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D I R E C T O R ’ S  L E T T E R

In the last issue of The Gather, we announced an exceptional gift.  
Ben W. Heineman Sr. and his wife Natalie presented the Museum 
with their outstanding collection of contemporary glass. Almost 
half of the collection is now in Corning and the balance will arrive 
between now and the end of 2007. We paid tribute to Mr. and Mrs. 
Heineman in a private ceremony at the Museum in July, noting that 
we will display the entire collection in the summer of 2009, when we 
also will publish a complete catalog and rename our contemporary 
gallery in honor of Mr. Heineman and his family.

The ceremony took place on the Sculpture Gallery Landing, where Endeavor, by 
Lino Tagliapietra, was recently installed. Endeavor, which was acquired with funds 
donated by members of the Ennion Society and others, will be dedicated, in the 
presence of the artist, at the Society’s annual dinner in November.

While in Corning, Tagliapietra, who is acclaimed as the greatest living glassblower, 
will conduct a four-day workshop at The Studio. This event will be the culmination 
of The Studio’s 10th anniversary season. Since it opened in May 1996, The Studio 
has attracted more than 5,000 artists and students from around the world, including 
Tagliapietra as one of its fi rst instructors. In addition to classes, it offers visitors the 
opportunity to try their hand at glassmaking in the Walk-in Workshop and gives art-
ists in need of a place to work the opportunity to rent studio space.

The Studio, like most other glass workshops, houses a variety of equipment, much 
of which is permanently installed. At the annual meeting of the Glass Art Society in 
June, the Museum unveiled the complete antithesis of a traditional workshop. Our 
new UltraLight Hotshop includes electric- and propane-powered glass-melting units 
and glory holes, annealers, and a fl ameworking setup — all of which are on wheels 
and can pass through a standard doorway. This equipment joins the Mainstage Hot-
shop as part of the Museum’s Hot Glass Roadshow. Compact and easily portable, 
the UltraLight Hotshop can be confi gured to fi t almost any available space, giving 
the Museum the ability to take glassmaking demonstrations to places too small to 
accommodate the 29-foot Mainstage Hotshop.

Just as the UltraLight Hotshop is very small, glass artist Josh Simpson’s Megaplanets 
are very large. The Museum’s collection of paperweights is one short of 1,000 and to 
acquire our thousandth weight we issued Simpson an invitation and a challenge: to 
make us a 100-pound paperweight. The amazing result will be the centerpiece of an 
exhibition titled “Worlds Within: The Evolution of the Paperweight,” which will oc-
cupy the West Bridge from November to March. I invite you all to come and enjoy 
the show!
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The Rakow Grant for Glass 
Research is an annual grant 
awarded by a committee of 
Corning Museum of Glass staff.  
The program is made possible 
through the generosity of the 
late Dr. and Mrs. Leonard S. 
Rakow, Fellows, friends, and 
benefactors of the Museum.

While the entire collection will 
be on display during the 2009 
special exhibition, currently 
there are fi ve pieces on display 
on the Sculpture Gallery Land-
ing: Head IV, by Stanislav 
Libenský (Czech, 1921–2002) 
and Jaroslava Brychtová (Czech, 
b. 1924); Figure + Face, by 
Clifford Rainey (Irish, b. 1948); 
and three pieces by Lino Taglia-
pietra (Italian, b. 1934): Venere in 
Seta, Pamplona, and Stromboli 
HG 921.

Rakow Commission Granted to Artist Tim Edwards
 
Australian-born artist Tim Edwards is the recipient of the 2006 
Rakow Commission of The Corning Museum of Glass.  

Edwards, an independent studio artist living and working in 
Adelaide, Australia, was trained as a ceramist. In the 1990s, he 
held the position of associate designer in ceramics, and then 
glass, at the Jam Factory in Adelaide.  He went on to establish 
a private studio in 1997.  

“For this year’s Rakow Commission, I chose to focus on the vessel, 
rather than on sculpture,” says Tina Oldknow, curator of modern 
glass. “I wanted to bring attention to the intersection of craft and 
design, and to studio artists working within industry. These are 
trends of special interest right now.” 

Edwards’ vessels have been represented in exhibitions worldwide. 
He creates single bowls and pairs of simple, rectangular hand-
blown glass forms. The vessels act as a canvas for asymmetrical 
fi elds of soft, natural colors, which are applied while the glass 
is being worked at the furnace. Texture is given to the glass by 
wheel-cutting it after it has cooled.  

Inaugurated in 1986, the Rakow Commission supports the devel-
opment of new works of art in glass. Each commissioned work is 
added to the Museum’s collection. This program is made possible 
through the generosity of the late Dr. and Mrs. Leonard S. Rakow, 
Fellows, friends, and benefactors of the Museum.  

Heineman Collection 
Begins to Arrive at the 
Museum

To date, the Museum has 
received 117 pieces from the 
extraordinary collection donat-
ed in January 2006 by Ben W. 
Heineman Sr., an American art 
collector and the former chair-
man and chief executive offi cer 
of Northwest Industries, and 
his wife, Natalie. The remaining 
pieces of the Heineman Collec-
tion will arrive in 2007. The col-

Museum News
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Beirut Glass Author, Glass 
Database Creator Receive 
Rakow Research Grants 

The Corning Museum of Glass 
has awarded a Rakow Grant 
for Glass Research to Sarah 
Jennings, an archeologist with 
English Heritage in Portsmouth, 
England, for the editing and 
layout of her book, Vessel Glass 
from Beirut. This volume will 
report on an extensive collec-
tion of glass vessel fragments, 
dating from 300 B.C. to 1500 
A.D., and recovered from three 
sites. The initial research was 
funded by the 1996 Rakow 
Research Grant.  

The Museum also awarded 
a Rakow Research Grant to 
Deborah Truitt, an independent 
researcher from Carmel, 
Indiana, to support her compi-
lation of an index of business 
records of American importers 
of hollow glass between 1700 
and 1940.

lection is slated to be displayed 
as a special exhibition in 2009.  

The Heineman Collection is 
distinguished by its quality, 
breadth and depth. The gift is 
the largest in the Museum’s his-
tory, and includes pieces by re-
nowned artists from around the 
world. Some of the artists are 
represented in the collection 
by multiple works, constituting 
individual collections within the 
larger collection.  

