.org
Hot Glass Studio, Flameworking,
Casting & Kilnforming, Coldworking
VIRGINIA

Chrysler Museum Glass Studio
745 Duke Street
Norfolk, VA 23510
www.chrysler.org
t: (757) 333-6299
Hot Glass Studio, Flameworking,
Casting & Kilnforming, Coldworking

Pittsburgh Glass Center

165 N Park Avenue
Neenah, WI 54956
www.bmmglass.com
t: (920) 751-4658
answers@bmmglass.com
Flameworking, Casting &
Kilnforming, Coldworking

WASHINGTON

Hilltop Artists

PO Box 6829
Tacoma, WA 98417
https://hilltopartists.org
t: (253) 571-7747
info@hilltopartists.org
Hot Glass, Flameworking

Pilchuck Glass School

1201 316th St NW
Stanwood, WA 98292
t: (360) 445-3111
info@pilchuck.com
Hot Glass Studio, Flameworking,
Casting & Kilnforming, Stained
Glass & Imagery, Coldworking

INTERNATIONAL
AUSTRALIA

Canberra Glassworks

11 Wentworth Ave
Kingston, ACT 2604
Australia
www.canberraglassworks.com
t: +61 2 6260 7005
contactus@canberraglassworks.com
Hot Glass Studio, Flameworking,
Neon, Casting & Kilnforming,
Coldworking

JamFactory Contemporary
Craft and Design

19 Morphett Street
Adelaide, SA 5000
Australia
www.jamfactory.com.au
t: (08) 8410 0727
contact@jamfactory.com.au
Hot Glass Studio, Flameworking,
Coldworking

Sallie Portnoy Glass &
Ceramics

Queenscliff, Sydney
Australia
www.sallieportnoyglass.com
t: 0418 279 518
art@sallieportnoyglass.com.au
Hot Glass Studio, Casting &
Kilnforming, Coldworking

6506 Wellington Road 7
Elora, ON
Canada
www.blownawayglassstudio.com
t: (519) 846-8268
tk@blownawayglassstudio.com
Hot Glass Studio, Coldworking

Espace VERRE

1200, rue Mill
Montreal, QC H3K 2B3
Canada
https://espaceverre.qc.ca
t: (514) 933-6849
info@espaceverre.qc.ca
Hot Glass Studio, Flameworking,
Casting & Kilnforming, Coldworking,
Stained Glass & Imagery

Living Arts Centre

4141 Living Arts Drive
Mississauga, ON
Canada
www.livingartscentre.ca
t: (905) 306-6000
Hot Glass Studio, Flameworking,
Casting & Kilnforming, Coldworking

Terminal City Glass Co-op

1191 Parker Street
Vancouver, BC
Canada
www.terminalcityglass.com
t: (604) 253-2667
info@terminalcityglass.com
Hot Glass Studio, Flameworking,
Coldworking
DENMARK

Anla Glas

Nørreskov Bakke 107
Silkeborg, 8600
Denmark
www.anlaglas.com
t: +45 86 80 42 88
shop@anlaglas.com
Flameworking, Casting &
Kilnforming, Stained Glass &
Imagery
FRANCE

Le Centre International
Du Vitrail
5, rue du Cardinal Pie
Chartres, France
www.centre-vitrail.org
t: +33 (0)2 37 21 65 72
contact@centre-vitrail.org
Stained Glass & Imagery

MusVerre Sars-Poteries
Atelier du Verre

76, rue du Général-de-Gaulle BP2
Sars-Poteries, 59216
France
https://musverre.lenord.fr
t: +33 (0) 3 59 73 16 16
musverre@lenord.fr
Hot Glass Studio, Casting &
Kilnforming, Stained Glass &
Imagery, Coldworking
GERMANY

Berlin Glas

Provinzstrasse 42a
Berlin, 13409
Germany
https://berlinglgas.org
t: +49 (0) 177 371 4480
info@berlinglas.org
Hot Glass Studio, Casting &
Kilnforming, Stained Glass &
Imagery, Coldworking

Bild-Werk Frauenau

Moosaustraße 18a
Frauenau, 94258
Germany
www.bildwerkfrauenau.de
t: +49 (0) 9926 / 18 08 95
info@bild-werk-frauenau.de
Hot Glass Studio, Flameworking,
Casting & Kilnforming, Coldworking

Staatliche Berufsfachschule
für Glas und Schmuck
Dürerweg 5
Kaufbeuren-Neugablonz, 87600
Germany
berufsfachschule-neugablonz.de
t: +49 (0) 8341-96123-0
mail@berufsfachschule-neugablonz.de
Stained Glass & Imagery

Tiffany Glaskunst GmbH
Helleforthstr. 18-20
Schloss Holte, 33758
Germany
www.tgk.de
t: (+49) 5207-9128-0
info@tgk.de
Hot Glass Studio, Casting &
Kilnforming, Stained Glass &
Imagery, Coldworking
ISRAEL

Bezalel Academy of Art
& Design

Martin Buber St 1
Jerusalem, Israel
www.bezalel.ac.il
t: 02-5893333
mail@bezalel.ac.il
Hot Glass Studio, Casting &
Kilnforming, Stained Glass &
Imagery, Coldworking
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ITALY

Miriam di fiore

Via Partigiani 5
Mornico Losana, 27040
Italy
www.miriamdifiore.com
t: +39 0383 892114
miriamdifiore@gmail.com
Casting & Kilnforming, Stained
Glass & Imagery

Vetrate Artistiche Toscane
Via della Galluzza 5
53100 Siena
Italy
www.glassisland.com
t: +39 057748033
edu@glassisland.com
Stained Glass & Imagery
JAPAN

Niijima Glass Art Center

100-0400 Tokyo Nishima Village
Interim Shimoigashi
Niijima, Japan
www.niijimaglass.com
t: 04992-5-1540
Hot Glass Studio, Flameworking,
Coldworking
NETHERLANDS

Nationaal Glass Museum
Leerdam

Zuidwal in the center of Leerdam
4141 BE Leerdam
Netherlands
www.nationaalglasmuseum.nl
t: +31 (0) 345-614960
info@nationaalglasmuseum.nl
Hot Glass Studio, Coldworking
NEW ZEALAND

New Zealand Glassworks
2 Rutland Street
Whanganui 4500
New Zealand
https://nzglassworks.com
t: +64 6 927 6803
info@nzglassworks.com
Hot Glass Studio
NORWAY

S12 - Studio and Gallery
Bontelabo 2
5003 Bergen
Norway
https://s12.no
t: +47 93033510
post@s12.no
Hot Glass Studio

52

GLASS QUARTERLY NO. 161

glass quarterly guide

SOUTH AFRICA

D R Art Glass Studio

7 Andries Pretorius Street
Calitzdorp, 6660
South Africa
www.stained-glass.co.za
t: 0849516914
Stained Glass & Imagery
SPAIN

Real Fabrica Cristales de
La Granja - Fundación Centro
Nacional del Vidrio

(Royal Glass Factory of La Granja
- National Glass Center Foundation)
Paseo del Pocillo 1
San Ildefonso
Spain
https://realfabricadecristales.es
t: +34 921 010 700
rfc@realfabricadecristales.es
Hot Glass Studio, Casting &
Kilnforming, Coldworking
SWEDEN

Riksglasskolan, The National
School of Glass in Orrefors
Pukeberganasväg 59
Orrefors, 38234
Sweden
www.riksglasskolan.se
t: +46 481 456 63
info@riksglasskolan.se
Hot Glass Studio, Coldworking
SWITZERLAND

