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Introduction.

Glass is known as an essentially western craft with the
exception of the work of the near eastern glass makers of the
early and Medieval period. The first records of surviving glass
came from Mesopotamia in the 17" century BC, but Egyptians
had been using vitreous glazes for coating stone beads before

the year 3000 BC.(Klein, lloyd, ‘The History Of Glass’ Orbis

publishing, London, 1992) Vast commercial manufacture of
glass had been established in Sidon by the turn of the first
century BC. It was here in Sidon that glass blowing was
invented to perfection. It was not possible to experiment with all
the properties of glass until blowing was invented. It was glass’s
plastic qualities that inspired its employment in imitation of
semi precious stones. Glass is fragile and elegant, so rocklike
that only unique tools can penetrate its surface. Opaque,
impulsive, spontaneous, and personal, of all the vast array of

materials which surround us in everyday life glass is surely the






most oracular. Transparent, translucent, smooth, tactile, black
as coal and every colour between, glass is strong enough to
support huge structures, yet flawless enough to allow us to see
through it. It can be smooth as silk or sharp as a blade. Lead
glass, also known as flint glass to which lead was added, was
first discovered in Roman times but for all practical proposes it
is said to have been invented by George Ravencroft in England
during the 16" century. Who can compare the gliding
earthiness of sand with the beauty of transparent crystal.The
general quality of glass being transparent is certainly true. It is,
after all, the only material that lets light pass through it. The
Romans saw carving and engraving as the most important
aspect of glass and the development of glass throughout the
centuries has never broken away from function and
utilitarianism. Bowls, tumblers, lusters, paperweights, decanters
are still being produced even if aesthetics and design may have
altered more than function. One of the greatest achievements in

glass has been the ability of 20™ century contemporary studio






artists, such as Dale Chihuly, to illustrate the continuing
schizophrenic character of the material. The artists I will discuss
now recognize and take advantage of the fact that glass does not
have to be clear, useful of traditional. It can in fact, imitate clay,
stone, slate, flesh, shell etc. Formed by the fusion of silica and
an alkali which is either soda or potash, and lime or lead oxide,
glass provides numerous possibilities for artistic interpretation,
without considering function to be necessary. Modern
technology such as sophisticated tools and equipment,
combined with private spacious studios, has enabled the artist to
concentrate on meaning, and content in their work and the

concepts behind their pieces.






CHAPTER 1.

This is a brief description of the glass techniques used by the
five contemporary artists I have chosen to discuss the non-
reflective qualities of glass Discovered around the 8™ century
BC, casting is a term used for firing glass within the confines of
a mould. Glass casting evolved from adapting metal casting
techniques. In order to make a glass cast, a positive of the
desired shape is made from another material such as wax
Styrofoam or clay. This form is cast in a plaster mould. By
removing the positive, a cavity remains which then can be filled
with chunks of glass. This glass is fired to a high temperature
until the glass becomes molten and this then takes the form of
the cavity. When the glass has cooled the plaster is removed,
revealing a solid glass form. Glass inclusions can be added and
many surface textures can be introduced. The quality of glass

can be changed by varying the size of the chunks of glass used.






Frit is tiny particles of glass, which have been made by
gathering a gob of glass and dropping it into a container of cold
water. The glass shatters into hundreds of minute pieces due to
the thermal shock. Frit is used to make Pate- de- verre. Pdte-de-
verre literally means paste of glass. This is a method whereby
the frit is mixed with a binder such as a fluxing medium
(wallpaper paste), a colouring agent (kugler colours) or a
metallic oxide. Once mixed, it is layered finely inside a mould.
This is repeated until the desired thickness is achieved. The
mould is then fired until all the pieces fuse together, leaving a
solid form. Pate-de-verre is an ancient method which was
revived in France in the later part of the 19" century.The Daum
Brothers were by far the most successful European Art
Nouveau glass artists. The Daum Company was set up in 1870
and the first Daum Pate-de-verre sculptures date from 1906
when Almeric Walter joined the firm after studying at I’Ecole
de Sevres. Daum produced Pate-de-verre pieces continuously

since 1906, adopting their designs according to the changing






fashions. Daum evolved the technique and influenced many 20™
century contemporary makers, not least Diana Hobson

