COLECTIA DE STICLA
A MUZEULUI NATIONAL PELES



ALBUM EDITAT DE MUZEUL NATIONAL PELES
COORDONATOR PROIECT EDITORIAL:

Dr. Narcis Dorin ION

Director general al Muzeului National Peles

AUTOR: Corneliac DUMITRESCU

COLABORATORI: Ovidiu DUMITRESCU,
Cornel-Constantin ILIE, Mircea Alexandru HORTOPAN

FOTOGRAFII: Camil IAMANDESCU
GRAFICA SI DTP: Cornel-Constantin ILIE

CORECTURA: Rodica ROTARESCU, Narcis Dorin ION,
Mircea Alexandru HORTOPAN, Alexandra GHIOARCA

TRADUCERE IN LIMBA ENGLEZA: Samuel W. F. ONN

© Muzeul National Peles, 2019
Toate drepturile rezervate / All rights reserved

www.peles.ro

ISBN 978-973-0-30781-8

ILUSTRATIA COPERTA:
CALIMARA MIRABEAU” (DETALIU)
Atelier René Lalique, Paris, 1927



CORNELIA DUMITRESCU

CATALOG SELECTIV

SINAIA
2019






Cunéint incinte. Celectio de oticlt; o Muzewlui Negicnel Peley 7-9
Prezenteree colectiel | Presentation of the Collection 10-15
Q scunté privine avupre istoricului sticliriei eunopene || ‘@ brief history of ewropean glassmaking 16-27
Despre chimie sticlei | The chemistry of glass 28-31
‘Qnglic || Englend 32-45
Quatric || ‘Quoetric- Hungery 46-65
Beemic | Behemia 66-101
Frange | France102-11
Cristaleriile Baccenat || The Baccarat cristalveorks 112-117
Chisteleriile Seint-Louis || Seint-Louis cristel glassnonks 118-123
Qtelierele Dewuny || The Deuwn glassvweorks 124-135
Emile Gallé || Emile Gallé 136-153
René Lelique || René Ledigue 154-165
Peaut, Nicholas (D * Qrgental) || Peud Nicholas (D * Qrgental) 166-171
Paste de sticlés | Péte deverve 172-179
Manivs Ennest Sakine || Menrius Ernest Sabine 180-183
Genmanic || Germeny 184-227
Teedicw || Teedy 228-287
Tiowegic | Tiewsey 288-291
Qlande || Hellend 292-297
Reménie | Remanie 298-313
Rusics || Russies 314-319
S$.U.Q. | The United States 320-331
Vitredii | Steined gless 332-339
Epilog || Epitogue 340
Glosan || Glossany 341-342
Biklicgrafie || Biblicgrephy 343-344



S U AN T e i R R

[ =



intre diversele si extrem de valoroasele colectii

ale Muzeului National Peles, se distinge prin
frumusete si rafinament cea de sticld, pe care
o prezentim in acest al doilea catalog dedicat valorificirii
editoriale a patrimoniului cultural national mobil ce decoreazi
interioarele castelului Peles din Sinaia, monument emblematic
al fenomenului istorist european, creat din initiativa si pasiunea
tara seamin a primului nostru rege.

Pe langd faimoasa si intens discutata colectie de picturd
ce cuprindea peste 200 de tablouri, multe dintre ele capodopere
ale artei universale, regele Carol I al Romaéniei a pus bazele unei
tabuloase colectii de artd decorativi, unicd in peisajul cultural
romdnesc si neegalatd pani astdzi. Prin intermediul diversilor
turnizori regali, a achizitiei directe in urma unor cilitorii prin
tarile Europei occidentale sau vizitarea unor Expozitii Universale
(de la Paris, Londra sau Viena), regele Carol I al Roméniei a
reusit sa imbogiteascd colectiile castelului Peles din Sinaia cu
piese de sticli de mare valoare artisticd, creatii ale celor mai
faimoase ateliere si manufacturi europene ale epocii: Murano,
Boemia, Webb, Baccarat, Saint Louis sau Lobmeyr. Alte piese
(servicii traditionale sau piese moderne, in stil Art Deco) au
fost comandate special la fabricile din Azuga si Medias (care
aveau ca director artistic pe Emerico Montesy), pentru a decora

resedinta regald din Sinaia.
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Tubitoare si creatoare de frumos — in domeniul arhitecturii, decoratiei interioare si artei peisagere —,