Pair of pedestal vases,
 Ludwig Moser, about 1880 –1890.

Head IV, Stanislav Libenský 
and Jaroslava Brychtová,1986. 
Gift of the Ben W. Heineman Sr. 
Family. Photo by Douglas Schaible.



Art forms by their very    
nature evolve over time, 
undergoing significant 
transformations 
depending on the 
cultural climate of 
the period. “Worlds 
Within: The Evolution 
of the Paperweight,” 
the West Bridge 
exhibition opening 
November 16, 
examines the trans-
formation of the glass 

paperweight from the mid-19th century 
to the present day. 

The Development of Microcosms 
Significant changes in paperweight 
making have included experimentation 
with new forms and techniques, 
and the development of the idea 
of the paperweight as a microcosm 
containing artistically rendered 
scenes and figures. Originally 
seen as functional and decorative, 
paperweights now encompass an 
entire category of glassmaking, 
including vessels, marbles and 
sculptural objects.  

The earliest paperweights appeared 
in Europe in the mid-1840s. Venetian 
glassmaker Pietro Bigaglia created 
and exhibited the first signed and 
dated weights at the Vienna Industrial 
Exposition in 1845. He, like other 

paperweight makers of 
the time, revived 

many ancient 

glassworking techniques to create  
his weights.  

In 1851, Prince Albert of England 
sponsored the Great Exhibition of  
the Industry of All Nations, housed 
at the Crystal Palace in London, 
to showcase international artistic 
innovations. The Great Exhibition  
and subsequent world fairs played  
a part in introducing paperweights  
to a wider audience. 

French Paperweights
Following the Great Exhibition, 
paperweights were produced in 
many countries, but French designs 
were the most widely varied and 
finely executed.  Prominent French 
glasshouses such as the Compagnie 
des Cristalleries de Saint Louis, the 
Cristalleries de Baccarat, Clichy, 
and the Cristalleries de Pantin, were 
especially interested in making weights 
to help revive the depressed French 
glass industry. Paperweights were 
luxury items that were inexpensive 
to make, and they satisfied the 19th-
century taste for ornamentation. Letter 
writing was a popular activity at the 
time, and paperweights became a 
fashionable and economical way to 
decorate a home while keeping papers 
organized in drafty rooms. 

During the classic period of 
paperweight making (1845 –1860), 
Baccarat, Clichy, Saint Louis and Pantin 
significantly raised the standards 
for paperweight makers from other 
countries. They explored every 
possibility of the millefiori technique 
and introduced and perfected new 
motifs such as flameworked flora  
and fauna.  

Flora and Fauna
Millefiori, Italian for “a thousand 
flowers,” was one of the most popular 
decorative techniques. The artists 
combined multi-colored canes of 

glass into patterns, subsequently 
heating, twisting, stretching, cooling, 
and then cutting them into small 
pieces. The pieces were assembled 
into a design and fused in a kiln to 
form a colorful pattern of “flowers.”  
To make a millefiori paperweight, 
glassworkers took their complex cane 
pieces and shaped hot colorless glass 
around them.  In addition to protecting 
the “flowers,” the glass created an 
aesthetically pleasing magnifying effect.  
Paperweights also included individual 
flameworked flowers, animals, insects 
and reptiles.

Glasshouses in Bohemia, Silesia, 
Italy, Belgium and England also took 
an interest in paperweights at this 
time. Glassmakers immigrating to 
America brought their knowledge of 
paperweight making to the United 
States, encouraging the emerging glass 
industry to follow Europe’s example.    

Throughout the 19th century, most 
paperweights were appreciated for 
their decorative aspects, and some of 
the most technically advanced weights 
were seen as collectible objets d’art.  
Yet paperweights were the least valued 
objects made by the glasshouses, and 
they were not considered as artistically 
important as they are today.       

Artistic Innovation
In the early 20th century, artists such 
as Louis Comfort Tiffany created 
work that brought new attention to 
paperweight techniques. Tiffany’s 
paperweight vases were made using 
methods similar to those used to create 
traditional paperweights, but they 
were a departure from the traditional 
paperweight form. Although Tiffany’s 
paperweight vases were utilitarian, 
their artistic expression was considered 
equally important.

Throughout the 20th century, many 
inventive artists have challenged 

The Evolution of 
the Paperweight

by Laura Cotton, Curatorial Research Assistant

Worlds Within : 

Left: Red and White Rose Bouquet,  
Rick Ayotte, 2006. Gift of the artist.
Photo courtesy of the artist.

Above left: Mountain Laurel Bouquet,  
Paul Stankard, 1993. Gift of Mr. and 
Mrs. Paul Stankard.

themselves to break away from 
traditional paperweight design, and  
to use the techniques in new ways. The 
Studio Glass movement, beginning 
in the 1960s, was a key development.  
Artistic glassmaking moved from the 
factories to the studio, and artists, 
including paperweight and marble 
makers, began working with glass for 
artistic, rather than functional, ends.  

Artists now make endless varieties of 
paperweight-related objects, such 
as orbs, marbles, vessels, and small-
scale sculptures. They have drawn 
their inspiration from many of the 
early paperweight makers, and they 
have studied older techniques and 
expanded on them. In the process, 
the traditional definition of what a 
paperweight is has been cast aside.  

Contemporary Paperweights
Contemporary artists like Paul 
Stankard and Josh Simpson have 
taken the microcosmic ideology of the 
paperweight to new levels, creating 
highly-complex ecosystems and 
miniature worlds within paperweights 
using flameworking and furnace-
working techniques. 

A flameworker, Paul Stankard  
focuses on miniaturizing and 
magnifying aspects of nature that 
inspire him. He has mastered the 
techniques of mid -19th-century  
floral paperweights and he uses  
his knowledge of botany to create 
faithful reproductions from the world 
of plants. His work explores nature, 
while challenging tradition. 

Josh Simpson’s intricate Megaplanets 
inspired the Museum to commission 
him to create their thousandth 
paperweight, a 100-pound universe,  
on view for the first time in this 
exhibition. Simpson’s work at the 
furnace involves the creation of 
detailed and multi-layered land-, 

sea- and space-scapes that reflect the 
complexity of the world around us.