(riG.2). There is an argument in the contemporary glass
movement as to what constitutes Pdte-de-verre . In Britain and
Ireland it is associated with sugar like crystals where as in the
Daum Factory the effect is quite different. The reason for this is
because of the different grades of frit used and the different
temperatures the pieces are fired to. The higher the temperature,

the more fused the piece will be e.g. in ‘Dish with lizard posed

ready to spring’ (ri6.1.) executed by Almeric Walker in 1912 for

the Daum Factory. It is clear to see that this piece has lost the
fragility associated with contemporary English Pate-de-verre

such as in Diana Hobson’s ‘New Textured Series no.5’. Fusing

rods or threads of glass is a technique which is called Filet-de-
verre. Coloured rods or canes can simply be made by joining
two gobs of glass until they fuse, then stretching the glass until a
rod forms between the two irons. Many contemporary artists

such as Klaus Moje (ri63.) work in this medium. Moje cuts up






coloured canes and fuses them together in a mould, which is, in
fact, an alteration of an ancient Roman technique of mosaic
glass “ He has taken an ancient Alexandrian or Roman luxury
glass concept and updated it both in form and technique. Moje
cuts his coloured rods into ribbons or strips with a diamond
saw,arranges their design as a flat sheet and fuses them together
in a kiln at a precisely controlled temperature”. (paul Hollister, ‘Klaus
Moje’, American Craft, Dec/Jan 1985y Once fused, a Filet-de-verre panel
can be laid out flat over a different mould. This sheet can be
bent or formed in a subsequent firing to produce a three
dimensional form. Blowing was first developed somewhere in
the Syro-Palestinian region in the later part of the 1 century
BC. A blowpipe is a hollow tube about 5ft long and % inches in
diameter, with a mouthpiece at one end. Air is blown through
the mouthpiece to inflate the molten gather at the opposite end.
Blowing is simply a technique of shaping a gob of glass either
freehand or by using a mould. Once shaped, colour can be

added and further gathers can alter the size or shape (ric.4).






The remains of small blown bottles (40BC) have been
discovered in the Jewish Quarter of the old city of Jerusalem.
These bottles were not made using a metal blowpipe, but a
hollow tube of glass. Obviously the invention of the blowpipe
was close at hand. Various techniques can be employed to
decorated the surface of blown vessels. Enameling is a
decorative technique where powdered glass is mixed with an
oily medium and layered or painted onto the surface of another
glass piece. Once decoration is completed, this is then reheated
in a furnace or kiln to fuse the pattern to the blown object.
Sandcasting is a method by which a sand mould is constructed
and left to set. Colour and texture are added to the mould to give
the desired effect. Molten glass is then ladled into the sand and
left to cool. Once created the glass is removed from the sand
and placed in the annealer to cool gradually and to avoid
cracks.The 1960s brought about quite a bit of experimentation

with the above techniques.






Fig. 1'Dish with lizard posed ready to spring’( 25cm D.) 1912. Pate-de-verre. The
Daum Factory
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Fig. 2 : New Texture Series No. 5'(20cm H). 1988. Pate-de-verre and pebbles. Diana
Hobson






Fig.3\Untitled piece' (45 x45cm). 1987. Filet-de-verre. Klaus Moje.
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Fig. 4 : Mould blown cup (3in H) 25AD. Rome.
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CHAPTER 2.

