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Message from the President 
 
 
 
Happy New Year GLANC members!  2017 ended on a 
high note with our most successful fundraising effort to 
date.  We have YOU, our membership, to thank for 
making our programs and scholarships possible!  Thank 
you for this outpouring of support. 
We will be providing scholarships to exemplary 
graduating seniors in the Palo Alto High School 
program, again this year.  The pressures of high school 
make it often difficult for young teens to navigate.  
Their glass blowing program not only provides an 
artistic outlet for teens, but a safe haven for many that 
don’t fit into the typical activities high schools have to 
offer.  Within each graduating class, emerge true artists 
that show unusual talent, exemplary character and 
supportive treatment of their fellow students.  We will 
be following the progress of the recipients of the GLANC 
scholarships, and realize the importance of giving them 
financial support at the start of their new careers.  Our 
deep thanks to the community for your donations that 
make this support possible! 
While the New Year holds many bright things ahead, we 
have also started off the New Year with the loss of a 
master, Pino Signoretto, who passed away on 
December 30 at age 74.  His is recognized as one of the 
most talented glass sculptors in the world, and touched 
many throughout his career.  The loss reverberated 
throughout the community, with many acknowledging 
their love and memories with Pino online.  Dale Chihuly 
writes:  “Pino was one of my best friends and one of the 
greatest glass sculptors of our time.  He made 
extraordinary pieces and his skill and deep generosity of 
spirit helped not only me, but hundreds of artists realize 
their creative vision.  Goodbye, Pino.  We will always 
remember you and love you.”  Memories like this 
underline the importance of community, 
understanding, and compassion amongst all levels of  
 
 
 

 
 
 
 
the glass community.  His spirit will be greatly missed. 
 
Best, 
Demetra Theofanous 
President, Glass Alliance of Northern California 

 
 
Welcome New GLANC Members! 
 
Welcome new members:   Myrna and Stuart Aronoff, 
June Cohen, Jeanie Craig, Sharon and Phillip Francis, 
Crissi Goldman 
 

 

** SAVE THE DATE ** 
 

UPCOMING GLANC EVENTS!   

 

Feb. 24:     Jay Musler Studio Visit AND 

                  Visit the studio of  Dean  

                  Bensen & Demetra Theofanous 

  

March 11:  Maestro Event at Montague Gallery –        

                   with artist Joanna Manousis 

 

Details regarding time and location will be in our 

email flyer! 

 

 

GLANC Newsletter Staff:  
Editor: Camille Hamilton, Formatting: Mark  
Murai 
 
Contributors to this Issue:  
Camille Hamilton, Demetra Theofanous 
 

http://www.glancinfo.org/
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Maestro Artist Talk with Emily Nachison 
[Camille Hamilton] 
 
As part of the Maestro program, GLANC hosted Emily 

Nachison for an artist talk on October 28 at Bullseye 

glass in Emeryville.  

 
She is a Portland-based mixed-media sculptor.  

Emily described a long-time fascination with story tales, 

myths and cultural mysticism that includes elements of 

glass and alchemy.  This fascination with the 

transformational process of alchemy has led her to 

study ancient texts at length.  Her lecture included 

details about various artist-in-residencies that have 

helped her explore casting, cold working and research. 

Emily’s work is simultaneously sophisticated and 

magical, often with mysterious components. It whispers 

to our ties with something ancient. If you missed her 

talk you can check out her work at: 

http://www.emilynachison.com/ 

 

 

RUI SASAKI – MAESTRO EVENT 
[Demetra Theofanous] 
 
In November we had the opportunity to hear an artist 
talk by Rui Sasaki, who came to the Bay Area from Japan 
to speak to our group.  Her work centers on the 
exploration and discovery of subtle intimacy in 

unfamiliar spaces – which she refers to as empty space.  
She took us on a journey from her first visit to the U.S. 
in 2007, to where she is now – currently working and 
living in Japan.  She has investigated this notion of 
intimacy, the home, and the relationship between body 
and space, throughout many residencies both in the 
U.S. and abroad.  The dedication she has to exploring 
her concepts was readily apparent, as she drew us in to 
her experiments and projects, the challenges and the 
successes.  It was a delight to be able to connect with an 
international artist that had such a distinct point of 
view.  The GLANC group really enjoyed her visit, and 
thank you again to Bullseye Glass for hosting our event! 

