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In America, oftentimes the tendency is that we want to 
have the fanciest burner and the latest equipment. It doesnʼt 
really matter. The thing that blows me away to no end is 
what the Japanese are capable of with the Satake glass over 
an air burner, which is basically a glorifi ed Bunsen burner. 
The Satake glass melts at a very low temperature, and that 
makes them able to use that type of setup.

As I looked at the phenomenally detailed Japanese work, I 
wondered how in the world they are doing this quality of work 
over these very coarse-fl ame air burners. Because at Osaka 
University we have a full bevy of air burners and a good bit 
of Satake glass, I decided that I was going to teach beadmak-
ing to my students and show them some of the ins and outs 
of the way that I understand the material and the way that I 
understand the way heat moves and work only with Satake 
glass. I didnʼt really realize how much of a lesson I was in for 
myself. But nonetheless, with a little perseverance I was able 
to realize that their almost innate, intuitive understanding of 
how heat moves and the understanding of the material allows 
them to do phenomenally detailed, phenomenally intricate, 
and extraordinarily beautiful beads.

The Japanese aesthetic when it comes to the beads is 
unbeatable, and one of the interesting things that I found 
about it is that itʼs extraordinarily diffi cult to copy. The 
Chinese and the Americans, we look at the beads and we try 
to copy the technique, but there is a certain thing about the 
Japanese aesthetic that comes from the tradition. It comes 
from the Japanese artistʼs ability to function with detail 
and to understand the concept of suggestion of an image. 

Personally I think that is one of the hallmarks of the 
Japanese esthetic.

When it comes to working with borosili-
cate glass, that is a slightly new glass for 

the Japanese market and the Japanese 
scene. Oxygen is a little more diffi -

cult to deal with over there, thereʼs 
no doubt. But there are artists who 
have decided that if it takes a 
certain amount of money and 
effort to get oxygen, they still 
want to try this new boro glass. 
They are simply willing to go 
to whatever effort is necessary 
to begin this interest in boro-
silicate glass.

Coupled with that attitude 
is the availability of informa-
tion over the Internet, books, 
and videos. Theyʼre starting to 

wake up to the fact that borosili-
cate glass has its advantages and 

its disadvantages. There are certain 
things that we can do with boro that 

are a little more diffi cult to do with 
soft glass, but nonetheless each one has 

a balance. The Japanese sensibility seems 
to be to shoot for understanding the balance 

and where it is appropriate to use borosilicate 
glass and also where it is appropriate to use 

soft glass.

All of the colors are becoming available now in Ja-
pan, and all of the diffi culties of working with oxygen 
there are starting to be outweighed by the benefi ts of 
working with borosilicate glass.
Have you found any language barriers to teaching 
in Japan?

One of the things that I think is important to under-
stand about language is that so much of it that we use 
is superfl uous. Itʼs a lot of extra stuff that we really 
donʼt need to use. I understood that in three or months 
I was not going to learn Japanese to the point that I 
could lecture in that language. What I did realize is 
that if I take only the important words and I structure 
those important words in the Japanese grammatical 
structure, they are able to understand me much better 
than they would if I were to speak normal English as 
if weʼre standing here talking.

When Iʼm lecturing I alter my speech patterns quite 
a bit, which allows them to understand a good bit more 
about what Iʼm doing. There is also the challenge of 
being much more visual in my demos. My Japanese 
students tend to be much more visual learners anyway. 
If we take ourselves out of the American context and 
we put ourselves in a more Japanese frame of mind, 
the visual learning aspect is extraordinarily important. 
If you can adapt just a little, it makes a tremendous 
difference.

Youʼll fi nd more information on Roger s̓ experiences 
in Japan in the Fall 2009 issue of Profi table Glass 
Quarterly.
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