The Rise of the studio Movement and Plchuck
In 1962 at two workshops in Toledo, Ohio, Harvey K. Littleton
an associate professor of ceramics at the University of
Wisconsin, and Demark Albino, an inventor and glass chemist,
designed and built a small furnace that would allow artists to
blow glass in their studios. One of Littleton’s first students in
studio glass was Dale Chihuly, a native of Tacoma, Washington
State.Chihuly was working as a glaSs tutor at the Rhode Island
School of Design. R.LI.S.D. was seen as a dynamic art school
despite the fact that the school’s glass department was still in its
infancy. Chihuly was beginning to envision the perfect art
school for glass. Incorporating the best attributes of R.I.S.D.
and Haystack Glass School, Maine, three years later, he
founded Pilchuck in Seattle in 1971, with a two thousand-dollar

grant(FIG.5.). Pilchuck became a reality when Chihuly and a
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crew of friends and students set up the school on a tree farm in
north Seattle.

“Dale absolutely cannot be given enough credit for what he
did on this-not just Pilchuck, but his momentum and drive
have quite literally built the glass movement. He in fact,
more than anyone has created the market for selling glass.
He, more than anyone else, has validated crossing the
boundaries between art and craft and he, of course, must be
given more credit for seeing this potential and almost being

a one man magnet-orchestrator of all these events”.
(James Carpenter, ‘Clearly Art’, Whatcom Museum of History and Art, Seattle 1992, page 41).

Chihuly and the influence of Pilchuck has brought the medium
of glass to a growing new audience. He has brought glass out of
the crafts department and into the realm of sculpture. Chihuly’s
work can be appreciated as a sculpture made from glass iG.s).
There are a number of glass artists who make use of the textures
and non-reflective characteristics of glass. I will discuss how
they overcame the stereotypical outlook on glass and proved
that transparency and utility in glass are not necessary for it to
be considered beautiful. Like Chihuly, Toots Zynsky, Mieke

Groot, Daniel Clayman, Hank

17






Murta Adams and Howard Ben Tre have all worked in this way.
They do not associate their medium with function or the
reflective qualities of glass. These glassmakers began to see
new possibilities. The surprise element in their work has had a
lot to do with the success of these chosen artists. I see this as the
‘awe’ factor. Their choices of materials, processes and
representations reinforce their concepts and personal
philosophies. This illustrates what appeals to me about the
textured elements and intrigue of non- reflective glass. This
tightly-knit world of glass artists is often regarded as the Studio
glass movement. Not quite three decades in progress, this
experimental movement seems set to continue and experience

substantial changes. A popular view of 20" "™

glass may
suggest bowls, tumblers, paperweights and chandeliers. This
narrow range of opinion still exists today but slowly but surely
the stigmas of many centuries of functional, cultural and

traditional preconceptions are crumbling. For a long time, it was

thought that glass did not possess the necessary qualities to
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become a medium for sculpture, but over the last thirty years
glass has been adopted by numerous artists as a medium for
artistic expression in which function is not a primary

consideration.

19






Fig 5.: Michael Norot. Sewing the roof of the first hot glass shop at Pilchuck. 1971.
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Fig. 6 Macchia' (10 x10 x 10in) 1982. Blown glass. Dale Chihuly.
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CHAPTER 3.
FORMS WITH A TACTILE TWIST.

No one is creating glass sculpture quite like Toots Zynsky.
Mary Ann Toots Zynsky’s creations are not made for usage but
as an experience. Born on March 25 1951 in Boston,

Massachusetts, she has been called Toots since birth.

Education: 1970-Haystack Mountain School of Crafts, Maine.

1971- Pilchuck Glass Centre, Washington.

1973- BFA, Rhode Island School of Design.

1973- Pilchuck Glass Center, Washington.

1979- Rhode Island School of Design, special
student in advanced glass programme.