Creative Glass AG

Geerenstrasse 13
Volketswil, 8604
Switzerland
www.creative-glass.com
t: +41(0) 44 908 11 55
info@creative-glass.com
Flameworking, Casting &
Kilnforming, Stained Glass &
Imagery

UNITED KINGDOM

London Glassblowing
Workshop

62-66 Bermondsey Street
London, England
United Kingdom
www.londonglassblowing.co.uk
t: +44 (0)20 7403 2800
gallery@londonglassblowing.co.uk
Hot Glass Studio

National Glass Centre

Liberty Way
Sunderland, England
United Kingdom
www.nationalglasscentre.com
t: 0191 515 5555
info@nationalglasscentre.com
Hot Glass Studio, Flameworking,
Casting & Kilnforming, Stained
Glass & Imagery

North Lands Creative

Quatre Bras, Lybster
Caithness, Scotland KW3 6BN
United Kingdom
www.northlandscreative.co.uk
t: +44 (0) 1593 721229
info@northlandscreative.co.uk
Hot Glass Studio, Flameworking,
Casting & Kilnforming, Stained

Advanced Glass Industries
1335 Emerson Street
Rochester, NY 14606
www.advancedglass.net
t: (585) 458-8040
agi@advancedglass.net
Casting & Kilnforming

Angel Gilding

supplier’s
guide

1945 Gardener Rd.
Broadview, IL 60155
www.angelgilding.com
t: (866) 341-3340
cust.service@angelgilding.com
Mirroring

ABR Imagery, Inc.

Anla Glas

3808 W. Vernal Pike
Bloomington, IN 47401
www.abrimagery.com
t: (812) 339-0147
rossglass@abrimagery.com
Casting & Kilnforming,
Flameworking

Nørreskov Bakke 107
Silkeborg, 8600
Denmark
www.anlaglas.com
t: +45 86 80 42 88
shop@anlaglas.com
Casting & Kilnforming,
Flameworking, Stained Glass
& Imagery

Anything in Stained Glass

TURKEY

The Glass Furnace

Köyiçi Cad. 72/A
Öğümce – Beykoz Istanbul, 34829
Turkey
www.glassfurnace.org
t: +90 216 433 36 93
info@camocagi.org
Hot Glass Studio, Flameworking,
Casting & Kilnforming, Coldworking

business since 1971. The breadth
of our involvement in the
transformation of glass in the
manufacturing process ranges
from the large industries to
universities, institutions, and
the glass artisans themselves. For
glass artisans, we offer a wide
range of burners, controls, and
safety systems to fit your needs
and financial resources. All
systems are engineered to the
latest rules and regulations
applying to the combustion field
for ease of operation while utilizing
state-of-the-art equipment and
technologies, to save energy,
capital, and increase production.
Contact us for any assistance on
your combustion needs.
Hot Glass Studio Equipment &
Tools, Casting & Kilnforming

Abell Combustion, Inc.

P.O. Box 198
Kimberton, Pa 19442
www.abellcombustion.com
t: (610) 827-9137
abell@fast.net
Abell Combustion, Inc. is a
national engineering firm
outstanding in creative application
of heating techniques to all forms
of process heating. We have been in

5104 Pegasus Court, Suite F
Frederick, MD 21704
www.anythinginstainedglass.com
t: (800) 462-1209
info@anythinginstainedglass.com
Stained Glass & Imagery

Armstrong Glass Supplies

1000 Cobb International Drive,
Suite B
Kennesaw, GA 30144
www.armstrongglass.com
t: (770) 919-9924
support@armstrongglass.com
Stained Glass & Imagery, Mosaic

Arrow Springs

Canned Heat Glass Studio

Cyclone Manufacturing

Artist’s Reliable Tool
Company

Carlo Dona

D&L Art Glass Supply

331 #2 Industrial Drive
Placerville, CA 95667
www.arrowsprings.com
t: (800) 899-0689
info@arrowsprings.com
Flameworking

348 N 15th Street
San Jose, CA 95112
www.artcoinc.com
t: (408) 288-7978
sales@artcoinc.com
Hot Glass Studio Equipment &
Tools, Flameworking, Casting &
Kilnforming

Artistry in Glass

5-1615 North Routledge Park
London, Ontario, N6H 5L6
Canada
www.artistryinglass.on.ca
t: (877) 386-1116
info@artistryinglass.on.ca
Flameworking, Fusing & Slumping,
Stained Glass & Imagery

Austin Thin Films, Inc.

16813 Radholm Court, Building B
Round Rock, TX 78664
www.dichro.com
t: (800) 268-6163
sales@dichro.com
Hot Glass Studio Equipment &
Tools, Flameworking, Casting &
Kilnforming

Bad Boy Blasters

1720 Wallace Avenue NE
Canton, OH 44705
https://badboyblasters.com
t: (330) 454-2699
badboyblasters@yahoo.com
Sandblasting

Bullseye Glass Company

2425 SE Ochoco Street
Milwaukie, OR 97222
www.cannedheatglass.com
t: (503) 305-6495
cheyenne@cannedheatglass.com
Hot Glass Studio Equipment & Tools
Calle Barovier
7 30131 Murano, Italy
www.carlodona.com
t: +39 041 739257
carlodona@carlodona.com
Hot Glass Studio Equipment & Tools

Charley's Deadman Switch

https://friedmanglassworks.com
t: (206) 491-8919
sales@friedmanglassworks.com
Hot Glass Studio Equipment & Tools

Coatings by Sandberg
856 N Commerce Street
Orange, CA 92867
https://cbs-dichroic.com
t: (714) 538-0888
info@cbs-dichroic.com
Dichroic Glass

Colour Fusion

1362 Thornhill Drive
Oakville, ON L6L 0A1
Canada
www.colourfusion.com
t: (877) 321-6949
sylvie@colourfusion.com
Hot Glass Studio Equipment &
Tools, Flameworking, Coldworking

Correll Glass Studio

66 Hidden Ledge Drive
Conway, MA 01341
www.correllglassstudio.com
t: (413) 369-4283
ccorrell@comcast.net
Hot Glass Studio Equipment & Tools

3610 SE 21st Avenue
Portland, OR 97202
www.bullseyeglass.com
t: (888) 220-3002
sales@bullseyeglass.com
Flameworking, Casting &
Kilnforming, Coldworking

Covington Engineering

C.R. Laurence Co.

Creative Glass UK

2503 E Vernon Avenue
Los Angeles, CA 90058
www.crlaurence.com
t: (800) 421-6144
crl@crlaurence.com
Coldworking

520 E. Franklin Rd.
Meridian, ID 83642
https://covington-engineering.com
t: (208) 609-6636
admin@covington-engineering.com
Coldworking
11/12 Sextant Park, Medway City
Estate
Rochester, Kent ME2 4LU
United Kingdom
www.creativeglassshop.co.uk
t: +44 (0)1634 735 416
info@creativeglassshop.co.uk
Flameworking, Casting &
Kilnforming, Stained Glass &
Imagery, Coldworking

56850 Woodhouse Drive
Dowagiac, MI 49047
www.cycloneblasters.com
t: (269) 782-9670
cyclonemfr@frontier.com
Stained Glass & Imagery

1440 W 52nd Avenue
Denver, CO 80221
www.dlartglass.com
t: (303) 449-8737
info@dlartglass.com
Flameworking, Casting &
Kilnforming, Stained Glass &
Imagery, Mosaic

Delphi Glass

3380 East Jolly Rd.
Lansing, MI 48910
www.delphilass.com
t: (800) 248-2048
sales@delphiglass.com
Flameworking, Casting &
Kilnforming, Stained Glass &
Imagery

Denver Glass Machinery

2800 S Shoshone Street
Englewood, CO 80110
www.denverglass.com
t: (303) 781-0989
info@denverglass.com
Hot Glass Studio Equipment &
Tools, Casting & Kilnforming,
Coldworking

Dichroic Alchemy

OP 207
Nevada, MN 64772
https://dichroic-alchemy.com
t: (866) 451-2254
daorders@gmail.com
Flameworking, Engraving

Digitry Company, Inc.

