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Untitled 
Nicolas Africano, with the  
assistance of Melanie Hunter
Normal, Illinois, 2008

Africano is a painter who began to 
make glass sculptures in the 1980s, 
based on studies of his wife. The 
female figure, half-dressed, reveals 
herself to us in her partial nudity, but 
her emotions are hidden, cloaked 
perhaps by the yards of fabric that 
form her full skirt. She is not posi-
tioned squarely in the center of her 
base, but appears, perhaps a little 
hesitantly, at one end. Her stance is 
somewhat defensive, and she seems 
about to move away, yet something 
draws her to stay within the viewer’s 
gaze. 

Gift of Lani McGregor and Daniel 
Schwoerer.

Contemporary Gallery Reinstalled

The Ben W. Heineman Sr. Family Gallery of Contemporary Glass has been 
reinstalled with some of the Museum’s best contemporary art in glass. The 
installation includes some favorites, like Evening Dress with Shawl by Karen 
LaMonte, and showcases a number of recent acquisitions and works that 
have never been on view before. It is an international grouping, and most  
of the artworks were made during the last two decades.

The pieces described here are recent acquisitions that are on view at the 
Museum for the first time.

On Extreme Fragility (Homage  
to Blaschka)
Anne Poirier and Patrick Poirier, with 
the assistance of Pino Signoretto
Murano, Italy, Vetreria Pino Signoretto, 
2003

The Poiriers are highly regarded for their 
sculpture and installations in a variety of 
media. All of their artworks are concerned 
with memory, which for the artists represents 
the most constant source of information in a 
continuously changing world. 

This work addresses the fragility of life. It was 
inspired by the collection of delicate, realistic 
glass flowers made for Harvard University 
by the father-and-son lampworkers Leopold 
Blaschka (1822–1895) and Rudolf Blaschka 
(1857–1939). Some of the Blaschkas’ works in 
glass can be seen in the Museum’s European 
glass gallery. 

The three wilted petals, three stamens, and 
pistil appear as if they had fallen from a giant 
lily, although no specific flower is represented. 
The large size of the petals is unusual, and it 
represents a significant technical achievement. 
Hot-sculpting in the mass (a massiccio) is one 
of the specialties of Pino Signoretto, who is 
the most skilled practitioner of this technique 
in the world.

Suspended Artifact: Urn 
with Lashed Tusks
William Morris
Stanwood, Washington, 
1995

Morris is widely recognized for his 
sculptures that explore themes 
related to archaeology, anthropol-
ogy, and the natural world. These 
subjects are united by the artist’s 
interest in myth and ancient 
history, and his understanding of 
nature. Morris is an experienced 
hunter and outdoorsman, and 
these activities are reflected in his 
artwork.

Suspended Artifact consists of 
an “urn” with a basket-shaped 
handle, holding two stick-shaped 
tools made of glass, and two glass 
animal tusks “lashed” together 
with glass made to look like a 
strip of rawhide. Both objects are 
suspended from a large antler, 
which is also made of glass. It 
evokes ancient hunting rituals or 
early archaeological finds.

Lynx After a Sketchbook 
Page by Albrecht Dürer
Marta Klonowska 
Düsseldorf, Germany, and 
Warsaw, Poland, 2009

Historical images often serve as 
an inspiration for contemporary 
artists, and this is especially true 
for Klonowska. Her glass sculp-
tures reproduce elements from old 
paintings, such as a dog portrayed 
with its master in an 18th-century 
portrait, or a pair of shoes worn by 
a character in a 17th-century interior 
scene.

Klonowska pairs her sculptures  
with prints of the original artworks 
that she works from, such as this 
sculpture of a lynx that she has 
paired with a print of an original 
sketch by the German artist Al-
brecht Dürer (1471–1528). Dürer 
sketched the lynxes in 1521, during 
a visit to the royal zoological gar-
dens in Brussels. 

Gift of Mary Hale and M. Blair 
Corkran.