As paperweights continue to evolve  
as an art form, some paperweight 
makers are choosing to hold fast 
to tradition and master classical 
designs and techniques. Others are 
experimenting with shape, size, form 
and subject matter more relevant to 
contemporary life.

The exhibition, which includes a 
wide selection of historical and 
contemporary paperweights and 
paperweight-related objects, will be 
on view through March 16, 2007.  

Above, left to right: 
Iridescent paperweight, Lundberg  
Studios, 1973. Gift of L. H. Selman Ltd.

Millefiori paperweight, Pietro Bigaglia,  
1845. Gift of the Honorable and Mrs. Amory 
Houghton.

Fruit paperweight, François Pierre,  
New England Glass Company, 1849–1860.  
Gift of Mrs. Elizabeth Anthony in honor of 
François Pierre.

Above, top to bottom: 
The Saint Louis Gingham  
paperweight, Compagnie des 
Cristalleries de Saint Louis,  
about 1845 –1855. Houghton 
Endowment Fund. 

A Crystal Tribute, Debbie Tarsitano, 1981. Gift  
in memory of the Honorable Amory Houghton.

Blue Jay and Caterpillar, Jim D’Onofrio, 2005. 
Gift of L.H. Selman Ltd. and the artist. Photo 
courtesy of the artist.
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Fall at the Museum: From Pumpkins to Paperweights 

This fall, The Corning Museum of Glass is a cornucopia of color—full of glass  
pumpkins and paperweights. 

Through October 30, you can see glass pumpkins made each morning at the  
9:45 a.m. Glass Pumpkin Show, make your own pumpkin at the Walk-in Workshop  
or choose from a wide selection in the GlassMarket.

November kicks off a celebration of paperweights with the opening of “Worlds  
Within” on Thursday, November 16. At 5:00 p.m. that evening, we’ll host a Members-
only reception with an introduction to the exhibition by curatorial research assistant, 
Laura Cotton.

This will be followed by 2300º: Worlds Within, featuring Josh Simpson at the Hot  
Glass Show. He’ll also make a Personal Appearance in the GlassMarket earlier that day.

From November 1 through March 16, you also can make a paperweight at the  
Walk-in Workshop. 

See www.cmog.org/calendar for details about all activities.
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The UltraLight debuts at the 2006 Glass Art  
Society Annual Conference. Photo by  
Sara Carmody.

over a small torch. It can take a whole 
day to make enough orbiting space-
crafts for just one large Megaplanet.

6. Perhaps this is a Megaplanet with 
many technologically advanced civiliza-
tions. Step 5 is repeated to add other 
orbiting spacecrafts in layers of color-
less glass.

7. The Megaplanet is ready to be  
carefully rolled in a waterlogged 
wooden forming block or wet pad of 
newspaper. Shaping the Megaplanet in 
padded wet newspaper is as close to 
holding molten glass as Simpson can 
get without burning his hands.

8. Finally, the Megaplanet is ready to 
be knocked off the blowpipe and put 
into the annealing oven, where it will 
cool slowly. Josh Simpson’s 100-pound 
Megaplanet for The Corning Museum 
of Glass, consisting of 20 to 30 layers 
of glass, required two months in the 
annealing oven.
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Making a Megaworld

Here’s how Simpson creates  
his Megaplanets: 

1. The process begins with a small 
gob of glowing molten glass gathered 
on the end of the blowpipe. Simpson 
continually turns the blowpipe so the 
gather does not drip off.

2. Quickly, silver is added to the hot 
surface, and the gather is reheated  
in the glory hole. The evolving  

The “Worlds Within: The Evolution 
of the Paperweight” exhibition on 
the West Bridge (November 16, 
2006 – March 16, 2007) will feature 
the Museum’s thousandth paper-
weight acquisition, a 100-pound 
Megaplanet commissioned by the 
Museum from contemporary art-
ist, Josh Simpson. Simpson is best 
known for his intricate planets which 
depict microcosms within glass 
exteriors. The process used to create 
these intricate pieces of art is both 
complex and extraordinary.

Megaplanet now has stormy seas and  
deep oceans.

3. Simpson adds small chips of colored 
glass, powdered glass, and pieces of 
gold leaf. Continents and islands, and 
even coral reefs, take shape. Next, he 
reheats the glass.

4. Small pieces of different pre-created 
glass canes are strategically placed 
on the molten surface. Each piece 
contains specific color combinations 
and textures that will become the 
Megaplanet’s cities, mountains, space-
ship-launching areas, and other unique 
features like a volcanic eruption, a 
tornado, or a fiery explosion. Simpson 
reheats the glass again.
 
5. The inner details are now in place. 
Back at the furnace, Simpson gathers 
colorless glass over the Megaplanet. 
He then adds a spaceship that has 
been heated at a torch to 1,200º Fahr-
enheit. The glass is reheated again. 
Spaceships, satellites, and UFOs are 
pre-made from pieces of cane formed  

Making Megaplanets

Simpson’s 100-pound Megaplanet will 
be unveiled at the opening of “Worlds 
Within” on November 16, as part of 
2300°: Worlds Within. Simpson also will 
demonstrate at the Hot Glass Show 
that evening during the event.

Photos by Lewis Legbreaker.

Photo by
 Tommy Olof

 Elder.

On the Road
The first technical trial of the portable 
hotshop took place in April at the 
Pratt Fine Arts Center in Seattle. Artist 
René Roubíček designed a piece, then 
worked with artists Jiří Pacinek and 
Petr Novotný to create the piece using 
the UltraLight in front of an audience 
of 100 people at the Pratt studio.

In August, the Museum used the 
UltraLight Hotshop in Lessac, France, 
as part of the annual 10-day Boisbu-
chet design workshop sponsored by 
the Pompidou Center and the Vitra 
Museum. The equipment enabled 
Gibbs and artist Charles Parriot to work 
with designers from around the world 
who use glass as an art form, develop-
ing ideas to fabricate glass concepts 
ranging from fashion to furniture to 
architecture. 