 
Rui Sasaki with President Demetra Theofanous and 

Board Member Mike Kasperzak

 
Charging phosphorescent crystals – with Dean Bensen 

http://www.emilynachison.com/
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IN MEMORIAM:  PINO SIGNORETTO (1944-
2017) 

[Demetra Theofanous] 

 

 
 

One of the preeminent glass masters in the world, 

Pino Signoretto, known for his incredible facility in 

sculpting hot glass, died at the age of 74 on 

December 30th, 2017. He earned the title of 

Maestro at age 16, and became known for his ability 

to transform glass into virtually anything.  During 

his career he worked for international artists such as 

Salvatore Dali, Kiki Smith, and Jeff Koons, but he 

never stopped creating the traditional life size 

clowns and other classic Murano figures that were 

his signature.  He was a generous teacher and spirit, 

touching many artists throughout the glass 

community and beyond.   

 

 

 

CERF (Craft Emergency Relief Fund) 
[Demetra Theofanous] 
 
The fires in Napa and surrounding areas were a shock 
and tragedy for our local community.  So many 
individuals, including artists, were affected by these 
devastating events.  CERF is an emergency relief 
program that provides emergency grants up to $6,000 
and no-interest loans of up to $9,000 for artists that 
have experienced career-threatening emergencies.  
They help artists at all stages of their career, to deal 
with an array of crises due to natural disasters, illnesses, 
and more.  One of the recent recipients of aid from 
CERF is Clifford Rainey.  If you know of artists suffering 
as a result of the fires, please spread the word about 
this emergency relief organization.  If you would like to  
 

donate to the Go Fund Me accounts for two artists 
deeply affected by the fires, please visit: 
 
https://www.gofundme.com/clifford-and-rachel-napa-
fire-fund 
http://buyacupformike.com/home-tubbs-fire-santa-
rosa.html 

 
GLANC Artist Member News 
 
“Marking the Path”, a Group Exhibition featuring Mark 
Abildgaard, Tali Grinshpan, Jay Musler, Mary Louise 
White; at Grand Theatre Center for the Arts, 715 
Central Ave., Tracy, CA.  Opening Reception:  Jan. 20 
from 12-2pm.  Curator’s Gallery Talk on Feb. 3 from 12-
2pm. 
 
Congratulations to Julie Alland and Tali Grinshpan for 
being accepted to the New Glass Review’s 39th Edition!  
 
Congratulations to Demetra Theofanous who received 
one of the CERF+ “Get Ready” grants! 
 
Congratulations to Demetra Theofanous for receiving a 
Merit Award from Juror Paul Stankard, in the 
“Convergence: Flamework!” exhibit at Sebastopol Art 
Center! 
 

 
OTHER HAPPENINGS  
 

 Jan 17-21:  Art Palm Beach, FL 

 March 14-18:  Art Boca Raton, FL 

 March 24-August 6:  Contemporary Narratives 
in Glass, Palm Springs Art Museum 

 May 27 – September 9:  Katherine Gray:  As 
Clear as the Experience, Craft & Folk Art 
Museum, Los Angeles 

 Through February 18:  Looking Beyond the 
Mirror,  Peter Bremers, Ft. Wayne Museum of 
Art 

 Through October 10:  There at the Beginning:  
Early Studio Glass from the Parkman Collection; 
Corning Museum of Glass 

 Through March 18:  Fired Up:  Contemporary 
Glass by Women Artists, Glass Pavillion, Toledo 
Museum of  

 
 
 

https://www.gofundme.com/clifford-and-rachel-napa-fire-fund
https://www.gofundme.com/clifford-and-rachel-napa-fire-fund
http://buyacupformike.com/home-tubbs-fire-santa-rosa.html
http://buyacupformike.com/home-tubbs-fire-santa-rosa.html
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A Conversation with Jeanette Bokhour 
[Camille Hamilton] 
 

 
Marvin Lipofsky and Jeanette Bokhour 

 

I recently had the opportunity to visit the 

Marvin Lipofsky studio in Berkeley, California where 

I spoke with his longtime assistant Jeanette 

Bokhour.  Though Marvin passed away in January 

of 2016 at the age of 77, the work at his studio 

continues on. The studio is being cared for by 

Jeanette and his daughter Lisa Lipofsky-

Valenzuela.  
 

Marvin Lipofsky was a sculptor and 

educator who consistently pushed the envelope of 

glass  art. His influence can be seen in the 

conferences and curriculums of glass art today. He 

brought focus to the world of glass as art in 

northern California.  
 