regina Maria a Romaniei a fost o neobositi si pasionati colectionari de artd, alegind cu grija din targuri
si magazine de antichitati, roménesti sau striine, piese care au decorat multe dintre ,casele sale de vis”
ce purtau amprenta sa inconfundabili si demonstrau gustul siu artistic fird cusur. Intr-un fel propriu,
principesa si, din 1914, regina Maria a Romaéniei a continuat in mod strélucit traditia de colectionar
inaugurati de regele Carol I si a achizitionat piese de ceramici si sticlarie in stil Ar# Nouveau, cu care a
decorat interioarele castelului Pelisor din Sinaia, resedinta atit de impregnatd de spiritul siu creator. Ca
principesd mostenitoare a Romaniei, Maria si-a decorat locurile dragi cu lucriri cumpirate de la mari
maestri ai artei focului: Emile Gallé, René Lalique, Auguste si Jean-Antonin Daum, Christian Desiré,
Jean Sala, G. Argy-Rousseau, Almaric Walter sau Louis Comfort Tiffany.

Colectia de sticld a Muzeului National Peles numara peste 1500 de piese si a fost constituitd prin
achizitiile i comenzile Familiei regale romane, intre 1866 - 1947, iar ulterior prin achizitiile Muzeului

Peles, realizate in perioada 1969 - 1975, cand — printr-o coerentd politicd de achizitii de patrimoniu, din
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anticariate sau de la colectionari particulari — s-a urmdrit completarea
fondului regal existent cu obiecte din cristal de Boemia, dar in special
cu piese semnate Gallé, Daum si Lalique. In aceeasi perioadi in cadrul
Muzeului Peles a fost infiintatd Sectia de Artd decorativi-Ceramica
(1965 - 1982), care a valorificat stiintific si expozitional creatia marilor
manufacturi de sticli si ceramici prezente in colectia regald de la Sinaia.

Interioarele muzeelor amenajate in castelele Peles si Pelisor din
Sinaia expun unele dintre cele mai valoroase piese ale colectiei regale
de sticli, o selectie a lor fiind prezentati, in perioada decembrie 2017 -
mai 2018, in cadrul expozitiei Artele Focului. Ceramica si sticld din colectia
Muzeului National Peles, care propunea publicului vizitator o intalnire
speciali cu delicata i fragila lume a ceramicii si sticlei de artd, valorificatd
si prin editarea, la finele anului 2017, a unui rafinat catalog.

Doamna Cornelia Dumitrescu — inginer in domeniul silicatilor, ca
formatie, deveniti muzeograf pasionat si sef de sectie la Muzeul National
Peles — se dovedeste a fi un autor riguros care prezinti detaliat iubitorilor
istoriei si artelor decorative modurile de interpretare si realizare a
gratioaselor obiecte de artd din sticld, dar si confruntarea dintre traditie
si spirit novator ori trecerea de la limbajul academic la indraznetele
modalititi moderne de exprimare. Toate aceste aspecte oferi cititorului
o imagine a acestei colectii unice, pe care am incercat si o redim — in
conceptia grafici a istoricului Cornel-Constantin Ilie — in catalogul
selectiv al Colectiei de sticli a Muzeului National Peles, bogat ilustrat cu
uimitoarele fotografii realizate de Camil Iamandescu. Traducerea in
limba englezi a acestui catalog ii apartine domnului Samuel W. F. Onn,
cdruia ii multumesc in mod special. Tiparul de inaltd calitate realizat —
sub conducerea atentd a doamnei director Maria Dohotaru — de S.C.
Magic Print din Onesti redd frumusetea aparte specificd unui album de

artd. Tuturor le exprim aici felicitdrile si gratitudinea binemeritate.

Dr. Narcis Dorin ION
Director general al

Muzeului National Peles
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olectia de sticlarie artistica a Muzeului National Peles cuprinde peste 1500 de piese si

s-a constituit de-a lungul unei perioade de timp relativ indelungati, de peste un secol, ce

poate fi structuratd in doud mari etape stins legate de istoria castelului: un prim si decisiv
demers este reprezentat de achizitiile si comenzile casei regale, care se situeazi intre anii 1870 — 1947; el
a fost urmat de achizitiile Muzeului Peles, institutie infiintatd in anul 1953, si care a beneficiat de fonduri
importante pentru extinderea patrimoniului existent.

Urmiénd exemplul antecesorilor sii - principi din ramura suabiani a familiei de Hohenzollern
- care au fost reputati colectionari de artd, timp de mai multe generatii, regele Carol I al Romaniei isi
intemeiazi propriile sale colectii, ce vizeazd domenii variate, de la cel mai apropiat preocuparilor sale, cel
al armelor de lupti si de parada, la artd plastica, mobilier, textile, ceramici, sticla.