New UltraLight Hotshop  
Adds Outreach Opportunities

4The Gather | Fall 2006/Winter 2007 6

Glass studios are traditionally cumber-
some, power-hungry setups. In June, 
at the Glass Art Society (GAS) Annual 
Conference in St. Louis, The Corning 
Museum of Glass unveiled the Ultra-
Light Hotshop—a portable glassmak-
ing setup that enables the Museum’s 
gaffers to blow glass in almost any set-
ting, with minimal power requirements.

Modular and Portable
Comprised of a number of modular 
units, the UltraLight Hotshop can be 
configured to fit the needs of individu-
al venues or events. Equipment in the 
UltraLight Hotshop includes electric- 
and propane-powered glass-melting 
units and glory holes, a flameworking 

booth, electric annealers, and a pro-
pane garage, pipe warmer and pick-
up oven. All units are on wheels, fit 
through a standard doorway and can 
be transported in a regular passenger 
elevator. No trailer is required for haul-
ing or set up.

Plug and Play
Most of the equipment plugs into a 
standard wall or appliance outlet and 
most of those that require fuel run on 
20-pound propane tanks. The largest 
piece of equipment, a 75-pound glass-
melting furnace, requires a 100-pound 
propane tank, but uses heat recupera-
tion to save on fuel usage. 

The idea for the UltraLight Hotshop 
came from Steve Gibbs, events and 
marketing manager of The Corning 
Museum of Glass. The equipment was 
engineered and built by Fred Metz of 
Spiral Arts in Seattle.

We Can Go Anywhere
The UltraLight Hotshop is part of  
the Museum’s Hot Glass Roadshow, 
which includes the Mainstage Hot-
shop, the fully equipped mobile  
29-foot, 35,000-pound glassmaking 
studio that traveled to Australia last 
year and acts as the Museum’s Sum-
mer Stage. The Museum will continue 
to use the Mainstage at appropriate 
venues, but will deploy the UltraLight 
where space and utility support  
are limited.

“This new portable hotshop  
allows our Museum to increase its  
educational outreach and artistic  
support on the road. We can now  
go almost anywhere and make glass, 
using either the Mainstage or the  
UltraLight as the Hot Glass Roadshow,” 
says Gibbs.

Next Stop: SOFA Chicago 2006
November 10 –12, 2006

Navy Pier

Artists René Roubíček, Jiří Pacinek, Petr Novotný 
and Steve Gibbs try out the UltraLight at Pratt 

Fine Arts Center. Photo by Russell Johnson.



A Legacy of Glass: 
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The Studio Celebrates 10 Years
of Teaching Glassworking
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An idea requires two things in order to 

become a reality: a strong belief in its 

potential, and an unwavering commit-

ment to cultivate that potential into ex-

istence. Once those two qualifications 

have been met, there is no telling how 

strong a simple idea can grow. The 

Corning Museum of Glass experienced 

firsthand what a little belief and a lot of 

hard work can accomplish when it set 

out to create a glassmaking school at 

the Museum in the mid-1990s. 
 
A New Era for the Museum
Equipped with an open space and 
a stable budget, the Museum’s ex-
ecutive director David Whitehouse 
approached William Gudenrath, a 
founding member of the pioneering 
UrbanGlass Studio in New York City, to 
act as Studio adviser, and his wife Amy 
Schwartz, an artist and business and IT 
manager, to oversee the administra-
tive functions of the operation. In May 
1996, the couple realized the Museum’s 
vision to provide serious glassmaking 
students and the general public with 
an educational facility and to allow 
emerging and established artists a 
place to practice their craft.

The opening of The Studio marked the 
beginning of a new era for the Muse-
um, as well as for the local community. 
Two highly respected glass artists, Lino 
Tagliapietra of Murano, Italy, and Paul 
Stankard of the U.S., were the first in  

a long line of acclaimed figures  
from the glass world to share their 
knowledge and techniques with stu-
dents at The Studio. Ten years later, 
The Studio has attracted more than 
5,000 students and artists working in 
glass from around the world to work, 
teach and study within its supportive 
environment. 

“The school is purposely non-com-
petitive,” says Schwartz. “It is main-
tained by providing a nurturing and 
friendly atmosphere. When people feel 
comfortable, they have less room for 
competition, and more of an inclina-
tion to learn.”
 
Immersion in Glass
The Studio offers a variety of educa-
tional opportunities, ranging from 
simple Walk-in Workshops for visitors, 
to weekend courses for people inter-
ested in gaining a working knowledge 
of glassworking, to in-depth courses 
geared toward college students, 
emerging artists and active members 
of the glass community. Artists from 
around the world also rent studio 
space at The Studio, allowing them the 
freedom to work and study on their 
own schedule.

The Studio offers students an all- 
inclusive space to learn and practice 
techniques without distractions. In 
addition to state-of-the-art glasswork-
ing equipment, the facility provides 
Wi-Fi access, a photography room for 
digitally photographing work, meeting 
rooms, arrangements for meals and  
accommodations, a supply store, and 
access to all of the Museum’s resources, 
including the world’s most comprehen-
sive collection of glass and the world-
renowned Rakow Research Library. 

“We want students to be able to fully 
immerse themselves in their work,” 
says Schwartz. “This is one of the 
many ways we contribute to the glass 
community, and it has always been a 
very gratifying experience. The Studio 
supports the continued growth of the 
glass community, as well as the art of 
glassmaking itself.”
 
A Regional Supporter
With many of its students and instruc-
tors staying at local hotels and patron-
izing local eateries and businesses, The 
Studio also has made significant contri-
butions to the economic climate of the 
region during the past 10 years. “The 
Museum is committed to educating 
the public about all of the properties of 

glass,” says Whitehouse, “but we also 
are committed to drawing visitors  
to our region in order to support our 
fine local communities. The people of 
this region have always been a tremen-
dous support system for us, and we 
would like nothing more than to return 
the favor.”
 