Circular Object One
Daniel Clayman 
East Providence,  
Rhode Island, 2003

In Circular Object One, what is most 
important to Clayman is the sculpture’s 
economy of line, its absence of color, and 
the behavior of the light around it. He says: 
“By paring away almost everything, I am left 
with objects that exist in space in the sim-
plest manner. While the forms themselves 
are of primary interest, the space surround-
ing the pieces and the space that the pieces 
surround carry equal weight.” Gift of the 
Ennion Society.
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Untitled 2
Klaus Moje 
Canberra,  
Australia, 2006

For this multipart wall piece, Moje combined pieces of glass, fused them 
in a kiln in several phases, and then cut and polished the individual panels. 
Set into steel mounts, the panels form a large, abstract composition. The 
surface cutting, which reflects light, creates a dynamic movement that 
travels up, down, and across the piece.

Early in his career, Moje chose to work with a set of simple geometric 
shapes—such as the circle and the square—in the form of shallow bowls. 
Later, he expanded his repertoire to include cylinders and flat panels. 
Within these formats, he has experimented with geometric and abstract 
patterns to create remarkable glass paintings. Gift of the Ennion Society.

Forest Glass
Katherine Gray 
Los Angeles, California, 2009

This installation consists of three “trees” made of everyday drinking 
glasses stacked on Plexiglas shelves with steel supports. The glasses are 
arranged to form the outlines of trees with green leaves and brown trunks. 
From a distance, the installation appears as three shimmering trees.

Although Gray is a skilled glassblower who could have made the compo-
nents of Forest Glass herself, she chose to use only found or “pre-exist-
ing” glasses that she bought at thrift stores and on eBay. 

Forest Glass is meant to make us think about the destruction that is inher-
ent in the process of creation. The history of glassmaking in America, for 
example, is linked with widespread deforestation. Trees—in fact, forests of 
them—have been obliterated over the centuries so that their wood could 
be used as fuel for glass furnaces.

Gray questions the ongoing environmental impact on natural resources—
whether trees or fossil fuels—that are used to mass-produce material 
things that we do not really need. In Forest Glass, she re-creates some 
of the lost trees out of the material that destroyed them, “recycling” the 
trees with recycled glass.

Soma
Richard Whiteley 
Canberra, Australia, 2008

Whiteley’s abstract sculptures, executed in one or two colors, represent re-
lationships that may be interpreted as theoretical, physical, or spiritual. His 
forms are hybrids of the expected and the unexpected: there is geometry 
and abstraction, but there are also elements of nature. Whiteley’s training 
in stained glass is reflected in his ability to modulate light and color within 
the architectonic structures of his sculptures, which are monumental and 
complex in their layering, folding, and wrapping.
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Masters of Studio Glass: Toots Zynsky, 
on view through January 29, 2012, 
showcases the distinctive heat-formed 
filet de verre (glass thread) vessels 
that are the work of a pioneering 
female studio glass artist. Defying 
categorization, Zynsky’s objects 
interweave the traditions of painting, 
sculpture, and the decorative arts.

Born Mary Ann Zynsky in 1951, Zynsky 
acquired the nickname Toots as a child.  
She received her Bachelor of Fine Arts 
in 1973 at the Rhode Island School 
of Design (RISD), where she was one 
of a group of young artists studying 
with Dale Chihuly. “Glassmaking was 
wide open,” Zynsky remembers. “Hot 
glass slipped through the air, pulled 
and stretched. . . It was this material 
that hadn’t been widely explored as 
an artist’s medium. Everything was 
possible, and there was so much to  
be discovered.”  

In the summer of 1971, Zynsky 
accompanied Chihuly and several of 

his friends and students to Washington 
State where they helped to establish 
Pilchuck Glass School. In 1973, she 
began experimenting with video and 
performance works, incorporating 
hot and cold glass, with artist Buster 
Simpson.