 
Russian Group 2006-7 #11 

 

The studio is full of many pieces that range 

from completed to those in various degrees of 

progress. There are a few hanging out in the cold 

shop awaiting their destiny with Marvin’s marks 

giving thought to his plan of action.  The walls are 

filled with hanging tools, at an arm's length away, 

ready for use.  At the center of it all, his desk is 

surrounded with books, historical posters, drawings 

depicting his likeness and political cartoons.  His 

collection of small toys sits prominently atop a filing 

cabinet that puts them in perfect display; a gumball 

machine is within reach.  One can’t help but 

chuckle at the hodge-podge collection in the midst 

of such a potent studio.  

 

 

Marvin’s Desk 

 
(CH):         Let's start at the beginning. I'd like to 

know a little bit about you and how you came to 

work with Marvin. 

 

(JB):          Well, I had actually just graduated with a 

second undergraduate degree from CCAC. And at 

that time a friend of mine was going to a breakfast 

group, an artists breakfast group that was meeting 

every Friday here in Berkeley. And she invited me 

to come and as it happened Marvin was also 

coming to this breakfast group for many, many 

years. And so, I met him there and he was just 

having his show at the Oakland Museum. He had a 

retrospective there in 2003 and so, I didn't know 

anything about glass, I didn't know anything about 
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Marvin, but I had a chance to go see the 

retrospective. I was really impressed with what he 

had done. I hadn't had much exposure to glass art, 

and with Marvin I really felt a connection to his 

process. There was something about how he was 

working that I really appreciated. And so, I started 

making a point to talk to him more at breakfast and 

find out what he was up to. And he always made a 

point to bring in photographs of where he had been 

working and what he had been doing. I started 

talking to him about it and eventually maybe a year 

later he needed help with the office, with setting up 

database to track his glass because some of it was 

sold and some of it was in galleries, and some if it 

was here. He wanted to digitize the whole process. 

So, I came for a summer and after that it just 

worked. He needed help keeping the database 

going. So, it just worked out that way. I would come 

part-time just a few days a week and then it 

evolved just like any job does. Eventually just 

started working pretty much every day here. I 

worked for him a little over 12 years before he 

passed away. I got the chance to see his whole 

history really because during the time that I'd been 

working for him we started scanning all of not just 

his artwork slides but his slides of every place he'd 

gone, all the factories he'd been to, all the people 

he had met. I got to go over that whole history with 

him. It was pretty amazing to sit down with him and 

go over all of it with him. I learned a lot.  

 

(CH):             Are you an artist in your own right? 

 

(JB):          Yes on a good day. I have been doing 

digital printmaking and so I was on the computer a 

lot and that's how Marvin knew that I knew the 

computer well enough to help him with his project. 

And eventually everything here just kind of took 

over just like with your job. So, I haven't been doing 

it so much lately but that's what I was trained in. 

 

(CH):          There is a nice history on Marvin’s 

website that helped me generated some questions 

chronologically.  And so I’ll just start at what seems 

to be the beginning.   His studies with Harvey 

Littleton really seemed to Marvin’s introduction to 

glass blowing. What was his introduction to glass 

blowing.  

 
I think he saw the work of Peter Voulkos and John 

Mason and he was really impressed by it, and so 

that's where his mind was at at the time that Harvey 

Littleton was beginning to play with glass. The 

glass studio wasn't at the school, it was at Harvey's 

farm, so Marvin wasn't necessarily exposed to it on 

a daily basis, but maybe once a week they'd go out 

to Harvey's and play with the glass. But nobody 

knew exactly what they were doing with it, so I don't 

think Marvin necessarily saw a future for himself in 

it. It was just like some little thing they were 

experimenting with, Harvey had a bigger vision I 

think and just believed in it so strongly that he kind 

of swept up everybody else into it.  

        You asked if Marvin had immediately felt 

connected to the glass, and I don't think he did. 

From what I've heard him talk about, and reading 

his experiences, he didn't really think much about it. 

 

At the time they didn't have good glass to work 

with, they had kind of fiberglass balls I think that 
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Dominick Labino had recommended. They were 

easy to work with, but they weren't as fluid and as 

well developed as what's available now. Nobody 

kind of knew what they were doing and it was 

clumsy, and Marvin had a degree he was working 

on and so he just mostly I think stuck with his 

ceramic sculptural work. But as it turns out, Harvey 

was asked to teach here at Berkeley, and because 

he was just made chairman at Madison he didn't 

care to leave Madison so he offered Marvin the 

opportunity to take the job. Marvin was at the right 

place at the right time and he was ready, lots of 

other students were there, but Marvin was really 

ready.  