Something for Everyone
Newer programs like the Walk-in Work-
shop, which allows the general public 
to experience hands-on glassmaking, 
and Fun with Glass, which provides 
groups an opportunity to make glass 
art, demonstrate The Studio’s com-
mitment not only to serious students 
of glass but also to curious one-time 
visitors. Operating since 2001, these 
programs attract patrons of all ages 
to sandblast, fuse, flamework, or blow 
their own unique glass creations. In 
2005 more than 35,000 visitors created 
glass objects at the Walk-in Workshop, 
and more than 300 groups per year 
take advantage of the Fun with Glass 
program. 

Glass enthusiasts also have the op-
portunity to learn from the school’s 
incredible instructors via two video se-
ries created by The Studio. The Master 
Class video series features a different 
master glassworker per video and 
educates the viewer on that master’s 
specific techniques. The Foundations 
video series is designed to give view-
ers a basic foundation in glassworking 
areas, such as flameworking or glass-
blowing. “We want our services to be 
expansive,” says Schwartz. “Our goal is 
to educate as many people as possible 
on the wonderful potential of glass.”

In that same vein, The Studio reaches 
out to emerging artists with its Art-
ist-in-Residence program. Upon 
acceptance to the program, four or 
five artists each year are given the 
opportunity to spend a month at The 
Studio studying glass and expanding 

their bodies of work. All basic supplies, 
transportation, and room and board 
are provided, and the artists are free 
to use the glassworking equipment 
whenever classes are not in session. 
Residents are encouraged to utilize 
the Rakow Research Library and the 
collection of The Corning Museum 
of Glass for inspiration. At the end of 
their residency, artists may present a 
short lecture discussing their work. 
The Studio also offers select students 
scholarships to participate in intensive 
courses.
 
Looking Ahead
Ten years of successful operations and 
program development have granted 
The Studio a secure place among the 
world’s top glassmaking schools. “We 
are very grateful to the surrounding 
communities, as well as to the glass 
community as a whole, for their  
support over the past 10 years,” says 
Whitehouse, “and we can’t wait to  
enjoy another 10 years of continued  
success and growth as an educational 
institution.”

Beadmaking with Kristina Logan, 1996.

Beginning glassblowing with William Gudenrath, 1996.

Advanced Solid Sculpture with 
 Pino Signoretto, 1996.

Right, clockwise: 

Milon Townsend flameworks, 2005.

Susanne Jøker Johnsen blows glass, 2005.

Cesare Toffolo flameworks a goblet, 2005.

Photos by Maria Strinni Gill.



Bringing the Old World
to the New

Lino
Tagliapietra

The Gather | Fall 2006/Winter 20079

It was a spring day in Venice shortly 
before the end of World War II. The 
air was filled with a sense of immi-
nent freedom and new possibilities. 
A young Lino Tagliapietra was play-
ing with a paper ball on the island of 
Murano, Venice’s glassmaking center 
since medieval times. He glanced 
inside a glassmaking factory and 
stopped, entranced, as an elderly 
glassblower, small in stature, blew a 
huge glass bubble. Tagliapietra stood 
mesmerized in the doorway until the 
object was complete. 

“The glass seemed so light, it ap-
peared to fly,” he recalls. “I said to 
myself, ‘I want to do something like 
this in my life.’”
 
The Making of a Maestro
Initially his family was not support-
ive of his dream. Though there were 
glassworkers in the family and glass 
was often discussed at the table, his 
father knew that working in a glass 
factory meant punishing hours at a hot 
furnace. Only a few glassmakers would 
ever rise to the venerated position of 
maestro vetraio, or master designer, 
one who makes art with glass. But 
Tagliapietra persisted, becoming an 
apprentice at age 11, a maestro at 21, 

and in the next 50 years, reinventing 
his career and his work several times. 

In the process he emerged from the 
traditional Venetian role of designer  
of production pieces and master  
glassblower to that of independent 
studio artist. He is widely regarded  
as the foremost glassblower in the 
world today.  
 
Influencing Contemporary Artists
Tagliapietra is a master of traditional 
Venetian glassmaking techniques, a 
teacher who has helped shape the 
world of contemporary glass, and 
an artist who creates work known for 
exceptional complexity, elegance, and 
visual poetry. His influence on contem-
porary artists working in glass has been 
profound. He is credited for helping 
both to raise the standards of glass 
craftsmanship worldwide and to renew 
the world’s appreciation for Murano’s 
legacy, the façon de Venise, or “Vene-
tian style” in glass.

One of the key breakthroughs in his 
life, and for contemporary studio glass, 
came in 1979, when he was 45 years 
old. Already a venerated maestro 
in Venice, he defied the traditional 
secrecy and insularity of the Muranese 

glass industry by boarding a plane  
for the first time, at the invitation of  
Dale Chihuly, to teach Venetian glass-
making techniques at the Pilchuck 
Glass School near Seattle. He has 
returned to Pilchuck nearly every year 
since. 

The most influential Venetian mae-
stro to teach in the U.S., Tagliapietra 
exerted a powerful influence on art-
ists working in glass worldwide. His 
knowledge of Venetian techniques and 
the grace and confidence of his work 
connected the brash American art-
ists—who had been working with glass 
in innovative but inefficient ways—to 
centuries of Muranese craft knowledge 
and its vocabulary. 

Richard Marquis recalls, “For the first 
time there was someone who actu-
ally could make things perfectly and 
easily.” Tellingly, Tagliapietra shared 
his knowledge not for industrial 
production or commercial gain, but 
for art. Since the 1980s he has taught 
at glassmaking schools across the 
U.S. and around the world. In 1996 he 
taught the first glassblowing class at 
the Museum’s Studio and has returned 
several times.
 

“Almost single-handedly, he brought  

 the Old World to the New; he shared  

 that treasury of Venetian techniques  

 once so guarded, just as Venice 

 herself has become a treasure shared  

 by all.”

 Thomas S. Buechner
 Artist, Trustee and Founding Director,  
 The Corning Museum of Glass

Endeavor, Lino Tagliapietra, 2004.
Photo by Eva Heyd.

Venetian lagoon. The artist’s massing 
of the boats is an eloquent evocation 
of the emotional and romantic charac-
ter of blown glass—and of Venice, its 
undisputed home.”

Tagliapietra also will help The Studio 
celebrate its 10th anniversary with a 
private, four-day workshop in Novem-
ber. Twenty-five students have already 
registered for the opportunity to 
watch, and possibly assist Tagliapietra 
as he works.