Upon graduating from RISD, Zynsky 
says, “I started wondering what I 
was doing with glass and why. There 
were other materials and ideas that 
fascinated me, and I started working 
with cloth, light, wire, and barbed  
wire. I was interested in barbed wire  
because it’s such a powerful symbol  
of the failure of humanity.”

In 1980, Zynsky became assistant 
director and head of the hot shop 
at the New York Experimental Glass 
Workshop in New York City (now 
called UrbanGlass). There, she brought 
together her interests in barbed wire 
and glass, creating “spun glass” 
vessels, like Promises and Other 
Misinformation (1981) and Waterspout 

No. 13 (conceived in 1979 and made 
in 1994).  

By 1982, Zynsky was making vessels 
of fused glass threads. Clipped Grass 
“was the first piece that I made entirely 
with threads,” Zynsky says. “But it 
was all hand-pulled thread, thick and 
uneven.” She called the technique she 
had developed filet de verre.

Zynsky first made her glass threads 
in the traditional Venetian manner 
of making cane. “An acquaintance, 
Mathijs Teunissen Van Manen, came 
to New York from Amsterdam,” she 
recalls. “I had two teams of people 
pulling thread. Mathijs took one look 
at this, shook his head, and said, ‘This 
is medieval!’” Within 24 hours, Van 
Manen had constructed a contraption 
that fed a glass rod through a flame, 
turning it into a glass thread. In 1983, 
Zynsky moved to Europe, where 
she stayed for the next 16 years. In 
Amsterdam, she and Van Manen 
collaborated on the development 

Masters of
Studio Glass Toots Zynsky

By Tina Oldknow, Curator of Modern Glass

Detail of Pajaritos en la cabeza (Little birds 
in the head), Amsterdam, The Netherlands,
1988, 3rd Rakow Commission.

Incantatrice (Sorceress), Providence, 
Rhode Island, 2007.
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of the glass thread-pulling machine. 
Zynsky still uses these machines, 
which now incorporate sophisticated 
electronics and software to make 
thread in a manner similar to the way 
optical fiber is made.

In 1984, Zynsky was invited to Venini 
glassworks on Murano. There, she 
designed her unusual blown and 
thread-wrapped Folto (Thicket) 
vases, in contrasting colors. One 
day, a group of architects came to 
watch her work with fused threads at 
Venini. “The architects were curious 
and I was nervous and the piece just 
wasn’t going right,” Zynsky says. “All 
of a sudden, I reached into the kiln, 
grabbed the vessel, and gave it a 
squeeze. Finally, I had the form that  
I wanted! I was fed up with the piece,  
so I tried something different because  
I had nothing to lose.”   

In 1984, Zynsky also traveled to Ghana, 
West Africa, where she worked on a 
project recording traditional music. 

The experience had a significant 
impact on her work for many years. In 
1988, the Corning Museum awarded 
Zynsky its annual Rakow Commission; 
the two vessels (one of which is pitured 
below as a detail) that she made show 
her strong palette, influenced by 
African textiles, and her manipulation 
of the vessel rims while hot.  

To make her vessels, Zynsky layers 
thousands of multicolored glass 
threads onto a round heat-resistant 
fiberboard plate. For her, this is 
like drawing or painting. The glass 
threads are then fused inside a kiln. 
While hot, the fused thread disk is 
allowed to slowly slump into a series 
of consecutively deeper and rounder 
preheated bowl-shaped metal forms. 
To make taller vessels, the piece is 
turned upside down and slumped over 
a cone-shaped mold. Finally, Zynsky 
reaches into the kiln, wearing heat-
resistant gloves, and squeezes the 
glass into an undulating form.

Zynsky’s most recent work is 
represented in the Museum’s  
collection by Incantatrice (Sorceress). 
Abandoning her variegated palette, 
Zynsky focused on colors combinations 
such as black and red. “They’re not 
pretty colors, like pink or green or 
blue,” she says. ”They are powerful 
colors, life and death colors.”  