Zynsky’s involvement in the early years of Pilchuck made her
part of a counter-culture experiment gone right. Extensive travel
is the basis for the inspiration behind her work. Exposure to

different countries and cultures have been translated into her
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work and in turn have enlivened her palette. In 1983 she
traveled to Italy and was mesmerized by its cultural roots and its
general conception of art and craft. During 1984/85 she lived in
Vienna. This encounter awoke a brighter, more concentrated
palette within her, while six months spent in Ghana gave her the
idea of creating glass threads which may have been inspired by
the colours of the tribal costumes worn there. It was her
encounter with Mathijs Teunissen Van Manen, a Dutch
designer, that changed her methods of glass fabrication. He
formulated two devices for her, a bell furnace that can be
erected or dismantled in only two hours, and a long, flat
apparatus based loosely on the procedure of fibre optics for
constructing glass threads, which beforehand she used to stretch
primitively herself from 10-14mm thick Murano glass rods.
This method successfully yet unintentionally blurs the
boundaries between painting, sculpture and traditional glass
making. Her love for painting is clearly evident in her work

except, instead of using paint, she picks and chooses from the
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piles of coloured threads she fashions and combines with the
richness of her experiences. With alternatively feint and
audacious bands and swatches of threads which are textured and
coloured, she creates work that although complicated, looks as
if the colours have been applied with the stroke of a paintbrush,
a technique that permits her to layer opaque and transparent
colours in a manner that allows one colour to reveal itself

h another on the three dimensional canvasses she makes.

be perceived as pure colour and texture in a seemingly enduring
motion, each glass thread showing her as an impertinent
colourist . Her forms which may loosely be described as bowls,
have varied in size, ranging from palm size to pieces which,

before firing and manipulation when laid out flat before
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fabrication, measure up to three feet in diameter. She has said
about the move to the larger scale from the smaller:

"It’s like a painter going from a tiny canvas to a large one,
the possibilities are so much greater. In the past I did not
have the room to do more, some of the most recent work has

patches of clear glass enlivening the surface, adding a
textural glaze to the plece .(Toots Zynsky, Internet art resources, July 1997.)

With endless patience she allocates the threads on either plaster,

hick, with both the rough edge and the textured surface
suggesting the original threads. Although Zynsky’s pieces are
quite spontaneous when fused, there is absolutely nothing
haphazard about her vigorous compositions. They are
meticulously created, clam or shell shaped vessels. Her
challenge is to make the coloured threads expressive of her

experiences, to push the pieces away from their highly designed






appearance and veer towards the organic, the textured, and the

ic. Extremely elegant pieces and yet direct, they show

her ability to reaffirm conventional configurations. Originally

she started out as a glassblower because that was what she was

ite expensive

ed with just working

1 glass spun around the exterior and although they

ith

locked extremely fragile, they actually had a solid interior. This

series of work was entitled the "Multiple-Fraction Series".

owls

s b
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Many Filet-de-verre combined with blown glas

987'. Th
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is filet- de-
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followed, such as 'Untitled 1982' and 'Bowl

verre technique evolved from her years of experience with

blowing, slumping, fusing and casting. * Untitled 1982°(FIG 7)

e. Thousands of filet- de- verre rods are fused
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o form an intricate weave similar to the surface of a fibreglass
sheet. This crazing concave appears to nurse or protect the
inside section, which section consists of a free- blown sand
blasted bowl, which in relation to the outside section is quite
small. It draws allusions to an egg in a bird’s nest except the
blown bowl seems to have filet- de- verre sprouting out of the

left side of the bowl, thus the bow! looks more illuminated on

nest. The contrast between the perfect circular rim of the bow!
and the jagged edge of the outside section adds fragility and a

delicacy to the free-blown bowl. ‘Bow!’(1987) (FIG.8.) is a

similar piece to ‘Untitled’. Again this is a free-blown bowl,
translucent but smooth. The filet-de-verre hangs over the edge
of the piece and forms a blanket on the interior of the bowl. The

filet-de-verre has numerous voids throughout and when
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1lit from above these voids become illuminated. The shadow

cast below the bowl is a mass of white dots. This bowl

actually reminds me of a huge bowl filled with spaghetti,

the spaghetti drooping over the edge hiding the bowl below.