You can read more about  
Tagliapietra in the Fall issue of  
GLASS: The UrbanGlass Art Quarterly 
(www.glassquarterly.com). The cover 
story “What America Taught Lino” 
recounts how, from his very first visit 
to Pilchuck in 1979, Tagliapietra was 
transfixed by the distinctly American 
approach to self-expression.
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“There is a difference between art 

and craft.  Art needs craft.  Art is craft 

with more energy—it has more poetry 

inside…Sometimes [art and craft] are 

 separate, but I think they are both at 

their best when they come together.” 

 L I N O  T A G L I A P I E T R A

Taking New Risks
As a result of his experience in the 
U.S., Tagliapietra sought to take new 
risks and to develop a different ap-
proach to his work.  In his own words, 
“The boldness [of the Americans] was 
new to me.  On the one hand, it was a 
shock—the lack of a cultural base, the 
absence of traditions. But, on the other 
hand, it was exhilarating…The lack of 
restraint in the process; the exciting 
results.” In the U.S., he says, he found 
fertile ground for “ideas that were 
always inside me.”

Soon he was experimenting with bold-
er, more dramatic forms, stretching 
and elongating glass into curves that 
would never have been produced in 
the Muranese glass factories in which 
he had worked for decades. Always a 
Venetian at heart, he has nevertheless 
been influenced by modern painters, 
including the abstract expressionists, 
whose work he first saw at the Biennale 
in Venice, as well as by Native Ameri-
can pottery and textiles, exotic birds, 
Chinese sculptural vessels, even the 
shields of the tribal Masai. In 1988 he 
left the Murano glass industry alto-
gether and completed his transition to 
independent artist.
 
New Endeavors
Now, at the age of 72, he is at the  
peak of his powers. One of his recent 
works, Endeavor, a major installation  
of 18 four-foot-long boat forms, 
suspended by steel cables, has been 
acquired by the Museum. It will be 
dedicated on November 8 with the  
artist in attendance.  

“Endeavor captures the evanescence 
and mystery of glass,” observes Tina 
Oldknow, the Museum’s curator of 
modern glass. “Tagliapietra’s boats 
are elegant and natural, impossibly 
elongated, yet beautifully light, strong, 
and efficient, just like the uniquely pro-
portioned gondolas that navigate the 

10

Hopi,
Lino Tagliapietra,
1996.



Pressed Triple-Dolphin Lamp
The Museum has been fortunate to acquire 
several very fi ne examples of American lighting 
this year. One is a lamp with a blown shade and 
pressed, triple-dolphin base. Dolphins were a 
very popular decorative motif in the neo-classical 
period and are found as furniture supports, and in 
a variety of glass and metal lighting fi xtures. The 
pressed triple dolphin also was sometimes used 
as a support for compotes. 

This example, the only one found so far in blue, 
is fi tted with a handsome brass collar with an 
embossed grape design in relief. The original 
colorless shade is decorated with a matching 
cut-grape design. It was made by the Boston 
& Sandwich Glass Company, in Sandwich, 
Massachusetts, the only glasshouse known to 
have produced these bases.  

Although these are usually referred to as lamps, 
they are candle fi ttings with shades.  Candlesticks 
with shades are not common in American glass, because, in 
the north, windows usually were not open, and therefore the 
fl ame didn’t need protection from air currents.  The shades 
were more ornamental than useful. H. 48.5 cm and D. (max) 
18.3 cm.

Recent Acquisitions
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Four Shot Glasses in their 
Original Straw Package
Almost as important as 
making the glass is trans-
porting it safely to the 
customer. In times when 
wheels were not pneumatic, 
the roads rough, and neither 
polystyrene nor foam mat-
erials were available, this was 
not a trivial task. Packaging 
required experience and 
care, and then it was typically 

ripped off and discarded as 
soon as the wares reached 
their destination. Very 
rarely has pre-modern glass 
packaging survived, but when 
it has, it offers an astonishing 
insight into this skill. These 
shot glasses were made in 
northern Germany in the late 
18th or early 19th century.  
Overall L. 45.5 cm and D. 
(max) 5.6 cm.

European Glass

Covered Goblet with Putti Hunting a Wild Boar
“Historical revival” does not necessarily content itself with the 
slavish copy of bygone styles. Instead, surprisingly new results 
can be achieved by the combination of styles from entirely 

different sources. This goblet is a meticulous copy of 
the most accomplished type of Nuremberg vessels 
of the 17th century. However, the decoration of 
the bowl and cover refer to ancient Roman cameo 
glass. The latter posed an enormous challenge for 
Biedermeier glass factories in Bohemia and Silesia: 
the engraving required the complete mastery of 
carving into the outer layer of colored glass, turning 
it lighter as more glass was removed. Also, the 
glassmakers had to solve the problem of tensions 
in the glass caused by incompatible expansion 
coeffi cients of different glass colors. 

The Josephinenhütte seems to have started its 
attempts in the mid-1840s, and employed in Ernst 
Simon (1817–1894) an exceptionally gifted glass 
engraver. He transformed the ornamental subject 
into a vivacious scene, and emphasized the contrast 
between the playful putti—sweet chubby children 
that have ancient ancestors and became popular 
in 16th-century arts—and their stern determination 
to hunt down a wild boar. The glass was made 
sometime between 1850–1870. Overall H. 53 cm and 
D. (max) 14.9 cm.

American Glass

on entering the house, and, 
if hung in a stairwell, they 
would be seen from the side 
as well as from below. This 
is how our example seems 
designed to be seen.  It 
was probably made in the 
workshop of a craftsman 
trained in England such as 
Daniel Cottier or Charles 
Booth. Lampshade H. 42 cm, 
W. 32.7 cm and D. 32.3 cm.

Aesthetic-Style 
Stained Glass Lantern
Another stunning example of 
19th-century lighting is this 
stained glass lantern in the 
Aesthetic style with a brass 
frame and inset panels of 
marbled and stained glass.  
It was probably made in the 
1870s when the Aesthetic 
movement was strong in 
the northeast region of the 
United States. The geometric 
arrangement of the colored 
glass in the leaded panels, 
the silver-stained fl ora and 
fauna on the panels, and 
the pierced detailing of the 
frame, all demonstrate the 
Aesthetic ideal of “art for 
art’s sake.” 