 

(CH):          So here he was offered a job at UC 

Berkeley.   Now days you would consider a position 

like that to be filled by an expert.  But by the sounds 

of it he was still in the beginning phases learning 

the craft. 

 

(JB):          He was very much in the beginning, but 

I think the school was supportive.  A sort of okay 

let's see where this can go attiture. This is 

something new, this is something people are 

getting a little excited about, let's try it. Marvin 

taught metal sculpture, and they also had this class 

in glass in the decorative arts department. I think 

there had been another teacher Edris Eckhardt, 

who had taught a class in glass before he came. 

She had already been teaching a glass class, but 

Marvin's role I think was going to be different, he 

was going to build the furnaces and work with the 

students to really develop a program there. At the 

time the school was very much open to this kind of 

experimentation, they knew nobody in the country 

kind of knew.  

 

(CH):          That's pretty wild.  That doesn't happen 

in our current educational climate.  It doesn't seem 

like a university would be as open and receptive to 

that kind of experimentation.  

(JB):          I guess the 60's, I guess you'd have to 

talk to somebody else that was also there at the 

time. This is a lot of what I've read and what I've 

heard, but it is surprising to think about it. But at the 

same time it was a time of so much 

experimentation all over the country that it just 

seemed possible. I think somebody at Berkeley had 

actually heard about what Harvey was doing, 

perhaps even went and visited him. Harvey had this 

way of getting people really excited about it, and 

Harvey's father I think had worked at Corning 

helping develop Pyrex and all of that. Harvey knew 

the potential of it in a way that other people I don't 

think did, but he had a way of getting everybody 

excited for sure.  

          I don't think they expected Marvin to be any 

kind of expert, but he was always kind of a step 

ahead. He did sort of keep a step ahead and he 

experimented a lot in those years, and they were 

willing to give him a shot.  

 

(CH):          That's pretty great. Did Marvin keep a 

relationship open with Harvey over the years? 

 

(JB):          Sure, his whole life yeah. I think Marvin 

felt very indebted to Harvey, really appreciated 

what he had done.  Marvin was kind of a one man 

department at the time, and I think after a few years 

he realized, “Okay what am I going to do?”  

 

He started inviting visiting artists to the school, he 

called it, “The Great California Glass Symposium”. 
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Harvey was the first person he invited, along with 

Sybren Valkema I think he did feel very much 

appreciative, he knew his limitations so he started 

inviting people in. Then he also started going to 

Europe himself to see if he could find out more 

information and bring it back.  

 

(CH):          Teaching was paramount to his career, 

shortly after starting the program at UC Berkeley 

did he then moved onto another program at the 

California College of Arts and Crafts? 

 

(JB):          He was actually teaching both schools 

concurrently. He was teaching at Berkeley starting 

in 1964, and then I think in 1967 he was asked to 

teach a summer workshop at the California College 

of Arts and Crafts. And so he did that for a summer, 

and then they decided to create a program. There's 

actually a video of that first workshop, it's pretty 

amazing to see them struggling with the glass and 

everybody was just really into it. It was kind of an 

outdoor blowing situation they had set up in the 

back area. And so he stayed very busy. He was 

teaching at Berkeley and at CCAC, and they're 

both at opposite ends of the college avenue. He 

would go from one to the other, and it was actually 

a very exciting time for him I think. He really 

enjoyed that because Berkeley had people that 

were coming from all kinds of other departments, 

the chemistry department, physics, architecture. 

People that weren't just into the arts, or just into 

glass, and of course CCAC was primarily people 

that were just into the arts. It was an interesting mix 

of people for him, they would have competitions 

between the different departments, and I think he 

enjoyed the differences between the two schools.  

 

 

California Loop Series #4 

 

(CH):          Did he have a feeling that there was 

something sort of revolutionary about what he was 

doing? It seems like he was going through his own 

learning experience as he was teaching, but he 

must have taught so many people over the years. 

He generated a lot of interest and a lot of 

practitioners over the years. Did he ever feel that 

he was building up momentum for this medium? 

 

(JB):          I think he must have at some point. Of 

course very early on in 1965, 1966, it was probably 

pretty slow going. But when he started the 

symposium's I think a lot of people got really 
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excited, everyone was a little isolated, the schools 

were isolated and maybe a little competitive even 

between each other. San Jose was also doing, but 

it was scattered, everyone was scattered and the 

information was a little scattered. So he started 

trying to pull people together with these 

symposiums. Then I think Fritz saw the 

symposiums, Fritz Dreisbach, and he got really 

excited by that idea, so that's when they started 

thinking about having the Glass Arts Society. That 

was in 1971 I think they started, and by then I think 

there were enough school programs that had 

started around the country that to me that's when 

things really started to ignite because people would 

meet together annually, exchange what they knew. 