449 Forest Avenue, Suite 9
Portland, ME 04101
www.digitry.com
t: (207) 774-0300
info@digitry.com
Hot Glass Studio Equipment &
Tools, Casting & Kilnforming

East Bay Batch and Color

169 South 1st Street
Richmond, CA 94804
https://ebbatchcolor.com
t: (800) 322-6567
customerservice@ebbatchcolor.com
Hot Glass Studio Equipment &
Tools, Casting & Kilnforming

Ed Hoy’s International

27625 Diehl Road
Warrenville, IL 60555
www.edhoy.com
t: (630) 225-3900
info@edhoy.com
Flameworking, Casting &
Kilnforming, Stained Glass &
Imagery, Coldworking

Essemce

Maskinvägen 2
361 42 Lindås
Sweden
www.essemce.se
t: 46 471 186 80
linda.sekitoleko@essemce.se
Hot Glass Studio Equipment &
Tools, Coldworking

Etchworld

176-180 5th Avenue
Hawthorne, NJ 07506
www.etchworld.com
t: (973) 423-4002
sales@etchworld.com
Stained Glass & Imagery

Eternal Tools

Union Square
Wootton, Oxfordshire OX20 1DU
United Kingdom
www.eternaltools.com
sales@eternaltools.com
Coldworking, Engraving

Euclid Kilns

1120 Speers Rd.
Oakville, ON L6L 2X4
Canada
www.euclids.com
t:(800) 296-5456
mail@euclidkilns.com
Casting & Kilnforming

FMS Sign Products

7900 Kerber Blvd.
Chanhassen, MN 55317
www.brillite.com
t: (952) 934-6789
info@brillite.com
Flameworking, Neon

Franklin Art Glass Studios
222 East Sycamore Street
Columbus, OH 43206
www.franklinartglass.com
t: (614) 221-2972
info@franklinartglass.com
Stained Glass & Imagery
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Frantz Art Glass

140 E Hideaway Ln
Shelton, WA 98584
www.frantzartglass.com
t: (800) 839-6712
sales@frantzartglass.com
Flameworking

Fusion Headquarters

15500 NE Kincaid Road
Newberg, OR 97132
www.fusionheadquarters.com
t: (503) 538-5281
office@fusionheadquarters.com
Casting & Kilnforming, Stained
Glass & Imagery, Coldworking

Gaffer Glass UK

Unit 36, Limberline Spur
Hilsea, Portsmouth P03 5DX
United Kingdom
https://gafferglass.co.uk
t: (023) 9267 7674
gafferglass@btconnect.com
Hot Glass Studio Equipment &
Tools, Casting & Kilnforming

glass quarterly guide

Gran Quartz

820 Sun Dial Drive
Waite Park, MN 56387
www.granquartz.com
t: (800) 458-6222
customerservice@granquartz.com
Coldworking

Granite City Tool Company
PO Box 7520
Saint Cloud, MN 56302
www.granitecitytool.com
t: (800) 328-7094
info@granitecitytool.com
Coldworking

Glass Alchemy

6539 NE 59th Place
Portland, OR 97218
www.glassalchemy.com
t: (503) 460-0545
alchemist@glassalchemy.com
Flameworking

Glass House Supply

1264 Giuntoli Lane, Suite B
Arcata, CA 95521
www.glasshousesupply.com
t: (877) 789-6454
jason@glasshousesupply.com
Flameworking

Glass Torch Technologies, Inc.
55 N Main Street
Tioga, PA 16946
www.glasstorchtech.com
t: (570) 835-9777
gtt@glasstorchtech.com
Flameworking

Glastar Corporation

8425 Canoga Ave
Canoga Park, CA 91330
www.glastar.com
t: (800) 423-5635
granitecitytoolco@myfairpoint.net
Coldworking
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PO Box 223
Beasley, TX 77417
www.glassartmoldsandsupplies.com
t: (281) 754-3860
sales@glassartmoldandsupplies.com
Flameworking, Casting &
Kilnforming

Griffin Glass

2071 Lake Rd., Unit A
Elmira, NY 14903
www.griffinglass.com
t: (607) 733-1222
scott@griffinglass.com
Flameworking

Gaffer Glass USA

19622 70th Ave South, Unit 4
Kent, WA 98032
www.gafferglassusa.com
t: (253) 395-3361
info@gafferglassusa.com
Hot Glass Studio Equipment &
Tools

Harrington’s Glass Art Molds
and Supplies

Hang Your Glass

5355 Redwood Retreat Rd.
Gilroy, CA 95020
www.hangyourglass.com
t: (650) 353-4642
info@hangyourglass.com
Hang Your Glass has been designing
and fabricating elegant and secure
hardware for art glass since 2004.
Today, Hang Your Glass is still a
small family-sized company. Our
hardware is designed specifically
for glass art which permanently
attaches to our stand-offs with
either Hang Your Glass adhesive or
HXTAL. The edge grips are also
designed around the most common
thicknesses of glass.
We remain committed to
providing freedom to artists,
interior designers, and other
creatives to fully utilize 3D space
to hang objects of any shape at any
angle. Whether it’s cast, hot or
kilnformed glass, wall placement
opens up the full palette of light
and shadow for display.
Hang Your Glass is a company
founded and run by artists. We love
artists, and we work everyday to
make sure you love our products.
Now available in the UK!
Mounting, Hanging & Displaying
Glass

HUB Consolidated

690 Route 73
Orwell, VT 05760
www.hubglass.com
t: (802) 948-2209
john@hubglass.com
Hot Glass Studio Equipment & Tools

Inland Craft

808 Burr Oak Drive
Westmont, IL 60559
www.inlandcraft.com
t: (248) 583-7150
sales@inlandcraft.com
Coldworking

Jen-Ken Kilns
His Glassworks

2000 Riverside Drive, Suite 19
Asheville, NC 28804
www.hisglassworks.com
t: (828) 254-2559
His Glassworks, Inc. specializes
in coldworking tools and supplies
for the glass artist. We make and
distribute top-quality diamond
tools, machines, polishing
compounds, glass bonding epoxies,
and much more. Providing
authorized distribution for 3M,
Abrasive Technology, Alpha Tools,
Flex, Covington Engineering,
Crystalite, HXTAL, Gemini Saw,
VID, Polpur, and many other
companies, we have access to many
tools that can enable you create
the artwork you envision. We can
also provide custom tools
according to your specifications
for your individual process.
Because we use many of the
products we sell in our own studio,
we can offer advice and technical
support from a user’s perspective.
Available through phone, fax, and
email services, you may also visit
our website, www.hisglassworks.
com, for a wealth of coldworking
information including a Learn
section for videos and techniques
on many products.
Coldworking

Hot Glass Color

2227 5th Avenue
Seattle, WA 98121
www.hotglasscolor.com
(206) 448-1199
sales@hotglasscolor.com
Hot Glass Studio Equipment &
Tools, Flameworking