Absolvent, citre 1862, al cursului de istoria artelor sustinut de celebrul specialist german Anton

Heinrich Springer (1825 —1891) la Universitatea din Bonn, regele Carol I este un colectionar avizat si un



fin cunoscitor al fenomenului artistic din epoci. El achizitioneaza
direct de la producitori obiecte din sticld sau cristal realizate in
renumite ateliere din Germania, Italia, Austria, Franta, Anglia
in a doua jumitate a secolului al XIX-lea si in primul deceniu al
secolului al XX-lea.

Gustul si preferintele regelui colectionar se indreaptd citre
valorile clasicizante, citre capodopere ale Renasterii si barocului.
Prin achizitiile realizate, regele Carol I se dovedeste a fi un adept al
curentului istorist, curent ce se bazeazi pe reactualizarea modelelor
artistice apartinand altor epoci, si care se afirma in ultimele decenii
ale secolului al XIX-lea, fiind adoptat cu deosebire de curtile
regale europene. Astfel, sectiunea germani a colectiei de sticlirie
artisticd ilustreazd modele decorative ale secolelor XVI si XVII,
cu o iconografie simbolici ce apartine stilurilor preferate ale
comanditarului: efigii imperiale, printi electori, cavaleri, steme si
insemne heraldice. In acelasi context, trebuie mentionate si piesele
devenite clasice in repertoriul epocii, achizitionate de regele Carol
I de la societatea The Venice and Murano Company in perioada
1900 — 1914, inspirate dupi piese venetiene din epoca renascentisti
si care au in repertoriul decorativ personaje mitologice, animale
marine, dragoni, lebede si alte elemente decorative.

Colectia include, aldturi de piesele de reprezentare, si o serie
de piese de uz curent: servicii de masi din cristal francez de Sain#-
Louis sau Baccarat, cristal de Boemia sau cristal englezesc produs
de atelierele Thomas Webb din Stourbridge, cu forme si decoratii
clasicizante.

O altd arie de referinti spre care se orienteazd Familia regald
in comenzile sale este cea a artei promovati de adeptii noului val,
artisti ale cdror creatii se inscriu in revolutionarul curent numit
generic Arta anilor 1900. Renumitele ateliere vieneze Lobmeyr,
furnizoare ale Curtii Imperiale Austro-Ungare, primesc din partea
casei regale a Rominiei o comandi pentru un serviciu de boluri
din cristal, cu o decoratie inovatoare sub aspectul designului.

Aceleiasi arii i se circumscriu si frumoasele piese cu irizatii ce au
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efecte plastice, lucrate in atelierele Loefz’ Witawe, ca si serviciul de
toaletd ce dezvoltd tema guadraturii creat de unul dintre fondatorii
Secessionului si al Wiener Werkstitte, arhitectul si designerul
Josef Hoffmann.

Datoritd principesei Maria, deveniti regini in 1914, colectia
regald de sticlirie se imbogiteste, incepand cu anii 1893 — 1900, cu
piese remarcabile, expresii ale stilurilor Ar¢ Nouveau si Art Deco.
Ele poartd semniturile unor artisti care prin inovatiile lor, atit in
domeniul stilistic cat si in cel al tehnicilor de lucru, au deschis drum
artei moderne: Emile Gallé, Antonin si Paul Daum, d’Argental,
Gabriel Argy-Rousseau, Almaric Walter, Henri Berger, René
Lalique, Louis Comfort Tiffany si altii. Apropierea reginei Maria
de innoirea stilistici promovati de arta anilor 1900 s-a realizat prin
perspectiva propriei sale perceptii - de colectionar, dar si de artist.
Astfel, remarcim printre creatiile personale ale reginei un set de
pahare din sticld suflat in Boemia si pictat de ea cu florile preferate:
branduse, clematite, irisi, lalele, camelii.

Achizitiile si comenzile familiei regale in strdinitate s-au
desfisurat in paralel cu o politicd bine determinati de incurajare
a industriei nationale de sticlirie. In acest sens, trebuie amintite
fabricile de la Azuga si Medias, cirora li s-au comandat servicii de
pahare, fie traditionale, personalizate cu cifrul regal, fie moderne, in
stil Ar¢ Deco, asa cum este ansamblul creat de Emerico Montesy.

In perioada 1969 — 1974, Muzeul Peles a desfisurat
o activitate sustinutd de achizitii de la persoane particulare,
urmirindu-se completarea fondului existent cu opere valoroase,
care poartd marca unor importante ateliere europene sau
semniturile unor artisti celebri, precum Emile Gall¢, René
Lalique sau Paul Daum.