Delicacy has always played a major part in her work. In

1979, in a series appealingly entitled 'Dust Collectors’',

the pieces appear to have a surface which was untouchable,

which infact was quite deceiving. The name for this series

was apt because these pieces were extremely difficult to

clean. When asked what the reason for the title of these

pieces was, she simply told the onlooker that they were for

collecting dust. They are no more fragile than any other

glass pieces, but subjecting the pieces to rapid temperature

changes would cause the glass to crack. Zynsky's technique

is unique and, ironically she is not at all interested in

colour or the exploitation of glass's ability to allure the

onlooker with its smootness and shininess. " I never liked

the shininess of it" she has said('The Seattle Times'16/11/95,pg.
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pieces be made of glazed thrown cerami

of Zynsky’s

power of

field. The folds and the curved surfaces provide a sense of

hears music where there is silence''.( Toots Zynsky, ‘Wakefield Daily

Kaleidoscopic movement making the colours rock and roll
Paper’.Boston 1993 )

has clearly worked

x

from the pallette she based on the experiences she had while
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its shape could in fact be a vegetable or flower growing upwards
towards the sun. This three-dimensional painting has an
excitement about it which is mysteriously cogent yet utterly
self-evident. The strokes of colour call to mind, hustle and

bustle, jazz music on street corne
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artistic freedom. The base colour for this piece is the green
interior, which draws the viewer’s eye and attention to the
greens on the exterior. The texture, as always, plays a major role
in this piece. The unevenness, the undulating walls create a
longing, to touch the piece, to feel the glass threads, each thread
a different experience, a different person, a different night. The
thousands of threads con the onlooker into a state of disbelief: "
How could this possibly be glass"?. Texture, density of colour,
and tactility are all elements of many disciplines of the arts, but
successfully the main attraction of Zynsky’s work. ‘Italian

Chaos’ started when she moved to Paris. She spent a lot of time
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bulges appear to be caused by the build up of raindrops inside
the petals of a rose. In the case of the exterior colours, there are
allusions to warm colour field paintings in the warm browns,
reds, blazing yellows and golds she uses. Standing on its narrow

base, they grow, swirl and flourish. The outward spread of the

completely organic metamorphosis in the process. Glorious
sunny days and happy times spring to mind. This piece urges
the viewer to inspect the interior of the bowl. This stimulating,
textile- like piece is an energetic suite of warm summer evening
colours. Subtle shadows echo those seen in abstract
expressionist paintings. This bowl, in my opinion, doesn’t
contain the glossy elements expected to be present in glass
generally. It resembles an upright, textured shell; an open-
mouthed plant, a painting moulded into an organic summer

blossom. In July 1997, ‘Elaborating Chaos’ opened to the

public at the Elliot Brown Gallery, Seattle . A widened palette

enriched her overall achievement. ‘Hidden Chaos’ has a vaguer
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spectrum of colours, ranging from subdued shades of black to
warm faded oranges. Measuring 11x17x12 inches, this piece has
few dark or vivid colours. Its colours are similar to coral or the
watery appearance of a jellyfish. There appears to be a lot of

movement in it as the ri

=]

is cut deeply. It looks to be swimming
downwards as the colours in the narrow base blur. The folds in
the rim are subtle, floaty and appear to be swaying. This rim
opens outwards all the way around. The outside layer of the
exterior of this piece seems to be composed of clear threads,
leaving a scratched or faded surface. The muted watery colours
of both the interior and exterior seem to be hiding under an
outside layer of clear glass. She draws colour and shape from
her moods and feelings, her experiences and thoughts. I feel that
the colour and scratchy texture of this bowl may symbolize
hidden emotions,her fears and even memories affected by the
ravages of time. Perhaps she is trying to preserve these fading
memories by incorporating them into the glass. The layering of

threads calls to mind the deterioration water would make on a

35






piece of glass washed op on a shore. Despite the superficial
similarity between the pieces I have discussed, the colour, size,
texture, and configuration of each rim is quite different. Maybe
her next direction could lie in an even more outrageously dented
realm or maybe in a moodier, more textured field. The theatrical
element displayed by this glass is due to Zynsky’s ability to

make glass appear organic, sculptural and non-reflective. It is

Q.

have

ironic that Zynsky, like the other artists discusse

encountered doubts and resistance simply because they use a

hosen shows the amazing range of abilities in the studic glass

o

b

world. I find Zynsky’s work visually compelling and each piece
draws the viewer deeper and deeper inside the pieces. This to

me is what real art is all about.