3615 Venture Drive W
Lakeland, FL 33811
www.jenkenkilns.com
t: (800) 329-5456
jenkenkilns@gmail.com
Casting & Kilnforming

Jim Moore Glass Tools

PO Box 1151
Port Townsend, WA 98368
https://toolsforglass.com
t: (360) 379-2936
glasstools@olympus.net
Hot Glass Studio Equipment &
Tools

KSO-GOBI

Am Guterbahnhof 21
Geldern, Germany
www.kso-gobi.de/en/index.html
t: 49 0 2831 86039
info@kso-gobi.de
Casting & Kilnforming

Kurt Merker GMBH

Elsterstrasse 6
Kelheim 93309
Germany
www.merker-kmk.com
t: +49 9441 3355
info@kmerker-kmk.com
Hot Glass Studio Equipment &
Tools, Casting & Kilnforming,
Coldworking

LB Glass Studios

5498 Nave Drive
Novato, CA 94949
www.kilncastings.com
t: (415) 883-2025
info@kilncastings.com
Casting & Kilnforming

Lampwork Supply

2210 Highway 99 North, Unit B
Eugene, OR 97402
https://lampworksupply.com
t: (985) 267-9675
Flameworking

Lead & Light

35 A Hartland Rd
Camden, London NW1 8DB
United Kingdom
www.leadandlight.co.uk
t: +44 020 7485 0997
info@leadandlight.co.uk
Stained Glass & Imagery, Fusing &
Slumping

Legion Safety

648 S Wheeling Road
Wheeling, IL 60090
www.legionsafety.com
t: (224) 632-1635
contact@legionsafety.com
Safety Equipment

Mountain Glass Arts

191 Lyman St., Unit 400
Asheville, NC 28801
www.mountainglass.com
t: (800) 310-8588
info@mountainglass.com
Hot Glass Studio Equipment &
Tools, Flameworking

Nortel Manufacturing: US

1051 Clinton Street
Buffalo, NY 14206
www.nortelglass.com
t: (716) 852-2685
info@nortelmfg.com or sales@
nortelmfg.com
Flameworking, Stained Glass &
Imagery

Nortel Manufacturing:
Canada

2040 Ellesmere Road, Building 18
Toronto, ON M1H 3B6
Canada
www.nortelglass.com
t:+1 (416) 438-3325
info@nortelmfg.com
Flameworking, Stained Glass &
Imagery

Northstar Glassworks

8228 SE 26th Place, Building A
Portland, OR 97202
https://northstarglass.com
t: (866) 684-6986
Flameworking

Northwest Art Glass

9003 151st Avenue NE
Redmond, WA 98052
www.nwartglass.com
t: (425) 861-9600
sales@nwartglass.com
Hot Glass Studio Equipment &
Tools, Flameworking, Casting &
Kilnforming, Stained Glass &
Imagery, Coldworking

Olympic Color Rods
1050 W Nickerson St
Seattle, WA 98119
www.glasscolor.com
t: (800) 445-7742
sales@glasscolor.com

At Olympic Color Rods, we pride
ourselves on superior customer
service, quality merchandise and
low prices. We specialize in the
largest inventory in North
American of Reichenbach colors
for all your glassblowing, casting,
and lampworking needs. We also
offer a wide range of handcrafted
tools and glass-working accessories
including Blockhead, Jim Moore
Tools and Spiral Arts. Other items
we carry include heat-protective
clothing, Exact torches, precious
metal leaf and foils, and dichroic
glass. OCR also supplies Cristalica
Studio Glass from regional
locations across America.
Hot Glass Studio Equipment &
Tools, Flameworking, Casting &
Kilnforming, Dichroic Glass

Pacific Art Glass

125 West 157th Street
Gardena, CA 90248
www.pacificartglass.com
t: (310) 516-7828
info@pacficartglass.com
Flameworking, Fusing, Stained
Glass & Imagery, Dichroic Glass
Hot Glass Studio Equipment &
Tools, Flameworking, Casting &
Kilnforming, Stained Glass &
Imagery, Coldworking, Dichroic Glass

Paragon

2011 South Town East Blvd
Mesquite, TX 75149
www.paragonweb.com
t: (972) 288-7557
info@paragonweb.com
Hot Glass Studio Equipment &
Tools, Casting & Kilnforming,
Coldworking

Premier Industries:
National Torch

1590 99th Lane NE
Blaine, MN 55449
https://nationaltorch.com
t: (763) 786-4020
sales@premierind.us
Hot Glass Studio, Flameworking,
Casting & Kilnforming, Stained
Glass & Imagery, Coldworking

Raptor Blaster

Trev’s Glass

Red Hot Metal Incorporated/
Cutting Edge Products

Wale Apparatus

4231 Pacific St. #10
Rocklin, CA 95677
www.raptorblaster.com
t: (916) 409-2458
info@raptorblaster.com
Sandblasting

24 Bellarmine Ct Suite 1
Chico, CA 95928
www.redhotmetal.net
t: (530) 342-1970
info@redhotmetal.net
Hot Glass Studio Equipment &
Tools, Flameworking

Skutt

6441 SE Johnson Creek Blvd
Portland, OR 97206
www.skutt.com
t: (503) 774-6000
skutt@skutt.com
Hot Glass Studio Equipment &
Tools, Flameworking, Casting &
Kilnforming

1528 172nd Street NE
Marysville, WA 98271
www.trevsglass.com
t: (360) 652-8642
phyllis@trevsglass.com
Flameworking
400 Front Street
Hellertown, PA 18055
https://waleapparatus.com
t: (610) 838-7047
Flameworking, Coldworking

Warm Glass UK

5 Havyat Park, Wrington
Bristol, BS40 5PA
United Kingdom
https://warm-glass.co.uk
t: +44 (0)1934 86334
info@warm-glass.co.uk
Casting & Kilnforming

Spiral Arts, Inc.

901 NW 49th St
Seattle, WA 98107
www.spiralarts.com
t: (206) 768-9765
orders@spiralarts.com
Hot Glass Studio Equipment &
Tools, Flameworking

Spruce Pine Batch

PO Box 159
Spruce Pine, NC 28777
https://sprucepinebatch.com
t: (828) 765-9876
sprucepinebatchco@gmail.com
Hot Glass Studio Equipment & Tools

Sundance Art Glass

6052 Foster Road
Paradise, CA 95969
www.sundance.com
t: (800) 946-8452
contactus@sundance.com
Hot Glass Studio Equipment &
Tools, Flameworking, Casting &
Kilnforming, Stained Glass &
Imagery, Coldworking

Trautman Art Glass

2000 SE Fourth Avenue
Canby, OR 97013
www.taglass.com
t: (503) 482-5475
Flameworking

Wet Dog Glass, LLC

PO Box 96
Star, NC 27356
www.wetdogglass.com
t: (910) 428-4111
hotstuff@wetdogglass.com
We at Wet Dog Glass are committed
to providing our clients with
top-notch services and products
that range from studio equipment
design, fabrication and installation
to consultation and technical
support. We are experts in
combustion, safety and control
systems, so you can count on us to
provide you with exactly what you
need. We understand the need for
efficiency and so we put forth great
effort into bringing you products of
the highest quality. Since 1996, we
have helped glass and ceramic
artists around the world to solve
problems unique to each situation.
When you call on Wet Dog Glass for
assistance, we give you all we’ve got!
Hot Glass Studio Equipment &
Tools, Casting & Kilnforming
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Installation view of Joseph Rossano’s exhibition “IVORY.125” at the Pilchuck Glass School Exhibition Space in Seattle’s Pioneer Square.