Catalogul cuprinde o selectie a celor mai importante piese
ale colectiei de sticlirie artistici a Muzeului National Peles,
prezentate in functie de tara de origine, atelierele producitoare si

particularititile stilistice.
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eles National Museum contains over 1,500 items of artistic glassware. The collection was formed
over a relatively long period of time — lasting more than a century — which can be divided into two
main stages closely mirroring the history of the castle itself: the first and decisive stage is defined by
the acquisitions and commissions awarded by the royal house between 1870 and 1947; this is followed by a period
of acquisitions by Peles Museum, an institution established in 1953 that benefitted from significant funding aimed
at expanding the existing collection.

Following in the footsteps of his predecessors — princes from the Swabian branch of the House of
Hohenzollern and renowned art collectors over many generations — King Carol I of Romania founded collections
of his own in diverse fields, from those which most closely reflected his interests, i.e. combat and ceremonial
weaponry, to the fine arts, furniture, textiles, ceramics and glassware.

An attendee, towards 1862, of an art history course given by the famous German specialist Anton Heinrich
Springer (1825-1891) at the University of Bonn, King Carol I was a knowledgeable collector and a fine connoisseur
of the art of his day. Purchasing directly from producers, he acquired objects of glass and crystalware manufactured
in the famous workshops of Germany, Italy, Austria, France and England during the second half of the 19th
century and the first decade of the 20th century.

The tastes and preferences of the king were oriented towards classicising art, as well as the masterpieces
of the Renaissance and the baroque. King Carol I's acquisitions reveal him to have been an adherent of the
historicist trend, a movement based on the revival of artistic styles of previous eras that flourished during the final
decades of the 19th century, when it was particularly popular among the royal courts of Europe. The German
section of the collection thus showcases items whose decorative styles are redolent of the 16th and 17th centuries
and whose iconography — e.g. imperial effigies, prince-electors, knights, coats of arms and heraldic insignia —
reflects the stylistic preferences of their commissioners. Also worthy of mention are the objects, purchased by King
Carol I from the Venice and Murano Company between 1900 and 1914. These items, which would come to be
considered classics of the period, were based on Venetian works dating from the Renaissance and have a decorative
repertoire featuring mythological figures, sea creatures, dragons, swans and other decorative elements symbolising
the Enlightenment.

Alongside decorative pieces, the museum’s collection of artistic glassware also contains a series of items
intended for everyday use, e.g. French crystal tableware made by Saint-Louis and Baccarat, and Bohemia crystal
and English crystalware produced in the workshops of Thomas Webb in Stourbridge, all of which have classicising
forms and decorations.

Another artistic style favoured by the royal family in its commissions of glassware is that of the art produced
by members of the “new wave”, artists whose works we attribute to the then revolutionary style of Art Nouveau,

13
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known generically in Romania as the Art of the Turn of the 20th Century. The famous Viennese glass
manufacturers Lobmeyr, suppliers to the Austro-Hungarian Imperial Court, received a commission on
behalf of the Royal Family of Romania for a set of crystal bowls with innovative decorations. The same
style was used for the beautiful items made from iridescent glass by Loetz Witwe, as well as the toilet
set designed in the quadratura style by one of the founders of the Secession movement and the Wiener
Werkstitte, the architect and designer Josef Hoffmann.

Thanks to Princess Marie (Queen as of 1914), the collection of royal glassware was gradually
enriched, beginning somewhere between 1893 and 1900, with a number of outstanding items in the
Art Nouveau and Art Deco styles. These objects were designed by artists who, by dint of their stylistic
and technical innovations, would pave the way for modern art: Emile Gallé, Antonin and Paul Daum,
D’Argental, Gabriel Argy-Rousseau, Amalric Walter, Henri Berger, René Lalique and Louis Comfort
Tiffany among others. Queen Marie’s embrace of the stylistic innovations promoted by the art of the turn
of the 20th century reflected her own interests as a collector as well as an artist. Worthy of mention among
her own artistic creations is the set of glasses made in Bohemia and decorated by the Queen herself with
paintings of her favourite flowers: crocuses, clematis, irises, tulips and camellias.

The royal family’s foreign acquisitions and commissions took place hand in hand with a clear policy
of encouraging the nation’s own glassmaking industry. This included the factories of Azuga and Medias,
which were commissioned to produce drinking glass sets, either in a traditional style and personalised with
the royal cypher, or in the modern Art Deco style, such as that created by Emerico Montesy.

In the period 1969-1974, Peles Museum made a series of acquisitions from private collectors,
in order to enrich its existing collection with valuable items of glassware made by important European
producers or famous artists like Emile Gall¢, René Lalique and Paul Daum.