Today, Zynsky lives and works in 
Providence. Her works are represented 
in more than 90 museum collections 
worldwide.

You can hear an interview with Zynsky 
at cmog.org/podcasts, or read  
more about the exhibition and Zynsky’s 
career at www.cmog.org/zynsky.

Clipped Grass, New York, New York, 1982. Detail, Waterspout No. 13, with the 
assistance of Richard Royal, Seattle,
Washington, conceived in 1979 and
made in 1994.
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Susan Plum is an established artist. 
She has three objects in the Museum’s 
collection. Her work, Woven Heaven, 
Tangled Earth, a giant sphere densely 
woven from borosilicate glass, is one 
of the most popular works in the 
Museum. She was recently a guest 
presenter for the Museum’s Meet the 
Artist lecture series.

Last summer, Plum was also a recipient 
of a Studio scholarship. These funds 
allowed her to take a class with Denise 
Stillwaggon Leone and explore 
the idea of translating her three-
dimensional work into two dimensions.

“I think it’s a lovely thing to see a 
school of this caliber allow artists who 
are in mid-career and older artists 
to receive scholarships,” says Plum. 
“Sometimes we go through changes 
and need a little bit of help, too. Not 
every school does this.”

Plum is part of an international group 
of about 50 students of all ages, walks 
of life, and skill levels who received a 
full or partial scholarship in 2010. “We 
offer scholarships for working artists 
not able to afford continuing their 
education, as well as young people 
just starting to explore glass,” says 
Amy Schwartz, director of The Studio.

Luis Machi Gomez from Spain, Luann 
Baker-Johnson from Canada, and 
Limor Schreiber from Israel all agree: 
it is very expensive just to get to 
Corning, NY. The scholarships they 
received last summer allowed them to 
make the costly trip from their home 
countries, take time out of their lives 
or jobs, and study at a facility that 
is world-renowned, with artists they 
respect. “It’s like a dream come true,” 
said Machi Gomez.

Those who live closer to Corning 
appreciate that the funding allows 
them time to step away from 

making a living. “At times like these, 
economically, it’s a way to continue to 
survive your career,” says Christopher 
Lydon, a professional artist who 
divides his time between Ithaca, NY, 
and Philadelphia. “I can’t be away 
for a week, not working, and spend 
all of the money on tuition. This is 
really helpful for what I do.” He sees 
studying at The Studio as a valuable 
way to advance his vocabulary 
and skills, and to become a more 
marketable artist.

Scholarships are offered throughout 
the year, but the majority are awarded 
in the busy summer season. Students 
must apply for the funds by submitting 
a packet of information including 
images of their work, an essay, and 
two letters of recommendation. All 
scholarship applications are reviewed 
by a committee.

“The Studio is an advocate for artists 
working in glass,” says Schwartz. “We 
try to give scholarships to people we 
think we can help: someone whose 
work looks promising, or someone 
who looks like they could use a little 
aid. We don’t care if they are younger 
or older or how they are working glass. 
If we can help them, we try.”

Scholarship funds come from a variety 
of places: individual donations, 
donations from foundations, 
organizations, and proceeds from 
the sale of artists’ works. The annual 
Studio Glass Sale during the Museum’s 
Holiday Open House (this year, 
December 3 and 4), also generates a 
good deal of funding. 

In the end, all the funds serve 
one purpose: to help The Studio 
train artists working in glass. “It’s a 
phenomenal opportunity for any artist 
to be in this creative environment,” 
says Plum. “It’s an opportunity to 
expand.”

Supporting Artists at The Studio
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The Studio Scholarship and Residency 
Fund is supported by the sale of glass 
works donated by instructors, staff, 
and students over the course of the 
year and by private grants and other 
contributions. The fund provides 
general summer scholarships and 
also is used to support the Artist-in-
Residence program.