36






Fig7 " Untitled'( 5.5 x 10.5 x 10.5inches) 1982. Glass Threads
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Fig 8 : Bowl'(4.75in D.) 1987. Glass Threads
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Fig9 'Ttalian Chaos'(8.25 x 14.5 x 8in) 1995. Glass Threads
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Fig 10 :‘Glorious Chaos'( 8.5 x 14.25 x 8in). 1995. Glass Threads
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Fig 11 "'Hidden Chaos'(11 x 17 x 12in) 1997. Glass Threads.
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Mieke Groot’s work displays similar properties to the work of
Toots Zynsky. Born in the Netherlands in 1949, she is currently
the coordinator of the glass department in the Gerrit Rietveld
Academie in Amsterdam. Groot was educated in this Academy
between 1969-1974 and originally qualified from the jewellery
department. From 1974-1976 she studied glass here and has
exhibited worldwide since then. In 1989 she did a one woman
exhibition in the Braggiotti Gallery in Amsterdam,fig.125. In
which she used simple rounded blown shapes to make various
sized, big-bellied pots. This series attracted attention because of
the division of colour fields seen on the surfaces and the
combination of smooth interiors with the rough tactile
layers. This series of large pumpkin and sphere shaped pieces is
similar to Zynsky’s work in that both have smooth interiors of
one colour, and textured exteriors which are multi-coloured.
Both artists vary the sizes of their sculptures and neither is of

the opinion that the transparency or smoothness associated with
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glass is a priority. Groot takes great pleasure in ridiculing
plastics and other such materials by using glitteringly rich
colours. The reason I find her Work fascinating is the fact that
her translucent surfaces give impact visually when combined

with the tactile qualities she achieves. She deliberately enlivens
her pieces by contrasting pure transparency with tromp-/’oeil,
which is a method where by enamels are layered over and over
until she creates a skin, which is formed in a number of irregular

)

layers. In her piece entitled ‘Vaso’ 1989 these same elements
apply. This round free-blown pot has many similarities to

Zynsky’s ‘Hidden Chaos’ bowl (FIG.11) Groot’s ¢ Vaso’

(FIG.12A) is 19x24 inches and consists of many colours such
as oranges, reds, greens, yellows and blacks all of which are

used in ‘Hidden Chaos’. The only difference between the

colours of both pieces is that the colours are much more vibrant
in_‘Vaso’. The interior of this piece is ebony black and shiny
which draws the eyes of the viewer to the inside. This piece

looks as if it is a crazed mosaic. The greens oranges and blacks
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are juxtapositioned in a similar manner to that of Hidden
Chaos. The interior looks as if it is a separate section, i.e. the
black transparent blownform looks as if it could be lifted out
from the inside of the crazed outside, leaving it to sit as a piece
in itself. This sturdy piece appears huge when compared to
Zynsky'’s piece. The exterior appears much older than the
interior simply because of the contrast in the techniques.
Irregular shapes on the exterior make ‘Vaso’ seem alive.
Groot’s work, like Zynsky’s, tends to follow a basic design, a
shiny base colour on the interior and varied textured colours on

the exterior. In fig.73 ‘Blown Form Series’, (1994) the exteriors

of the pieces have again surfaces which are rough, scratchy,
cracked and matted. The colours, which she used, are vivid
and vibrant as before, such as flaming reds, oranges and
yellows. This series seems less fussy in comparison to the
previous one, as the exteriors are just one colour. This looks to
be more harmonious, more mature. I don’t see these pieces to
be utilitarian but simple as sculptures. “ This reveals the artists
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concerns towards glass, and through the change she achieves

the broadening of sensitivity in herself" (World Glass Now,

Mieke Groot, pg.56) A notable comparison to Toots Zynsky's

bowls is that of Dale Chiluly's 'Seaforms' ie.'Macchia'