'This catalogue contains a selection of the more important items in the Peles National Museum’s

collection of artistic glassware, grouped according to country of origin, manufacturer and stylistic features.
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’EST FOU CE QUE PEUT DEVENIR UN GRAIN DE SABLE "

Acesta este sloganul sticlarilor francezi, care isi manifestd astfel incintarea in privinta

multitudinii domeniilor in care sticla este un material de neinlocuit. Intr-adevir, in cei
peste cinci mii de ani de cAnd omul sintetizeazi sticld, ea s-a insinuat atit de mult in viata noastri incat
domenii ca arhitectura, telecomunicatiile, transporturile si multe altele se bazeazi pe acest material. Fard
sticld casele noastre ar fi triste, lipsite de lumina soarelui, la fel si toate masindriile inventate de om si care
strabat padmantul, vizduhul sau cosmosul. Nu ar fi posibile aparatele cu sisteme optice, de la microscop
la camere digitale, iar fird fibrele optice nu am avea televiziune prin cablu sau internet si nu am putea
comunica la mari distante. Aplicatiile tehnice ale sticlei sunt nenumairate, dar utilizarea ei in arti este si
mai impresionanti. Interioarele noastre sunt infrumusetate de obiecte fragile si delicate, care ne surprind
prin colorit si transparentd, prin gratia, eleganta si finetea formelor. Candelabre, aplice, oglinzi, vase,
pocaluri, pahare, cupe, adevirate opere de arti realizate de artisti renumiti dau strilucire si personalitate

unui interior si constituie, adesea, méandria proprietarului.

DE CE ESTE STICLA UN MATERIAL UNIC?

Cuvantul sticld provine din slavonul sziklo si desemneazd un material denumit de specialistii in
domeniu wvitros, termen derivat din echivalentul francez vifreux. Acest material se obtine prin topirea la
temperaturi inalte, intr-un cuptor special, a unui amestec de nisip (dioxid de siliciu), sodd de rufe (carbonat
de sodiu), piatri de var (carbonat de calciu) si unele adaosuri, care, fie sunt ziciminte naturale, fie materiale
de sintezd. Se formeazi astfel o masa fluida, constituiti din silicati complecsi, cu molecule foarte mari si
grele, care in timpul ricirii nu se pot ordona integral intr-o retea cristalin. In intreaga lume minerali,

fie ca ne referim la materiale naturale, fie la cele sintetizate de om, atomii sunt asezati in mod ordonat,

1. Este uimitor ce poate deveni un griunte de nisip! (fr.)

16



dupid geometria unei retele cristaline, precum soldatii in
formatie de paradi. Singura exceptie este sticla, la care
asezarea atomilor nu respecti integral o ordine stabilita, ci
este, in cea mai mare parte a masei, intamplitoare. Pentru
a intelege mai bine diferenta intre toate celelalte materiale
si sticld, vom recurge la o analogie - si ne imaginim ci pe
un stadion se afli 200 de copii, care la fluierul arbitrului
trebuie si se aseze in 20 de siruri de cate 10, iar timpul pe
care il au la dispozitie este de 20 de secunde. Dupi expirarea
timpului, ei trebuie sd rimani pe loc. Pentru ci sunt usori
si rapizi, copiii vor reusi si-si ocupe locurile in refea inainte
de expirarea termenului impus de arbitru. Si ne imaginim
acum cd pe acelasi stadion se afli 50 de familii, in cadrul
cirora exsistd legdturi puternice intre membrii lor, astfel
incit nu se pot deplasa dacit impreuni. Obiectivul este
acelasi, sd se aseze in randuri ordonate, iar dupi expirarea
timpului fixat de arbitru si rimani pe loc. Este evident
ci familiile vor fi mult mai putin mobile, iar cele aflate la
mici distantd de pozitiile pe care trebuie si la ocupe vor
reusi sd ajungi la timp, spre deosebire de marea majoritate,
pentru care pozitiile fixate sunt de neatins in timpul
stabilit. Aspectul general al stadionului dupi expirarea
timpului fixat este, in acest caz, de asezare dezordonati a
participantilor la experiment. In cazul topiturii de sticl,
conglomeratele moleculare complexe din structura ei, cu
mase si dimensiuni mari nu au suficient timp, in cursul
procesului de ricire a topiturii, sd se aseze in mod ordonat,
asfel incat sticla solidd se comporta ca un lichid inghetat.
Proprietitile unice ale sticlei sunt strins legate de structura
sa internd. Transparenta, fragilitatea, faptul ci nu are un
punct fix de topire, ci un interval de temperaturi in cursul
ciruia se inmoaie treptat pani la lichefiere, ceea ce permite
prelucrarea prin suflare, presare, laminare pot fi explicate

prin caracteristicile structurale.
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CANTHAROS (Imperiul Roman, secolul | d.Hr.,
Metropolitan Museum of Art)

CARAFA (Imperiul Roman, secolul llI-IV d.Hr.,
Metropolitan Museum of Art)

17
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CAT DE VECHE ESTE STICLA?