They started publications, so at that point I think it 

really started to ignite.  

          These things take years to really get started 

and to know if it's viable and if people are 

interested in it. Museums weren't collecting this, 

galleries weren't showing it, schools didn't really 

have departments for it. At first of course, you can't 

imagine what could happen, and Marvin repeated 

that he couldn't have imagined how there would be 

whole museums dedicated to glass.  

         But it did take off at some point. When Marvin 

gets into something he really gets into something 

non-stop. All the lectures I've heard him give from 

early on, I have audio recordings, he's always 

asking people "Give me your information, let's 

promote glass, let's do this, tell me if you want me 

to connect with anybody." He loved doing that, it 

was just very much a part of his nature to bring 

people together to share information like that. He 

was a real powerhouse.  

 

(CH):          There are a few aspects of his work that 

really stand out to me when I look at his pieces and 

his work.  There's fluidness to his work with organic 

concave and convex shapes and cutouts that let 

you see into the interior. He was a really great 

colorist. Can you talk to his process just a little bit 

regarding how he worked with these elements? 

 

(JB):          Well who knows where his color sense 

came from, I mean it's impossible to say. His 

process definitely evolved over the years.  There 

were a lot of blobs, and stretching, and hitting the 

glass, and using tools to pull out the glass. There 

was a lot of that going on at first, and then I think he 

was really struggling at that time to figure out what 

to do with the glass. I think in his case, and even 

when he looked at his own work, it was very much 

vessel oriented. Very heavy, he said "There were 

pieces that wouldn't fall over if it was on a ship," a 

very highly blobby thing.  

          For his first real sculptural series he decided 

I'm going to lift it off the pedestal, and that's when 

he started making those loops. He started 

deliberately pulling the glass up off the pedestal, so 

that was one approach that he took. And then he 

noticed the glass was not the best color, there was 

a lot of greens, it was imperfect, it had a lot of 

bubbles.  He didn't have a lot of variety available. 

He started thinking well what else can I do with the 

glass, he was kind of hitting up against those 

problems.  

          Then he went to a hot rod and roadster 

show, and there was a car called a fuzzmobile and 

it was completely flocked, the whole thing with 

rayon flocking. And so he said I'm going to try that 

on glass, so he tried flocking the glass. Some of his 

chemistry students said "Oh have you tried copper 

plating the glass?" He learned how to fume the 

glass, really it came from a lot of experimentation 

having to work within these limits, and it forced him 

to think a little outside the box. I think he started 

going to factories, I think Joel Philip Myers was 

working at Blenko and he went to Blenko and did a 

few pieces there. I don't think he made a lot of big 

pieces, it was more from what I've seen it was more 

the continuation of what he was doing at school.  

          Then he went on sabbatical in 1970 and he 

went to some factories in Europe, and there I think 



9 

 

 

he would see how the factories were throwing away 

lamp parts. He watched in the factory how they 

were making the lamps, the lighting fixtures, and 

there was all this blow over that they would just cut 

off. You've seen the process, where they blow into 

a mold, but he thought the blow over was the most 

beautiful part. He thought, "Why are you getting rid 

of that?" Then he started thinking about his work in 

terms of using these molds, but using them in a 

very different way and allowing for accidents to 

happen and just kind of helping to direct the glass 

but not completely control it. 

          I think because he allowed himself to be 

exposed to all these different methods of working 

with glass, he eventually evolved into his later way 

of working with it. He started blowing it into just 

scraps that he found around the factories or around 

the school studios. And in his mind, that was an 

impression of what was there, what was at the 

factory, what was at the studio. It was kind of a 

mark of history of where he had been, what he had 

found. Then he started adding the colors of the 

environments, in some ways he was limited to the 

colors the factory may have had. He started 

responding to the leaves in the environment, the 

water in the environment, the trees, and so he 

started incorporating those kinds of colors into it as 

well as those mold shapes. Then he started 

formulating his own wooden molds. Eventually he 

starting carving out his own molds out of wood, it 

was an evolution for sure. It was allowing himself to 

be exposed to different situations and responding 

to those situations. I think one of the things he was 

saying was that if you just work in the same studio 

every day or you don't go out, then your work has 

the potential to look kind of the same each time. 