Celebrity Cruises Glassmaking 
Scholarship Fund is supported by 
auctions of glass on three of Celebrity 
Cruises’ ships that host a Hot Glass 
Show. At the end of each cruise, 
some of the best pieces made during 
the cruise are auctioned off and the 
proceeds benefit a scholarship fund to 
help developing artists and students 
who want to work in glass.

Scholarship Funds

The Christopher John Kammerer 
Memorial Scholarship Fund was 
founded by the family and friends of 
the late Christopher John Kammerer, 
who attended classes and rented 
space at The Studio in the 1990s. It 
supports promising young artists from 
the Northeast, and is available for 
courses that meet during the spring 
and fall sessions. 

The Elio Quarisa Scholarship Fund 
was established in early 2011 in 
memory of master glassblower and 
beloved teacher Elio Quarisa. He 
worked on Murano for 27 years and, 
upon retirement, taught around the 
world, including at The Studio, where 
he was a favorite instructor. The 
Fund supports furnace glassworkers 
who share a passion for Venetian 
glassblowing.

The Paul and Patricia Stankard 
Flameworking Scholarship Fund, 
created with the support of friends of 
the Stankards and collectors of Paul’s 
work, is earmarked for the support of 
one developing flameworking artist 
each summer.

The Silver Trout Fund was founded 
by Sue Schwartz in memory of 
her husband Tom, who worked at 
Corning Incorporated for many 
years. It aims to support Artists-in-
Residence.

For more information or to make a 
donation, contact Amy Schwartz at 
607.438.5334 or thestudio@cmog.org. 
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Students from all over the world, and at all 
levels of experience, receive scholarships 

to take classes at The Studio.











The Morgan Cup, Roman Empire 
(probably Italy),1st century.

I was walking through the glass gallery when it happened.  
As odd as it might seem, a glass object started talking to me.

 It was 1976. I was in my teens and already in love with glass. 
The talking head was dark, metallic, and rough, and did not 
feature the bold iridescent blue of Aurene glass, or the smooth 
seductiveness of Verre de soie, my first two glass loves made 
by our local Steuben Glass.  

The piece was one of the Eight Heads of Harvey Littleton, 
Erwin Eisch’s multiple portrait of Littleton.

I told myself to just keep walking, but I could not leave the talking glass head.  
I doubled back and examined it a little more closely. The glass head had a glass 
bubble coming out of its mouth and the words ”Technique is cheap” were 
painted on the bubble. 

It wasn’t until years later that I learned who Erwin Eisch and Harvey Littleton 
were, what their philosophies are, and their profound influence as glass pioneers 
and artists. 

At that moment, though, I was struck by the work itself. The glass head was 
expressive, it was actually saying something to me, and now its talk is forever 
inside my brain. What could the statement possibly mean?  

With that passing glance, in that moment, glass became art to me. And glass 
hasn’t stopped talking to me since. 

F A V O R I T E  T H I N G S

The Corning Museum of Glass is located  
in the Finger Lakes region of New York  
State. The Museum is open daily from  
9:00 a.m. to 5:00 p.m. and until 8:00 p.m.  
all summer long (Memorial Day weekend 
through Labor Day).

An adult Day Pass to the Museum is  
$14.00. Kids and Teens (19 and under)  
are admitted free. 

Museum Members always receive  
complimentary admission. 

The photographs in this issue of The Gather 
are by The Corning Museum of Glass  
(Nicholas L. Williams and Andrew M. Fortune) 
unless otherwise noted.

Cover image: Burmese vase, Mt. Washington 
Glass Company, New Bedford, MA, about  
1885 – 1895. Gift in part of William E. Hammond.
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Eight Heads of Harvey Littleton, Erwin Eisch, 
Frauenau, Federal Republic of Germany, 1976.

Steve Gibbs  Manager of Hot Glass Programs

Corning Museum of Glass
One Museum Way
Corning, NY 14830

www.cmog.org
1.800.732.6845
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