Joseph Rossano
“IVORY.125”
PILCHUCK GLASS SCHOOL EXHIBITION SPACE
SEATTLE
ONGOING

Humanity has a complex relationship with
the animal world. Over millennia, our role
has shifted from prey to rivals, from
hunters to domesticators. Throughout
these evolving dynamics, humans have
viewed animals as symbols of mystery and
power. What is relatively new, as we drive
many species to the brink of extinction, is
our awareness that we are both destroyers
and protectors. “IVORY.125,” an ambitious
installation by Joseph Rossano curated by
Pilchuck’s artistic director Benjamin
56
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Wright, wrestles with this complex
interplay between our species and others,
referencing the fossil record and other
areas of scientific study.
Presented in partnership with Traver
Gallery, the exhibition’s title refers to the
main work, a display of 60 life-size
blown-glass elephant tusks. The collected
tusks represent just one-eighth of the ivory
illegally harvested in a single day—hence
the “.125” in the title.
Unable to visit the exhibition in person
because the gallery remains closed during
the pandemic, I experienced the work
online by visiting the Pilchuck and Traver
Gallery websites, where I pored over
images from the installation and read
statements about the project. By looking

at “IVORY.125” virtually, I realized that
this type of work requires in-person
attendance to grasp the full experience
of a dense yet minimal display. While the
absence of a downloadable PDF catalogue
was unfortunate, the multiple views
provided via website images allowed a
sense of the space. Through thoughtful
installation, Wright successfully created a
conceptual display, aesthetically presenting
the work almost like an array of artifacts
in a natural history museum. In fact, the
project brings together the worlds of art
and science, with essays and discussions
with experts in both fields as part of the
exhibition and related event programming.
This is all part of the exhibition’s larger
goal to visualize the human role in extinction.

Rossano entices viewers with striking
visual displays and then, once engaged,
pushes them to reflect on our collective
human impact on other species and on our
planet’s ecosystems.
Surrounding the pieces of ivory on
display, wall-hung portraits in tar depict
animals driven to extinction. Along with
clear glass, there are also mirrored tusks in
which visitors can see distorted reflections
of themselves, bringing home our complicity.
The artist hopes ultimately to complete
more than 400 pieces of glass ivory to
achieve a groaning visual weight of tusks
that will maximize the installation’s impact.
Curator Wright spoke to a number of
scientists and anthropologists involved in
the project, and he plans to hold a digital
panel—taking advantage of the ability of
virtual exhibitions to link conservationists,
scientists, and artists—providing multiple
perspectives on the issues.
Another issue explored is the illegal ivory
trade, its causes and effects, proving another
glimpse into the human valuation of nature.
This behavior can be endlessly rationalized,
be it by poachers, distributors, or consumers.
Rossano refers to this phenomenon as a
consistent pattern of behavior, regardless of
the time period. However, by working on this
project with a group of scientists, he gives
credit to the contemporary conservationists
and anthropologists who battle animal
extinction and protect vulnerable species
from being used for the illegal ivory markets.
The exhibit succeeds in conveying
Rossano’s commitments to sparking
conversation and raising awareness of
animal extinction as just one aspect of our
destructive human presence. I found it
particularly interesting to learn about the
phenomenon of the Pleistocene overkill,
which was a period of overhunting of
megafauna, and its link to a direct cause
of animal extinction.
One can’t miss the parallel to our
contemporary Anthropocene era of
extinction. Displayed on a tall wooden
platform, the tusks cascade down to the
ground. The sheer number of them serves
as an unavoidable and painful testament to
human brutality, waste, and devaluation.

By capturing artifacts of living things in
glass sculptures, Rossano creates a poetic
memorial that connects the past—as
rendered in the tar portraits of victims
of extinction—with the somber reminder
of contemporary species threatened by
human power and its devastating effects.
Woolly Mammoth/32378 (2020), one
of seven of these panels, is a close profile
of the extinct species rendered on the face
of a cargo container replete with stamps
and labels. The mammoth appears to be
treated as a commercial commodity rather
than a living thing, with its long tusks
occupying the entire plane.
How does one learn from past errors
and use them as a lens into the future? By
forcing us to confront the casualties of
human development, Rossano pushes
viewers to pay attention, take action, and
advocate for preservation. “IVORY.125” is
a witness to crimes against nature and an
homage to the consequences of human
brutality. In a telephone interview with the
artist, Rossano shared his view: “The Earth
is incredibly complex, an interlocking set
of systems. I think that humans poorly
understand the world we live in. I believe
a project like this will get people talking
together through various ways of examining
the world.”

of neon, Jen asked only that each of the ten
artists include two creations, one big and
one small. The artists were left to their
own devices in showcasing their talents.
Very few in the visual arts have
concentrated on neon as the sole material
means of creative enterprise. The late
Keith Sonnier comes to mind; his
long-standing practice of mixing the
material with others is a rare example of
such an embrace, though technically mixed
media. Fred Tschida, on the other hand,
has for decades forged a career embracing
the simple gas-filled rod alone, in an
exploration of its potential through the
properties of light itself, electrically
ignited gas simply the vehicle from which
to get there. Tschida’s work is longer, taller,
and mobile, pushing the supposed physical
limitations and aesthetic capabilities of his

ARINA NOVAK, a student at Marist College,
was a summer 2020 editorial assistant at Glass.

Group Exhibition
“BIGS AND SMALLS”
TRAVER GALLERY
SEATTLE
OCTOBER 1-31, 2020

Entering Jen Elek’s curatorial effort for the
William Traver Gallery, a group show titled
“Bigs and Smalls,” is like walking along the
midway at your favorite county fair, each
work in this raucous exhibition vying for
attention in a sea of spinning, flashing, and
overwhelmingly bright lights in an
otherwise darkened gallery. Without strict
curatorial boundaries beyond the material

Jeremy Bert, Unity Circles, 2020. Neon, transformer,
wire. D 114 in.
COURTESY: TRAVER GALLERY
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Fred Tschida, Kinetic Neon, 2020. Neon, wood, motor.
H 7, W 7, D 6 ft.
COURTESY: TRAVER GALLERY