Referindu-ne la sticla naturald, rispunsul la aceastd intrebare
este relativ simplu - la fel de veche ca primele eruptii vulcanice sau ca
primele fulgere cizute pe nisipul plajelor. Se poate forma sticld in timpul
procesului de ricire a lavelor, sub actiunea temperaturilor inalte dezvoltate
de triznetele care lovesc nisipul, sau prin efectul termic al cdderii unor
meteoriti. Astfel, se nasc asa numitele zectize, unele dintre ele avind vérste
de cateva milioane de ani.

Omul preistoric a utilizat sticla naturali, asemenea obsidianului,
ca material pentru confectionarea unor cutite, virfuri de sigeti etc. Cele
mai multe descoperiri arheologice in acest sens s-au realizat in zonele
Egiptului antic si Mesopotamiei.

Aceastd utilizare este posibil si fi condus la inceputurile celei de-a
treia wdrste istorice a sticlei, si anume fiurirea ei de citre om. Momentul
sintetizarii primei sticle nu se cunoaste cu exactitate, dar este foarte posibil
si fi fost rezultatul unei intdmpliri norocoase, asa cum s-au petrecut
lucrurile cu atitea alte descoperiri importante ale omenirii. In a sa Isorie
naturald, Pliniu cel Bitrin ne di un indiciu al unei astfel de intimpliri
transcriind o legendd despre un grup de negustori fenicieni, care, pe
tirmul mirii fiind, au folosit citeva dintre blocurile de sodd pe care le
transportau pentru a sprijinii vasul in care isi fierbeau hrana. Dimineata au
constatat cu surprindere ci in locul in care arsese focul se formasera suvite
de sticld. Este o poveste care nu va putea fi niciodati confirmati de un fapt
precis, dar, cu certitudine, se producea sticld in perioada 4000 — 2000 i.
Hr., in zone geografice ocupate de civilizatii avansate, cum au fost Egiptul
antic si regatul Babilonului. In zona fluviilor Nil, Tigru si Eufrat existi
cele mai vechi si cele mai frecvente descoperiri arheologice referitoare la
obiecte din sticld create de om. De exmplu, astfel de piese care atestd o
buni pricepere a mesterilor de atunci au fost descoperite si in morméntul
lui Tutankamon. Cele mai intalnite obiecte sunt cupe, flacoane de parfum,

vase de imbilsimare si altele. Realizarea lor era dificild si periculoasi, de

STICLA DE PARFUM (Grecia Antica, secolul I L.Hr.,
Metropolitan Museum of Art)
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aceea se vindeau la preturi comparabile cu cele ale
pietrelor pretioase. Se pregitea mai intii un miez
din argild refractard, care era fixat la capitul unei
tije de metal si inmuiat in topitura de sticld, apoi
rotit in flacdrd, pentru ca sticla ce adera la argili si
se raspandeascd uniform si si se netezeasci. Dupi
ricire, miezul trebuia indepirtat; aceasta era o
operatie riscantd, cici se putea distruge foarte
usor si vasul realizat.

Romanii au preluat de la egipteni
tehnologia  producerii  sticlei. = Mairturiile
arheologice certificd faptul ci in secolul I d. Hr.
existau numeroase centre producitoare de sticld
in zona mediteraneeani. In timpul Imperiului
Roman s-a dezvoltat o intreagi paletd de tehnici
de prelucrare a sticlei. Descoperirea tevii de suflat,
undeva intre 20 i. Hr. — 20 d. Hr., a marcat o
revolutie fundamentald in fabricarea sticlei. Dupa
unii istorici, originea acestei inventii se afli in
Sidon, de unde se raspandeste in Fenicia. Alti specialisti atribuie inventia unui mester roman,
luind in calcul cuptoarele avansate, cu o temperaturd de topire superioard, ceea ce permitea
obtinerea unui material vitrogen mai putin véscos, cu o mai buni plasticitate, caracteristicd
necesard atunci cand sticla se sufl la teavi. Ca orice descoperire geniald si aceasta este extrem
de simpli - o teavi din fier, lungi si subtire, previzuti la un capit cu o micd umflituri, iar la
celilalt capit cu o prelungire din lemn. Capitul cu proeminentd metalici al tevii se introduce
in cuptor si pe ea se culege o portiune de sticla topitd; apoi, prin capitul opus se sufld aerul,
care umfld sticla ca pe un balon. Acest lucru este posibil datoritd proprietitilor topiturii
de sticld; ea are consistenta mierii si se deformeazi intr-un interval larg de temperaturi,
putdndu-si modifica forma inainte de a se rici si a inghefa intr-o formi definitivi.