Hall lanterns were a standard 
venue for fashionable lighting 
since they were often the 
fi rst thing a visitor might see 
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King Athamas Pitcher
Jean Cocteau (1889–1963) 
was a celebrated French 
poet, novelist, dramatist, 
designer, and fi lmmaker. A 
member of the prestigious 
Académie Française, he was 
an international celebrity best 
known for his surrealist fi lms.  
Cristallerie Daum, one of the 
leading glass manufacturers 
in France, invited Cocteau 
in 1957 to design a limited 
edition series of objects in 
pâte de verre, a glass-casting 
technique.  

Modern Glass

The pitcher acquired by 
the Museum is one of a 
group of three created by 
Cocteau that depict the 
ancient Greek King Athamas, 
his wife Ino, and their son 
Melicertes. As related in 
Ovid’s Metamorphoses, at 
the end of their lives, King 
Athamas and Ino were driven 
insane, Athamas murdered 
their son Learchus, and Ino 
and Melicertes fl ed to the 
sea, where they jumped 
into the water and were 
transformed into sea deities.  
Subjects drawn from the 
Metamorphoses and other 

well-known 
classical sources 
have been long-
standing themes 
for artists and 
designers since 
the Renaissance.  
Cocteau’s 
characteristically 
simple, almost 
childlike, design for the 
pitcher shows King Athamas 
with a calm, sweet, and 
slightly smiling expression, 
somewhat like that of an 
ancient Greek kouros (youth).  
H. 24.9 cm, W. 26.1 cm and 
D. 15.4 cm.

Czech Glass from the 1960s
A bottle-shaped, enameled vase by Bohumil Eliáš (1937–2005), 
dated 1963 (left), and a large enameled vase by Jan Novotný 
(1929–2005), dated 1967 (gift of the Steinberg Foundation, 
right), are signifi cant examples of Czech abstract painting in 
glass. Eliáš and Novotný, who both passed away last year, 
were part of the innovative, postwar generation of Czech 
artists who experimented with abstraction in glass and forged 
new relationships between design and contemporary art. 
While Eliáš’ design relates to contemporary Taschist painting 
(the European cousin of Abstract-Expressionism), Novotný’s 
composition refl ects the darker, more symbolic images found 
in Czech Informel painting.  

While important in themselves, the two abstract vases also 
match drawings found in the Museum’s unique collection of 
original Czech design drawings acquired in 2001 from the 
Steinberg Foundation in Liechtenstein. The two new pieces 
will join other remarkable examples of postwar Czech glass 
from the Cold War era at the Museum, a period that was 
highlighted in the 2005 special exhibition, “Design in an Age 
of Adversity: Czech Glass, 1945–1980.”  

The work by Eliáš measures H. 38.5 cm and D. 14.5 cm. 
Novotný’s vase is H. 51.5 cm and D. 17 cm.

Photos of drawings
 by Horst Kolberg.



Ben Heineman Sr. Family Honored at Private Ceremony

At a private ceremony on July 20, the Museum honored Ben W. 
Heineman, Sr., and his family for their recent donation of one of the 
largest and finest private collections of contemporary studio glass. 
The collection numbers about 250 objects and is valued at $9.5 
million. This is the largest gift in the Corning Museum’s history.

Museum president Marie McKee, executive director David White-
house, and curator of modern glass Tina Oldknow, all spoke on 
behalf of the Museum. Mr. Heineman ended the presentation to 
Trustees, local media and staff, by noting that his family chose The 
Corning Museum of Glass for its exceptional reputation and staff, 
and because of high visitation.

About 120 pieces of the collection have arrived at the Museum.  
Several pieces are currently installed on the Sculpture Gallery  
Landing. (See story on page 2.) The entire collection will be  
displayed in a special exhibition in 2009.

Donor Activities + Events

Ennion Society Tour to India’s 
Fabled Rajasthan

A trip to northwest India from 
March 8 to 22, 2007, is offered 
to members of the Museum’s 
patrons group, the Ennion 
Society. Realms, a boutique 
travel agency in New Delhi, 
offers a customized experi-
ence of Rajasthan’s and Punjab 
State’s fabled palaces, temples, 
and tombs; receptions with 
royalty; and visits to museums, 
artist studios, and private art 
collections. 

The tour includes the Udaipur 
City Palace, with its gallery  
of cut glass furniture and 
furnishings; and in Gwalior 
the delightfully whimsical Man 
Singh and Jai Vilas Palaces. In 
Jaipur the group will see the 
City Palace’s collection of rare 
textiles, carpets, paintings, 
and antique weapons of war, 

From left to right: Natalie Heineman and Ben Heineman Sr. with Museum 
Trustee Wendell Weeks and Museum president Marie McKee.

“Glass of the Maharajahs” Introduced at Indian Consulate  
in New York City

A reception at the Indian Consulate in New York City, the New 
India House, on March 30 introduced the special exhibition, 
“Glass of the Maharajahs,” to 200 friends of the Museum, 
prominent people of Indian heritage, and the media. The event 
was co-hosted by Neelam Deo, Consul General of India in New 
York, and Marie McKee, president of the Museum. Priyadarshini 
Raje Scindia of Gwalior, the Maharani of Gwalior, was a special 
guest for the evening.
 

 

and can ride on elephants to 
the top of the ramparts of the 
Amber Fort. The group will 
also visit the exquisite Sheesh 
Mahal, literally “glass palace,” 
in Patiala in Punjab State, Jain 
temples cut into cliff faces, 9th- 
century Indo-Aryan sculptures, 
and the deserted city of 
Fatehpur Sikri. 

A day will be spent in 
Chandigarh, a city based on 
designs by Le Corbusier, with  
a visit to Chandigarh’s Rock 
Garden, a labyrinth of unusual 
and contained landscapes 
created from discarded bricks, 
terra cotta, and glass. The 
itinerary also includes a sunset 
visit to the Taj Mahal. 

For detailed information  
about the tour, contact Eleanor 
Cicerchi at 607.974.5683 or  
cicerchiet@cmog.org.