chosen means of concentration. Motorized,
atop a stabilizing tripod of disked feet and
resembling some sort of terrestrial craft,
Fred’s Kinetic Neon (2010) is a simple hoop
of red neon, spun to compose the illusion of
mass. The magic happens; the result is timelapse photography, certainly integral to his
practice of captured light phenomena, neon
only the tool of atmospheric manipulation.
Particularly interesting also, in this
gathering of makers’ wares, is a vintage
group of neon-embellished heads by Studio
Glass pioneer Dick Marquis. Best known
for his laborious works in millefiori and his
firm grasp of Italian technical fetes, Dick’s
participation here includes a group of glass
heads: Yellow Smiley Face, Pumpkin Face,
and Yellow Screamer (all 1984). Each is
encircled with a bent length of neon tubing
conforming to the blown head shape. There
is certainly the characteristic whimsy and
rampant humor in these works we have
come to expect from Marquis, but the darker
side of humanity is duly acknowledged in
their gaping mouths and devilish smiles.
Here is our lascivious carny, the overlord of
the spookhouse … a reminder that fun comes
often with a tinge of danger. Ghostlike and
en masse, they act as reliquaries, the
practice of societal gathering now part
of a pre-Covid American past. Stripped of
the expected surface embellishment so
58
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commonly associated with a Marquis work,
we are treated to a look at Dick’s true
versatility (and personality), void of its
decorative candy coating.
Jeremy Bert offers us our Ferris wheel in
his work Unity Circles (2020). Like the
rainbow of hues included in a box of crayons,
Bert reveals in the working ingenuity
inherent in the material’s commercial past,
a dense potential. We think of salesman’s
samples. Bert has expertly combined
hundreds of short bits of welded glass tubing
into a series of four concentric and chromafilled rings—of diminishing size and one
inside the next—to allow an enticing vortex
of hypnotic embrace. Bert’s “small”—Rainbow
Circle (2019)—is that rarely successful
combination of neon and mixed media,
harkening back to the adept work of Sonnier.
With the light seemingly passing through
and emerging from an arced ceramic
sleeve—that opaque portion of gathered
material partially denying, then highlighting
the glow—we find, then, that the composition
is festooned with a grapelike cluster of Super
Balls. Bert, who installs and removes signage
for a living in Seattle’s vicinity, collects and
re-employs these “lost,” kaleidoscopically
colored rubber balls from where they so
often come to rest, the rooftop—lost bits of
childhood joy, bounced spontaneously and
free of forethought into the heavens, only

to be lost in the exuberant folly of childhood
freedom—to reveal himself a master of
mixed and joyful tactility.
Amy Lemaire tightly combines hollow
flameworked glass and pulsating neon,
housed in a Plexiglas box. Her Synapse
(2020) is a blinking, on-again, off-again ode,
indicative of the brain’s electric or chemical
signal: a metaphor also of the junction
between art and commerce (sometimes
strange bedfellows), a Morse code
revealing the potential cross-pollination of
glass and greater conceptual exploration.
Jen Elek’s thoughtful celebration of neon
works spanning 35 years (by this combined
group of ten participants, which also
includes Sarah Blood, Kelsey Fernkopf,
Brian Haddix, and Megan Stelljes) revels in
combating the underappreciation of neon
by way of this immersive experience,
presenting it, past and present, as a fertile
field of creative possibility, yet fully untapped.
Resembling carnivalesque, advertisementtented palmistry, the bared paw in Sleight
of Hand (2020), by the collaborative team
of Cedar Mannon and Lia Yaranon Hall,
reminds in lit lettering that “many hands
make light work.” Pun intended.
Contributing editor JOHN DRURY is a New York
City-based artist, author, independent curator,
and instructor.

Megan Stelljes, Neon Wallpaper No. 1, 2020. Neon and hot-sculpted glass. H 36, W 60, D 3 in.
COURTESY: TRAVER GALLERY

Lukas Milanak
“ALLEGORY AND APPARATUS”
BEACON ARTIST UNION
BEACON, NEW YORK
SEPTEMBER 12–OCTOBER 4, 2020

Artist Lukas Milanak is fairly new to the
game, yet already he’s establishing himself
as an artist to watch. In 2018 he graduated
with a BFA in glass and ceramics from
Philadelphia’s Tyler School of Art at
Temple University. He then joined the
ranks of The Corning Museum of Glass’s
mobile hot shop for four months on the
road during the 2018 GlassBarge tour. That
year he also relocated to the Hudson Valley,
where he joined the Beacon Artist Union
and has subsequently had two solo shows
of the body of work he has since been
developing. His multidisciplinary practice
is indicative of a new generation of artists,
who are both gaining the craft skills
necessary to create medium-based art yet
are unburdened by the extreme technical
focus that had been central to glass-based
art for so many decades. In short, it’s
neither virtuosic nor sloppy craft.
Instead, Milanak works at the crossroads
of art and science, fiction and truth,
elemental transformation and a DIY ethos.
Art and science combine to create
imaginative realities that provoke inquiry
into the nature of the world and its truths.
Milanak’s constructions operate through
the lens of speculative fiction, where a
post-cataclysmic world has led to a revived
interest in alchemy, inquiries into
nonverbal communication between
humans and plants, and non-biological
alternatives to species extinction. In
walking through “Allegory and Apparatus”
at the Beacon Artist Union, one is presented
with a series of what-ifs for which the
artist’s work provides the answers.
Of the 15 to 35 works included in the
show (depending on how you count the
many sculpture-drawing pairs and
philosopher’s stones), the one most likely
known is the Mobile Alchemy Research
Station (M.A.R.S.) (2018), which was
included in the 2019 “New Glass Now”
exhibition at The Corning Museum of

Lukas Milanak, Mobile Alchemy Research Station (M.A.R.S.), 2018. (A functional glass-melting apparatus,
purpose-built for guerilla experimentation.) Recycled materials. Dimensions vary.
COURTESY: THE ARTIST

Glass. M.A.R.S. considers a disrupted
future in which a renewed interest in
alchemy has led DIY hackers to construct a
mobile hot shop run off a microwave oven
in order to revive the hunt for the elusive
philosopher’s stone. Unlike much art made
to evoke inquiry into a fictional scenario,
M.A.R.S. is a functioning workstation
comprising glass shards, metal oxides, a
torch, a microwave oven, and a tin-can
crucible. The brilliance here is equally in
the concept, the real-life DIY technology,
and the creation of small works available
to burgeoning collectors.
Additional works of note include Device
for Interspecies Communication (D.I.S.C.)
(2018), in which a device, called Dottie,
interfaces with a plant and translates its
electromagnetic current (as well as that
of observers, when they get close enough
to the work) into Morse code. The Morse
code itself is illegible but is meant to
illustrate the similarities that bind
humans, animals, and plant life by pointing
out the universality of our energy fields.

Pushing that line of inquiry further,
the work considers other forms of
communication used by plants and
animals that, while extant, are not
understood by humans.
There is a performative quality to
Milanak’s work in which the objects
themselves are made by an artist persona,
or “paraphysicist,” whose inquisitive
nature and scientific prowess lead to
experimental works such as Last Cicada,
a mixed-media, found-object sculpture in
which a wooden figure strums a tin can to
make a sound meant to evoke a cicada. In
making this work, the paraphysicist seeks
to preserve a lost sound and to consider the
experience of being the last of one’s kind.
The work speaks to species extinction
and seems to warn of a future where
mechanized objects will stand in for the
lost. The exhibition also includes a series
of cyanotype drawings that mimic
blueprints and correspond with various
sculptures, but were in fact made after the
objects they seem to plan. The drawings
GLASS QUARTERLY NO. 161
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grew from Milanak’s interest in how
things are built, and the fact that they
don’t actually serve as plans for the objects
he creates seems of no consequence.
Additional works include a series of
plywood boxes that act as various
translation machines and offer more of a
perspective on the artist’s aesthetic.
By his own indication, Milanak leans
against what he calls “the wall of truth,”
or the line at which the art becomes too
scientific and warrants fact-checking,
perhaps evoked most by M.A.R.S.’s true
functionality. This is an interesting line to
consider in a world where truth seems up
for grabs. But the artist’s job, which he
fulfills, is to encourage inquiry, skepticism,
new angles of looking. In speaking with
him, Milanak expressed that he hopes his
work conveys a sense of discovery, which
I think it does. By presenting curiosities,
partial truths, possibilities, he encourages
curiosity and lets us live for a while in an
imagined world, one that feels a little bit
like we could build it ourselves.
Contributing editor SAMANTHA DE TILLIO is
curator of collections at the Museum of Arts and
Design in New York City.