Whereas he felt like going out into different 

environments that it impressed itself into his work, it 

became much more personal and much more 

experiential about what he saw, and felt, and 

experienced in these places. I can't tell you how he 

chose those colors beyond that, he was just good 

at it.  

      I think when you have students, it kind of forces 

you to think okay what else do they need to know? 

He learned about mold making, he learned about 

stain glass, he learned about all these different 

methods. He had artists come in, he had I think 

about 100 of these symposiums in his teaching 

career and just the best people in glass really came 

out to do it. 

 

(CH):          It really seems in the photographs that 

I've seen of him working in various studios that he 

thoroughly enjoyed working with these people. To 

some degree there is collaborative nature that 

happens with glassblowing in particular, but it really 

looked like he was having a good time. He always 

had this sort of a joyous exuberance in what I’ve 

seen. Were there people and other artists that 

brought that out in Marvin? 

 

(JB):          Well he was not a happy guy, let's be 

clear about that. You've seen him when he came in 

this gallery (chuckles from both of us). I think he 

was most comfortable when he was working. He 

didn't make it easier on other people, he was a very 

exacting person and kind of short-tempered if 

things weren't going just right. But overall, there are 

people that he loved working with. He worked with 

Gianni Toso, he worked with Steven Powell, he 

worked with Peter Novotny, he worked with all 

kinds of really skilled people. I do think that when 

he was at work he was most himself and most 

comfortable. He was a very social person for sure. 

Just this massively social way of working that glass 

blowers have, you kind of need other people in your 

environment and he was very comfortable with that. 

He had been just incredibly social just from growing 

up, he was in the Boy Scouts, always doing this 

and that. 

        He was always around a lot of people, he was 

well suited for that kind of career I guess. Joy ... is 

a hard word use to use with Marvin because you 
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never quite knew where you stood with him. He 

could be very strict and very hard on people, but at 

the same time when you did it right you felt 

fantastic. I do think it was hard, he felt a lot of 

tension before these things started and once he got 

in gear he was great. I do think he just really 

enjoyed doing it. He did enjoy doing it, I'm glad you 

saw that. I think there are certain people he loved 

working with more than others, I'm sure there was 

some people that were very difficult for him to work 

with. If they weren't as exacting as he wanted them 

to be or didn't quite pay attention.  It was almost 

like he tested you at first to just sort of see. 

Whatever you're writing I don't want it to be all just 

"Oh isn't he wonderful?" Because he was hard, 

anybody that knew him, anybody that knew him 

and reads this article would know yeah, he can be 

really tough.  When you look at his work there was 

something behind it, he wasn't being tough just to 

be tough. He really was hard on himself too. He 

demanded a lot, so there was something behind it. 

 

(CH):          Marvin traveled all over the 

world.  Often working in collaboration. It seems like 

there were a couple of places he continued to go 

back a handful of times. Was there any places he 

really loved?  

 
(JB):          He travelled about five or six times a 

year. Oh, I think he loved Italy although he didn't 

get the opportunity to go back a lot. He went there 

very early in his career, and then the opportunity 

just didn't come up. I think he was asked to set up 

furnaces in Israel, and Finland, and different places 

like that so he would go there. Then in countries 

outside the US the factories would actually shut 

down for a week, invite artists in and do these 

symposiums where artists get to work with their 

workman, with their masters and the factor workers 

to create art works. That doesn't happen in the 

United States, I don't know if it's insurance, or 

unions, or just never occurred to them. In Europe it 

was happening. Especially you see he's repeatedly 

gone to Czechoslovakia, they've had symposiums 

in Slovakia and Taiwan is wildly supportive, I don't 

know if he was in a factory there so much. 

There were these opportunities repeatedly they 

would do these semi-annual or every few years 

that'd have another symposium, so that's how he 

wound up there repeatedly. Mostly something like 

that was Czechoslovakia. Finland and 

Israel  invited him back sort of commemorate the 

first time he went there in the 70's. He went to 

China several times Dalian, China the factory 

seems to be open to having artists come., There 

were definitely more places he wanted to go, but 

his health just didn't allow for it. He wanted to go to 

South Africa and work there, and there were other 

places he had been invited but it just never 

happened.  

 

(CH):          He developed bodies of work that were 

titled after places he had gone. Did he do the work 
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at those factories and facilities, or did he come 

home inspiring about those places? 