© Niki Atashfarn, 2006. © Philip Baird/
www.anthroarcheart.org

Shown from left are Museum 
president Marie McKee, Maharani 
Priyadarshini Scindia, and execu-
tive director David B. Whitehouse. 
Photo by Matthew Gillis.

Maharani Priyadarshini Scindia of 
Gwalior visited the Museum several 
days before the event. She toured 
the collection and experienced the 
Museum’s Walk-in Workshop.

Members
Dale Chihuly and 
 Leslie Jackson
Charles and Trudy Craig
Tom and Peetie Dimitroff
Leonard Dobbs
Kathy and Richard Fishburn
A.C. and Penney Hubbard/  
 The A.C. and Penny Hubbard  
 Foundation, Inc.
Jean-Pierre and Laurette   
 Mazeau
The Rev. Richard M. Murphy
Ann and Barry Nicholson
James Rideout and Diane   
 Murray*
Alan and Susan Shovers
Jean Sosin 
William C. and Mary Ughetta
Theresa Volpe and Robert   
 Michaelson*
Florence and Ian McKibben  
 White

* Gift to The Studio 

New and Renewing Members 
of The Ennion Society

Curators Circle
Wendell P. Weeks and Kim  
 Frock

Sustainer Circle
Dale & Doug Anderson
James K. Asselstine and Bette  
 J. Davis

Collectors Circle
Van C. and Susan H. Campbell
James D. Houghton and   
 Connie B. Coburn
Tom and Peggy MacAvoy
Narayan and Poornima R.   
 Prasad
Kenneth R. Treis/Kenneth   
 R. Treis Fund at the Greater  
 Milwaukee Foundation
Robert and Elizabeth Turissini
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Gifts to the Museum Gifts and Grants
(February 16, 2005, through  
July 31, 2006)

The New York State Council 
on the Arts has awarded the 
Museum a grant of $23,415 
for 2007 general operating 
support.

A $10,000 grant from The 
National Endowment for 
the Arts will help fund the 
translation of the Museum’s 
new audio guides to the glass 
collection into Mandarin and 
Spanish. Amy Schwartz, deputy 
director for Education and The 
Studio, states that Mandarin 
and Spanish were the first 
languages other than English 
selected for the audio guides 
because the largest numbers of 
non-English speaking visitors 
to the Museum speak these 
two languages. Audio guides in 
Mandarin and Spanish will be 
available in 2007.

Steuben Glass has funded  
“A Better Chance Scholarship 
Program for At-Risk Students” 
with a $10,000 grant to The 
Studio. The funds will support 
scholarships to The Studio’s 
regular adult glassmaking 
classes for students at The 
High School Learning Center, 
the alternative high school of 
the Corning-Painted Post Area 
School District. 

A grant of $3,550 from the 
Triangle Fund will support the 
fourth year of a glassmaking 
program at The Studio for 
students enrolled in the 
Corning-Painted Post Area 

School District’s alternative 
high school. The program 
includes a 10-week beginning 
glassblowing course and 
two five-week flameworking 
courses for students who have 
completed the glassblowing 
course.

Anchor Capital Group, 
LLC, was a supporter of the 
reception the Museum held at 
New India House, the Indian 
Consulate in New York City, on 
March 30, 2006, to introduce 
the Museum’s “Glass of the 
Maharajahs” exhibition to 
donors, the media, and the 
Indian community in New York 
City. Dr. Frank’s Vinifera Wine 
Cellars provided additional 
support for the event.

The Museum’s Rakow Research 
Library has received a grant 
of $2,726 from the New York 
State Discretionary Grant 
Program for Conservation 
and Preservation of Library 
Research Materials, a program 
administered by The University 
of the State of New York, State 
Education Department.

The Association of Israel’s 
Decorative Arts has donated 
$2,140 for scholarships 
for Israeli artists to study 
glassmaking at The Studio.  
The grant is designed to 
encourage promising  
emerging Israeli artists to  
use glass in their work.

The Gather | Fall 2006/Winter 200713



The Gather | Fall 200616

One of my favorite 
works in the con-
temporary collection 
is a 1992 wall piece 
by Larry Bell, titled 
Window Bkd #6, that 
was acquired by the 
Museum in 1994.  

In the 1960s, Bell  
broke new ground in 

contemporary sculpture with his illusion-
istic glass boxes and large-scale glass 
sculptures. Living and working in south-
ern California, he was one of a group of 
avant-garde artists exploring Minimal-

the work of these sculptors was impor-
tant for the way in which the material 
was approached.    

In Window Bkd #6, vaporized metals  
create a reflective surface that manipu-
lates light and space. Light shifts and 
refracts among the particles on the  
vacuum-coated surface, causing the 
colors to iridesce from gold or silver to 
blue or violet. The glass is surrounded 
by a thick frame of black denim, which 
absorbs light. For Bell, the behavior of 
reflected and absorbed light is the sub-
ject of this work, as is the ability of the 
reflective layers of glass to create space.

Corning Museum of Glass
One Museum Way
Corning, NY 14830

Address Service Requested

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

Cover image:
Salamander paperweight,
Compagnie des Cristalleries de Pantin,
about 1870–1880. Gift of the Honorable
and Mrs. Amory Houghton.

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.

ism and light and space in sculpture. 
His works were executed in plate glass 
that was made highly reflective with thin 
coatings of vaporized metal.  

During the American Studio Glass 
movement’s first decade, few American 
artists attempted to work with glass 
in large scale. While Harvey Littleton, 
Dale Chihuly, Marvin Liposky and other 
American studio glass pioneers were 
learning how to blow glass and to treat 
it sculpturally, other artists, such as Bell, 
Christopher Wilmarth, and Lucas Sama-
ras, were manipulating commercial plate 
glass and mirror. To studio glass artists, 

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

An adult Day Pass to the Museum is $12.50. 
Children (17 and under) are admitted free. 

Museum Members always receive  
complimentary admission. 

Corning Museum of Glass
I-86/Rt. 17, Exit 46
Corning, New York 
800.732.6845
www.cmog.org

Tina Oldknow, Curator of Modern Glass Window Bkd #6,
 Larry Bell, 1992.