(10x10x10") 1982, (Fig.6). In that they are similar in

colour, size and both artists have manipulated the rims of

their vessels. 'Macchia$’ interior has a variety of shades of

green while the exterior has a multitude of exciting

colours, such as blues, pinks, reds and whites. This piece

like Zynsky's 'Itallian Chaos' (Fig.9) has a sturdy narrow

base and grows upwards and outwards organically. Toots

Zynsky may have drawn inspiration from Dale Chihuly's

earlier work, having previeusly worked with Chihuly at

Pilchuck.
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Fig 12A ! Vaso‘( 9 x 24 cm) 1989. Blown Glass with Enamels.
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Fig 12B : Exhibition at the Bragiotti Gallery, Rotterdam. 1989
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Fig 13 ' Blown Form Series. 1994
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CHAPTER 4.

Abstracting the Mundane.

Daniel Clayman was in Lynn, Massachusetts in 1957.
Education:

1986 B.F.A. Rhode Island School Of Design.

University of Massachusetts, Amherst and Connecticut

College.
Clayman works with cast glass and bronze to amazing result. To
those who have been brought up to think that glass art is shiny,
clear and smooth, Clayman’s glass is different. He casts
colourless pate- de- verre shells that have been inspired by
nature; they take on the qualities of marble made translucent, a
simple milky opalescence. His shells are similar to nuts or
seedpods, organically rooted in the natural world. Clayman has
always been interested in mimicking the mundane objects found
in everyday life and preserving them asnon -  functional

glass sculptures, experimenting with ideas of what function

should or should not be. Since the early 1990s Clayman’s work
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d Object’(1990) were fine and did earn

1im a place in

recent exquisite form

andbags he made in the
ing the impression that all

\/
v

eling of immense weight, the
14,y and ‘Untitled’ 1990

b g

G

I

‘Household Object’ bears a close resemblance to an old

he inspiration for this

8.1

~

fashioned iron or maybe an old kettl

objects. This piece consists

y drawn from his childhood, his memories

of brown and orange pdte-de-verre and has intense attention to

30

combined with copper adds a







Qt
(A9

presence. I feel that another source for this piece mu

architecture and a sense of proportion. The

f

be a deep love o

apped around the

vy

o Wr
o

handle of this piece has allusions to strin

Id have associated

u
itles Clayman sets up other metaphors
Fruedenheim, Daniel Clayman,

‘Glass Magazine’, no.

S






s a slender

§2






1sect before

ng

1
i

ion from someth

{

forma

ns

onstructed additively.

Q

a plaster one to

33






7]

o -

=

chH

=

Q

-

E .;r..

B

g B
—~

al and asexual. They hallow the conta

11
“
d

e by Clayman, is

her piec

2
= =
= 5
«3 et
s «3
b e
O P}
3 =
== Q
e Q
< )
5
) 7t
=2 o -
o] g
= A
mm vv
S =
p— =
Qo
Y L
L S
S E
€N S
> D)
g =
(&) mV
O
5 =
S MW
QL ~
P 2
N &
o
o &
0 =2
hu . ”..
>
(<P o]
ln.u. o p——
g w
O
s 9
O (@

34






ms to quiver literally and

knowingly fathoms. The pi

ucceeded in transforming nature'
ow that is obscured by the destiny of its containment-

forms into part nature, part human sculpture. This piece emits

symbolically. Clayman h

nner gl

* yme

an

S5






R
\\\\\ \ “ W “l “\\

\ \\“ ‘} () ‘
! |‘|\‘ ‘|‘ \\”

Fig 14 : Household Object ( 9 x 10.5 x 2.5in) 1990. Cast. Pate de verre
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Fig 15 :(Untitled'( 14 x 21 x 31n) 1990. Cast. Pate de verre
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Fig 16 : Hull'( 5.25 x 16 x 9.5in) 1997. Cast. Pate de verre. Bronze
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Fig 17 :(Quiver'(9 x 21 x 9.51n) 1998. Cast. Pate de verre. Bronze
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CHAPTER 5.