 

(JB):           He doesn't have a furnace here (in his 

studio), so he would do all the blowing at these 

studios and factories and then he'd ship them all 

home and do the cold working here.  The factories 

would often ask that he make something like 12 

pieces, leave two or three of them for the factor 

museum and then he could ship the rest of them 

home. That's how a lot of that worked, but he 

always did the cold working here.  

 

 

Marvin’s Coldshop 

 

He might work a little bit on the pieces he was 

leaving at the factories, he would acid etch them or 

polish them or something like that. But for the most 

part everything was really finished here with all the 

color and forming there. I don't know if can tell you 

more, how we went about cutting and deciding 

what he was going to cut. Sometimes you have a 

plan where you draw that little mark and the if it 

shatters, well it tells you what it's willing to do. He 

had developed this method that allowed for that, 

even if they broke in shipping he could fix it. He 

kind of developed a flexible way of dealing with 

that, and I guess glass artists need to.  

 

(CH):         There's such a prolific nature to his 

work, and you've cataloged most of it, or you're up 

to a certain point? 

 

(JB):          I'm finding out more and more, he didn't 

just catalog his own work, but everywhere he went 

people always saw him with a camera and so he 

was constantly taking pictures of the people and 

the factories. I don't know if he thought "Oh this is 

important I'm going to be important and we'll need 

this someday." I don't know if maybe it started 

because when he traveled he wanted to bring 

information back for this students.  It was like okay 

I'll bring back all the books I can, I'll bring back all 

the photos I can, I'll bring people back if I can. 

That's kind of what happened with these 

photographs I think, and it just kept growing and 

growing. Once Marvin starts collecting something, 

he can't stop. I've just found collections of all kinds 

of things here.  

 

(CH):         What kind of things did he collect? 

 

 

(JB):          All kinds of things. He started collecting 

these photographs, and we're packing them up now 

so unfortunately you can't see a lot of them, but 

every county he went to, the people he met, just the 

factories he went to, the schools he worked at, just 

everything. Right now I've scanned probably close 

to 50,000 slides and we still have more, but every 

time I open a drawer I find more pictures. He would 

even take pictures of his pieces mid process, I don't 

know exactly why he did that, but he wanted to 

make note of it from here to there.  

 

(CH):          Have you developed an eye for when 

you find those slides in the drawer that you can 

kind of figure out when they fit into the timeline? 
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(JB):          For the most part I'm learning, I mean 

there are definitely slides that don't have dates on it 

and you can't quite tell. I look at the glasses and 

what he was wearing, or the watch he had, or the 

wall in the back. I use every little clue in the photo 

to figure out where and when it happened. Maybe 

within a year or so I can kind of guess, but it's a 

puzzle, if you like puzzles it's a great job to have. 

It's really fascinating just to see what he thought 

was interesting, what he thought was worth taking a 

photograph of. Sometimes I don't see anything and 

then when I look deeper into it, I go "Oh my god, 

there's this, there's that." It can be subtle.  

 

 

(CH):          Is this archived information going to live 

anywhere or be accessible in any way? 

 

(JB):          The Rakow Library at the Corning 

Museum of Glass is taking the digitized slides and 

printed  images, and they're going to make much of 

that available online.  The Smithsonian Archives of 

American Art, will take his papers.  They will begin 

digitizing that and will make much of it available 

online as well. So the two institutions will post them 

and then they'll cross-reference each other.  It will 

be amazing, and that's why I'm really focused on 

trying to get it done soon because just those two 

processes are going to take a few years to get 

going. Eventually it will be a great resource that I'm 

anxious to get going. It’s a unique kind of 

relationship between the two institutions. Marvin 

had a great relationship with Corning and he had 

started this process with the Smithsonian. They 

were both so gracious to come together on this. I 

think this arrangement would have made Marvin 

very happy as he had spent so many years 

exchanging information between so many people 

and institutions.  This project really speaks to that 

kind of connecting.  

 

(CH):          What's the future look like for the 

remaining finished and in-progress pieces? 

 

 

Unfinished work 

 

(JB):          There's a lot of discussion about what to 

do with the unfinished pieces. Some people say,  

"Don't ever touch them, just leave them as is." And 

then I try to imagine what Marvin would want done 

with them; he didn't leave any kind of instruction 

about it, so that's still under discussion. And of 

course, we'll continue to sell his art work and to 

show his art work.   We don't have every single 

piece that's available posted on the website. As you 

saw, there are a lot of sculptures. We show some 

of it on the website and people are welcome to 

make an appointment, come to the studio if they 

really want to see it, and we have galleries that 

represent him. We'll continue to sell the work and 

exhibit it.  You want to be very respectful of it and 

Marvin was very important in the history of studio 

glass, so you want to make sure that it gets placed 

where people can see it, where people can learn 

about it.  Some artists unfortunately don't learn the 

history, and so they don't necessarily advance 

glass so much. I think Marvin would very much 

want us to make sure that people learn what they 

can, or at least give people the opportunity to learn 

about it. That's what we're really searching for now 
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is a way to do that, to really learn what he and 

others did. 