Unele dintre tehnicile folosite de romani in primele secole ale erei noastre nu au fost
elucidate nici micar de savantii contemporani. Astfel, in acea perioadi se producea buzoiul de
sticla, obiect de mari dimensiuni, putind cuprinde chiar si un adult, iar felul in care a fost suflat
nu este incd lamurit. Cupele murrhine erau mai scumpe decat aurul, cele mai ieftine valorand

pretul a zeci de sclavi. Erau mici, fird ornamente, iar peretii lor aveau o strilucire deosebiti,

DIATRETA TRIVULZIO (Imperiul Roman, secolul IV,
Muzeul Arheologic din Milano)
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VASUL PORTLAND
(Roma Antica,
secolul Ii.Hr. -
secolul I d.Hr.,

British Museum)

aruncidnd mii de scintei multicolore. La fel de misterioase sunt diatretele, un fel de vase duble, cu o cupi
la interior si o danteli la exterior. Aceastd danteld nu atingea cupa interioard, si deci nu se incilzea de la
lichidele fierbinti continute de ea. In lume mai existi doar 10 diatrete, dintre care numai citeva intregi.
In acelasi context trebuie mentionate si asa numitele vaze Portland. Numele provine de la un vas gisit in
secolul al XVI-lea, langd Roma, in mormantul unui patrician, si cumpirat de ducele de Portland, care 1-a
expus la British Museum. In 1845 vasul a fost spart de un vizitator alienat mintal. Dupa restaurare i s-au
tacut douid copii, dintre care una este expusd in continuare la acelasi muzeu. Vasele de acest tip au fost
lucrate in doud straturi de sticld, primul de un albastru deosebit de frumos, iar al doilea, mult mai subtire,
alb ca laptele. Odati izbutita realizarea vasului — operatie deosebit de dificili — urma partea cea mai
grea, si anume gravarea. Decorul se realiza prin zgarierea sticlei albe cu un diamant, urmati de adancirea
treptatd a zgarieturilor si desprinderea sticlei albe fardma cu fardma. Orice greseald putea distruge vasul.

Odati cu extinderea granitelor Imperiului Roman, sticla se rdspandeste, devenind tot mai populara.
Prin noi cuceriri, dar si prin comert, utilizarea obiectelor din sticld si tehnologiile de prelucrare ale acestui
material s-au propagat, ajungind pand in Scandinavia, insulele britanice si chiar China. Implantarea

tehnologiilor de fabricare a sticlei a dus la formarea de centre importante, cum ar fi Alexandria, valea
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Rinului - unde a luat nastere sticla de Boemia, dar
si Bizantul, unde aspectul obiectelor s-a imbogitit
cu noi decoratii si unde s-au dezvoltat noi tehnici
de ornamentare, cum ar fi emailarea, poleirea sau
vopsirea sticlei.

Daci in perioada timpurie a Evului Mediu, in
secolele V — VI d. Hr., preocupirile pentru evolutia
tehnologiilor in domeniul sticliriei se diminueazi,
cu exceptia Bizantului, Orientului si a unor regiuni
din Europa Occidentald, dupd secolul al VII-lea
d. Hr. apare o importantd extindere geografici a
acestui mestesug, ca si o diversificare tot mai mare a
produselor. Desi se pastrezd anumite particularititi,
materiile prime devin tot mai diverse, procedeele de
obtinere a topiturilor si de fasonare a obiectelor, si
mai ales calitatea acestora, cunosc progrese pani in
secolul al XVIII-lea.

Inceputul secolului al XIX-lea marcheazi o
altd etapd in istoria sticldriei - productia nu se mai
realizeazd doar manufacturier, ci si industrial. Astfel,
in anul 1827, in S.U.A. se pune in functiune prima
fabricd de presat sticld, iar dupd 1900 sunt puse in
functiune masini pentru obtinerea de produse de
mare serie. Prin coexistenta unor practici extrem de
diverse si datorita initiativelor multiple ale marilor
centre de productie, intre mijlocul secolului XIX
si sfarsitul secolului XX s-a ajuns la o inflorire
fara precedent a tehnicilor si a esteticii sticlei. Prin
originalitatea si ingeniozitatea de care a dat dovadi
fiecare centru, in aceastd scurtd perioadd de timp
s-au realizat mai multe progrese decit in intreaga

istorie multimilenari a artei sticlei.
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POCAL CU BLAZOANE