reviews

Joanna Manousis
“FOCUS”
HELLER GALLERY
NEW YORK
SEPTEMBER 17–OCTOBER 24, 2020

Mel Douglas
“DEFINING SPACE”
OCTOBER 1–NOVEMBER 14, 2020

Joanna Manousis’s silvered wall assemblages
are impossible to miss. Her first solo
exhibition occupied the front windows of
Heller Gallery, where the mirrored surfaces
of her wall-hung assemblages were alive
with the shifting outdoor light streaming in
from the wide Tenth Avenue windows on a
slowly reopening New York City. Titled
“focus,” the works are elaborate assemblages
of exquisitely crafted components—some
cast, others blown into digitally formed
molds—that radiate light from their complex
reflective surfaces and dazzle the eye even
as they incorporate the mirror image of
viewers into the visual splendor of intricate
compositions that explore her theme of the
universality of human experience.
Her virtuosity as a maker is on view
in the sheer range of impeccably cast

Joanna Manousis, The Golden Thread (Hexagonal Decanters), 2019. Cast glass, gold. H 11, W 11, D 3 1/2 in.
COURTESY: HELLER GALLERY
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shapes, as in Indra’s Web (2015) and its
faceted polygons, which evoke cut jewels,
but their molded and cast forms create
intentionally imperfect shapes that pulse
with intrigue and tension. Chrysalis
(Morpho-Eugenia) (2020) features squat
hexagonal components with intense
geometry that multiply reflections into
multifaceted images of the viewer,
allowing us to see ourselves from all angles
and perspectives. These installations
celebrate humanity, and visualize how the
individual impacts the collective. Just as
our independent beliefs and decisions
have consequences both immediate and
delayed, local and far-reaching, Manousis’s
assemblages can be configured in multiple
ways on a wall, the placement of each
individual component impacting the
placement of the others and, ultimately,
the form of the installed work, which
resonates with the interplay of light,
perspective, and layers of historical
reference and contemporary meaning.
The Golden Thread (Diamond Point)
(2019) and The Golden Thread (Hex
Decanters) (2019) convey this interdependence more directly. The three clear cast
bottles, with surface embellishments and
faceted stoppers, each have a segment of a
twisting and turning glass “thread” that is
visually linked as its runs through each of
the bottles, with the thread in the center
bottle appearing knotted. Although the
wall installations are easily the star of this
show, the gold within these triptychs
commands attention similar to the silvered
mirror, and shows the artist’s range of
ideas and technical chops as it has evolved
over the past half-decade of her prolific
studio practice.
Where Manousis’s work is illuminated
by its dispersal of light, the mood is much
more inward in the adjacent room, where
Mel Douglas’s interpretation of the
triptych took center stage. Volume and
Capacity (2020) is a grouping of three
large black blown and coldworked bowls
that have been elaborately coldworked into
opaque works that interact with light in
much more subtle ways. Each has line
patterns on either the interior or exterior

of the vessel that are either trailed onto
the bowl in the hot shop or engraved; the
opposite surface is left untouched. Theirs
is a subtle radiance, and they glow with a
soft light that draws a viewer into her
contemplative, minimalist works.
In her practice, Douglas aims to merge
object and drawing into one entity by
making marks on glass, sometimes with
glass itself or by hand-grinding and
engraving. She often thinks about line,
so much so that she developed her own
taxonomy of line for her Ph.D. research:
mapping, inscribing, highlighting,
rendering, transcribing, and tracing. On
view in “Defining Space” were examples of
work from five out of the six categories,
which examine the potential for combining
mark-making and glassmaking. Volume
and Capacity, for instance, is an example
of a work in the mapping category, which
defines and identifies space. The additive
and reductive lines explore the concave and
convex surfaces of the three forms, defining
these spaces as separate from the other.
Another new series of work from 2020
falls into the tracing category—glass
drawings made by screen-printing glass
powder directly into the kiln to fuse, then
adhered to paper and framed on the wall.
These drawings capture the glass lines
and the negative space between them, and
blur the lines (if you’ll forgive the pun)
between the two-dimensional and the
three-dimensional.
In addition to the hours of labor it takes
to engrave lines into flat or blown-glass
surfaces, it also took many attempts to
successfully create the glass drawings.
Hours of research contributed to the
taxonomy she created, derived from the
work of anthropologist Tim Ingold, who
developed his own taxonomy of line and
also applies it to various contexts like
growth, materiality, varying perspectives,
themes that faintly parallel those in
Manousis’s work as well in how they apply
to the essence of humanity.
The way Joanna Manousis and Mel
Douglas approach the concepts they
explore in their practices and the way
they create are similar—both seemingly

Installation view of Mel Douglas’s exhibition “Defining Space,” with the blown, coldworked, and engraved glass
installation Volume and Capacity, 2020, in the foreground.
COURTESY: HELLER GALLERY

think in glass, and are willing to do as
much experimentation, analysis, labor,
and trial and error as needed to manifest
their concepts. Many of the works in
both exhibitions were completed this
year, which demonstrates an impressive
commitment at the best of times, but
particularly during such a difficult year.
Although it was not planned in the
Heller Gallery’s original exhibition
schedule for the year, it is serendipitous
that these two exhibitions were on view
at the same time.
That both exhibitions were able to open
to in-person viewing was good fortune,
considering that the past several months
have been defined by online catalogues

and virtual artist talks and exhibition
walk-throughs, and audiences may be
starting to fatigue of participating in digital
cultural experiences from home. While the
Heller Gallery’s online catalogues have
great photography and an easy-on-the-eyes
layout, they don’t compare to seeing the
rainbows that reflect on the gallery wall
from Joanna Manousis’s Indra’s Web
(2015) or stepping forwards and then
backwards to observe the intricacies in
Mel Douglas’s glass drawings and the
textures of the engraved surfaces of works
like Overlap (2019).
LINDSAY WOODRUFF is the managing editor

of Glass.
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Tours & Demos
Teachers, we know you are facing enormous challenges this year. Let us help!
Schedule a unique, virtual experience in our studios tailored to the interests of your class.
Join us for a free tour, or choose a demonstration focused on art making, STEM, design,
or tailored to one of your current projects. Our skilled team of educators will structure a
visit for your group’s age, interests, and size.

urbanglass news
Since reopening our studios in June, UrbanGlass has been
hard at work relaunching many of the critical programs that
serve our resilient artist community. These include our Studio
Residencies, which provide artists working in glass with the
opportunity to create a new body of work in our 17,000-squarefoot studio in New York City. This year's residents were selected
by a panel composed of art world luminaries, including Hostler
Burrows Gallery co-owner Juliet Burrows, independent curator
and co-founder of Assembly Room Natasha Becker, and
designer and sculptor Misha Kahn.
Each artist was chosen based on their contributions to the field
of glass and their plans to experiment with their practice and
realize ambitious projects. Resident Tomoko Abe’s work explores
the theme of deterioration and regeneration, highlighting how
glass transparency and fluidity can be utilized in combination
with other materials. Deborah Czeresko’s practice investigates
the gender binary in objects and labor, fusing glass manufacturers’

tradition with gender and mastery relationships. Sara Greenberger
Rafferty’s creation of multiple glass-paneled photographs draws
from the deep historical connections between photography and
glass while also addressing how we are continually interacting with
glass screens daily. Pamela Sabroso & Alison Siegel’s colorful
and unconventional vessel-based forms re-imagine traditional
glass working methods in a playful but sophisticated way.
UrbanGlass' Studio Residency opportunities are generously
supported by the Art Alliance for Contemporary Glass, Metropolitan
Contemporary Glass Group, the New York City Department of
Cultural Affairs, the Windgate Charitable Foundation, and many
individual donors.
If you are interested in helping us continue to support
future studio residents, please consider making a donation
by contacting Rachel Feinberg at rachel@urbanglass.org or
718-625-3685 x204.
CLOCKWISE FROM TOP LEFT Tomoko Abe, Brown leaves/
Liquid constellation, 2018. Kiln formed glass, silkscreened
slumped and fused glass. H 17, W 8, D 1 1/2 in.
COURTESY: THE ARTIST