  

 

 
You want to be very respectful of it and Marvin was 

very important in the history of studio glass, so you 

want to make sure that it gets placed where people 

can see it, where people can learn about.  To be 

influenced. A lot of artists unfortunately don't learn 

the history, and so they don't necessarily advance it 

so much. I think Marvin would very much want us to 

make sure that people learn what they can, or at 

least give people the opportunity to learn about it. 

That's what we're really searching for now is a way 

to really do that, to really learn what he did.  

 

(CH):          Wow, that's a big job.  

 

(JB):          It's a big job, right you don't rush into it. 

We're talking to a lot of people.  I've met with the 

people at the Richard Diebenkorn Foundation have 

been really generous with their time, and Squeak 

Carnwath's Foundation, and the Artist Legacy 

Foundation met with me. We're just trying to talk to 

as many people as we can, every situation is 

different but there's a lot of experience out there, 

and you just want to encourage artists to really 

plan. 

 

  (CH):          It's difficult when making decisions 

about what to keep and what to move on, and like 

all of those. Your heart is involved, and your 

emotions are involved, and very much I think what 

artists create is their truest essence.  

 

(JB):          That's right, it's really them, and with 

Marvin the whole collecting side of him is so 

important too. These cabinets (in his office) are all 

filled with books that he had collected, thousands of 

books on glass, probably the greatest collection of 

glass books on the west coast. And so you don't 

want to separate all of that, and then he has his 

personal collections of artwork from friends or that 

he bought or whatever, and so you don't want to 

separate all of that because kind of the beauty of it 

is in the collecting and how Marvin brought it all 

together. He curated it, he curated the glass, he 

curated the books. How do you separate all that 

out, how do you decide what to keep, what not to 

keep? 

 

(CH):          And the collection is powerful.  

 

(JB):          That's right, and it's more powerful as a 

collection, as a complete picture of what it took and 

the kind of power and energy that Marvin had to do 

it. You definitely don't want to rush into anything, 

but make a plan.  

 

(CH):          Make a plan.  

 

(JB):          Yeah, Marvin definitely was somebody 

who just wanted to keep all of this together, wanted 

to keep it all going. I think it just wasn't his mission 

or whatever to think beyond that, so I'm happy to 

do what I can, I hope I do it right.  

 

(CH):          Is there anything else you'd like to add? 

 

(JB):          Not particularly, it's been an honor to be 

here really. I came from knowing absolutely 

nothing, and Marvin was open enough and 

gracious enough to allow me in, and to really sit 

with me and teach me all of this. And I'm so 

appreciative, he really gave me so much by doing 

that, he has no idea. I'm so glad that I can do this 

and if I can help anybody else along the way, I'd be 

happy to.  

 

(CH):          Well thank you for meeting with me, it's 

been a pleasure. I think our members will really 

http://diebenkorn.org/
http://www.artistslegacyfoundation.org/
http://www.artistslegacyfoundation.org/
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appreciate hearing your story.  

 

(JB):          I hope so. if people want to come visit 

the studio we're definitely open to having people 

come around. 

 
For more information, please visit Marivn's website 
at http://www.marvinlipofsky.com/. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

OTHER RESOURCES 

 
Please visit these websites to stay up to date on glass 
events and exhibits both in the Bay Area, and around 
the country.  
  
•  Art Alliance for Contemporary Glass:       
    www.contempglass.org 
•  Bay Area Glass Institute: www.bagi.org 
•  Bullseye Gallery: www.bullseyegallery.com 
•  The Crucible: www.thecrucible.org  
•  Glass Art Society: www.glassinfo.org  
•  Habatat Galleries: www.habatat.com 
•  Montague Gallery:  www.montaguegallerysf.com 
•  Pilchuck Glass School: www.pilchuck.com 
•  Public Glass: www.publicglass.org 

•  Sculpturesite Gallery: www.sculpturesite.com 

 
 
 

 

 
 
 
 
 
 

http://www.marvinlipofsky.com/
http://www.habatat.com/
http://www.publicglass.org/
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