“Beautiful or Grotesque”
chool, Stanwood, WA.

Penland School, Spruce Pine, NC.

Rhode Island School Of Design, Providence (B.F.A.)

TN.

1981-84 Tennessee Technological University, Cookeville,

1980
1978

g

<

In the beginning he cast most of his own pieces by pourin
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led by sand blastin
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-fact an overspill of glass. The piece could have been

crown has an almost banana- shaped points bending outwards,
y still hold the metal sculpted piece in the center. The
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is a purple cast. This Torso seems to be that of a fair maiden.

Lasa’, maybe meaning lass, is a young, elegant lady with her

<

hair piled to the top of her head, similar to that worn by ladies in

the early 1800°s, yet ‘Lasa’ shows how Adams repeatly kills our
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analysis suggests that the artist has been weighing such issues as

. Adams demonstrates a restless experimentation and a
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hammer and chisel to this piece to chip off unwanted bumps and
lumps and to add texture is not hard to imagine. This blighted

wiring from radar detectors. The idea of Adams taking a

bserved: “ Every

o
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The sitter is merely the occasion: “It is not he who is revealed

by the painter, it is rather the painter, on his coloured canvas,

who reveals himself’(Oscar Wilde, ‘A portrait of Dorian Gray’, James

).

by

Sullivan, Philadelphia, 1890

a
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Fig 18 -'Crowned Head'( 27 x 33 x 77in) 1991. Sandcast Glass.
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Fig 19 :‘Lasa‘( 33 x 14 x 12.5in) 1991. Sandcast Glass
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Fig 20 :(Assessor'(35.5 x 21 x 141n) 1995. Sandcast Glass.
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CHAPTER 6.
Casting Archetypes
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height of this piece adds to its sheer power. There is coherence
not resemblance between the glass and the copper. In ‘Dedicant
7°(49x18.25x7) 1987 (¥1G.22.), scale is of upmost importance.
This cast glass is combined with lead, gold leaf, structured brass
and patina. The sharp edges of the piece have been manipulated
to rounded contours as if eroded. This hammer- shaped piece is
set on a marble rectangular base. A copper cube has been set
into the flat surface of the crown of the piece. The hammer
shape consists of a long rectangular column with a semi-circle
top. Allusions to an ancient Roman pillar or an archaeological
find give this piece a sense of romance and strength. Ben Tre
has a born naturalist’s relationship with glass and metals. The
light seems to penetrate this piece and becomes dispersed as a
soft glow.

“ We feel a sense of an unknown past in contemporary
sculptures, the type of mystery found in old monuments, and

it is this incomplete understanding that we call mystery”.
(Diana Johnson, “‘Howard Ben Tre’, ‘Sculptures de verre’, New York 1993, ).
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Fig 21 -'First Figure'(70in H.) 1986. Cast Glass
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Fig 22 :

'Dedicant 7'(49 x 18.25 x 7in) 1987. Cast Glass
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Fig 23 :‘Dedicant 11( 48 x 15 x 10.5in) 1988. Cast Glass
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Conclusion,

It is impossible to survey briefly the works of these studio glass
makers, all of whom share a common bond with Pilchuck Glass
School. It is ambition, commitment and experimentation that
has enabled these artists to move away from traditional
functional glass into more experimental less utilitarian
territories. If the truth be known, before these contemporary

artists, Dale Chihuly and the Studio Glass Movement, glass

glass artists have changed the expectations of the average
person worldwide . These chosen few have given a new
meaning to the words glass art . No longer shall the average
person think of decanters, chandeliers, paperweights, or
smoothness or transparency when they think of glass art. Now
they may well think of tactility, texture and density also, the
elements which are displayed in the work of Zynsky, Groot,

Adams, Clayman and Ben Tre. Glass casting and sculpture
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