Deborah Czeresko, Oh God, 2019. Blown glass, neon,
steel, concrete. H 80, W 24, D 22 in.
COURTESY: THE ARTIST

Pamela Sabroso & Alison Siegel, Double Orange with
Hat, 2018. Mold blown, lamp worked and hot sculpted
glass, moldable rubber. H 9 1/2, W 4 1/2, D 4 1/2 in.
COURTESY: THE ARTIST

Sara Greenberger Rafferty, Untitled, 2019. Fused and
kiln-formed glass. H 23, W 19, D 1/2 in.
COURTESY: THE ARTIST

Virtual Gallery Tour
Live-streamed
approx. 20 minutes, FREE

Virtual Glassblowing Demo
Live-streamed
45-60 minutes, $400 flat fee

Virtual Studio Tour
Live and pre-recorded footage
approx. 20 minutes, FREE

Virtual Glassmaking Demo
Live and pre-recorded footage
45-60 minutes, $200 flat fee

To learn more and book visit urbanglass.org/tours today.
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reflection
A photo of Pilchuck before
the 2015 summer session.
PHOTO: ALEC MILLER
© PILCHUCK GLASS SCHOOL

BY BENJAMIN WRIGHT

—R. BUCKMINSTER FULLER

How will the coronavirus shape our future
community? To comment in print while
thigh-deep in the drama of our cultural
moment is to risk appearing, in hindsight,
delusionally optimistic or hopelessly
nostalgic once the future takes another twist.
Yet here, in this moment of societal grief,
prolonged fear, stretched-out anxiety, and
frustrated ambitions, I can offer a few of the
observations that give me hope of a brighter
day somewhere out there on the horizon.
In its relatively short history, the Studio
Glass movement has spawned a remarkable
community. That community is strong. As
soon as the initial shockwaves of the virus
subsided, groups of studio managers from
around the world began to start pooling
knowledge and planning responses. This
open-source approach to modifying studio
behavior and sharing technical innovation
has already led to a significant leap in
understanding how to create healthier
environments for work and learning.
Aside from an urgent health crisis, there
has also been an economic tsunami for our
community. Makers are suffering terribly,
but they are also banding together to

Artist and former UrbanGlass education director
BENJAMIN WRIGHT has been the artistic
director of Pilchuck Glass School since 2019.

NORWOOD VIVIANO, Recasting Pittsburgh, 2020,
rapid prototyped and kiln cast glass, 13 x 16 x 10 in.
PHOTO: TIM THAYER/ROBERT HENSLEIGH

DECEMBER 2020
RIVER OF SHADOWS
Curated by Kim Harty
Dylan Brams, Rebecca Cummins,
Kim Harty with Andy Koupal,
Carmichael Jones, Helen Lee,
Amy Lemaire, Sharyn O’Mara,
David Schnuckel, Ethan Townsend
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JANUARY 2021
APRIL SURGENT :
SHADOWS OF OURSELVES

FEBRUARY 2021
CHRISTINA BOTHWELL :
LUMINOUS DREAMS IN
CATACLYSMIC TIMES
MARCH 2021
NORWOOD VIVIANO :
RE-CAST CITIES

PROVIDING A CURATED PLATFORM FOR MATERIALLY-BASED WORK BROADENING THE BOUNDARIES
OF THE CONTEMPORARY ART WORLD SINCE 1973
join our email list: INFO@HELLERGALLERY.COM
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DECEMBER 2020
focus | ALISON SIEGEL +
PAMELA SABROSO

303 Tenth Avenue @ 28th Street, New York, NY 10001
www.hellergallery.com 212.414.4014 Tuesday – Saturday: 11– 6

“We are called to be architects of the
future, not its victims.”

HELLER GALLERY

How the Glass
Ecosystem Survives

imagine and create new
markets and structures
that can continue to
fund their practices.
Established galleries
are finding new ways to
present and promote
work. The keystone
public-access studios
are building new
bridges to amplify their
fundamental role in the
entire glass ecosystem. Supporters and
patrons are stepping forward with generosity
to meet the existential challenges we face.
Yes, many of our organizations are on the
edge. But if we can make it to the other side
of the predicted “dark winter,” the new
economic solutions born of this challenge
will have an opportunity to take root.
The awakening around race in our society
has challenged the glass world to check our
privilege and dig into the root causes of the
enduring lack of diversity in our extended
family. While undoubtedly overdue, this
community soul-searching is spawning
sincere efforts to dismantle barriers and
finally invest the resources to attract new
eyes and support new hands. If this
organizational attention is sustained and
combined with the heroic efforts of Crafting
the Future and other organic responses,
significant and lasting change may result.
As humans took a brief pause from our
hyperactivity and retreated to our digital
lairs in the locked-down spring of 2020,
the natural world had a short-lived respite
from overexploitation. The energy- and
resource-intensive nature of transforming
glass in our studios requires a commitment
to the utmost efficiency. Ignorance is no
longer defensible, the future has arrived,
and our field must turn the more robust
skill-sharing and information-exchange
networks this pandemic forged to make
rapid changes.
There is more information out there
than ever. It might feel new, but learning

glass digitally is not unprecedented. As an
undergraduate at the Appalachian Center
for Craft, my glassblowing classmates and
I coveted our bootleg VHS tapes of the
Italian maestros working at Pilchuck.
Flameworkers have honed their headiest
tricks with an assist from YouTube demos
almost since the platform launched.
Never before has there been such a
drastic and abrupt shift toward presenting
glass content and curriculum online. While
making with glass requires some studio
access, one can imagine a more efficient
mix of studio and digital hybrid courses
in a post-pandemic world that would cut
the energy required and open things up
to a wider audience.
Once art is made, the new necessity
of literally bringing work to a public has
resulted in a massive democratization
of content. The 2020 Glass Art Society
online conference was free and chock-full
of amazing content available to a wider
audience. As museums and private
galleries innovate their online offerings,
art and ideas are more widely available
than ever before—for consumption,
comment, and discovery by new and
untapped audiences.
I work for Pilchuck, a school nestled in
a stunningly beautiful forest. People travel
great distances to come here to create, as
they do to UrbanGlass in New York or
Bild-Werk Frauenau in Bavaria. These
places are indivisible from their setting.
Each school or studio has a flavor, a history,
a culture, and a profound sense of place,
born from all those who’ve inhabited the
spaces and their lingering energies.
This experience cannot be re-created in
a digital realm. We should not try. We will
soon learn and laugh together again in these
creative crucibles, but when life reverts
to mean, let us keep sight of not only the
structural inequalities and unsustainable
habits laid bare by this microscopic virus,
but also the seismic opportunities it offers
us to reimagine our field.

Alex
Bernstein

Pale Gold Glow, 2020, 20 x 20 x 4"

Schantz
Galleries
c o n t e m p o r a r y
g l a s s
3 Elm Street, Stockbridge, MA

(413) 298-3044

schantzgalleries.com