(Caspar Lehmann, inceputul secolului
al XVll-lea, Muzeul de Arta Decorativa
din Praga)
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EST FOU CE QUE PEUT DEVENIR UN GRAIN DE SABLE!"
This was the slogan adopted by French glassmakers by which they expressed their delight

at the multitude of fields in which glass had become an indispensable material. Indeed, in
the over five thousand years since man first synthesised glass, this material has become a regular feature of our
lives and is relied upon in fields such as architecture, telecommunications, and transport among many others.
Without glass our homes would be sad and devoid of natural light; and the same could be said of all the machines
devised by man that today traverse the earth, the sky and space. Without glass there would be no optically-based
instruments, such as microscopes and digital cameras, and without fibre optics there would be no cable television,
internet or long distance communication. And while the technical applications of glass are many;, its use in art is
still more impressive. Our rooms are festooned with fragile and delicate objects that amaze us with their colour
and transparency, with the grace, elegance and refinement of their forms, i.e. candelabras, wall lamps, mirrors,
vases, goblets, glasses, cups — all genuine works of art created by famous artists that brighten and give a sense of
personality to a room and are a source of pride for their owners.

WHAT MAKES GLASS A UNIQUE MATERIAL?

The Romanian word for glass, sticld, derives from the Slavonic word stik/o and designates a material
described by specialists in the field as “vitreous”, from the French vifreux. This special material is obtained using
a kiln heated to a high enough temperature to melt a mixture of sand (silicon dioxide), washing soda (sodium
carbonate), limestone (calcium carbonate) and various other additives, all of which are either found in nature or
synthesised. The result is a fluid mass of complex silicates made up of very large and heavy molecules that refuse
tully to assemble into crystalline networks during cooling. In the whole of the mineral world, whether it’s natural
materials or those synthesised by man, the constituent atoms arrange themselves according to the geometry of
a crystalline network, like soldiers in parade formation. The only exception to this is glass, where the alignment
of the atoms does not entirely respect a pre-established order and is for the most part random. We can better
understand the difference between glass and all other materials by means of analogy: imagine a football pitch in
the middle of which there are 200 children, who, when the referee blows his whistle, must sort themselves into
20 rows of 10 children each within the space of 20 seconds. Being light and fast, the children are able to take
up their places in the “network” before the time limit set by the referee expires. Now imagine the same football
pitch but now with 50 families, the members of which are connected by strong links, meaning the only way they
can move is as one. They have the same task, i.e. to arrange themselves into orderly rows within the time limit
set by the referee. Clearly, the families will be far less mobile than the children, with those located only a short

1. Its amazing what can become of a grain of sand!
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MOSAIC GOLD-GLASS distance from the positions they need to occupy being able to do so within the
HEMISPHERICAL BOWL time limit, unlike the vast majority, however, for whom it proves impossible
(Ancient Greece, early Znd to reach their assigned positions within the time available. Looking at the
century BC, Metropolitan tootball pitch after the time runs out we see a disorderly arrangement of the
Museum of Art) participants in the experiment. Similarly, in the case of fused glass, the complex

molecular conglomerates within its composition, with their large masses and
dimensions, do not have sufficient time during cooling to arrange themselves
in an orderly fashion, and because of this it is said of solid glass that it behaves
like a “frozen” liquid. The unique properties of glass closely reflect its internal
structure. Indeed, its transparency, fragility and lack of a fixed melting point —
but, rather, a range of temperatures within which it gradually softens until it
liquefies, allowing it to be shaped by blowing, pressing and lamination — can all
be explained in terms of its structural characteristics.

HOW OLD IS GLASS?

When it comes to natural glass, the answer to this question is relatively
simple, i.e. as old as the first volcanic eruptions or the first bolt of lightning
to strike sand on a beach. Glass is formed when lava cools, under the high

temperatures encountered when lightning strikes sand or as a result of the
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AMPHORA (Roman Empire, Ist century AD,
Metropolitan Museum of Art)

GLASS GLADIATOR CUP (Roman Empire,
Ist century AD, Metropolitan Museum of Art)
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thermal effect of a meteorite strike. This gives rise to what
are known as “tektites”, some of which are millions of years
old.

Prehistoric man used naturally occurring glass, such
as obsidian, as a material out of which to fashion knives,
arrow tips, etc. Most archaeological discoveries of objects
like these were made in ancient Egypt and Mesopotamia.
This early usage may have heralded the beginning of the
third “historical age” of glass, i.e. the manufacture of glass
by man. It is not known exactly at what point glass was
first synthesised, but it is very likely to have been a chance
occurrence, as was true of so many of man’s other important
discoveries. Indeed, in his Natural History, Pliny the Elder
suggests this is the case in his transcription of a legend
about a group of Phoenician merchants, who, while on
the sea shore, used some of the blocks of soda they were
transporting to prop up a pot they were using to cook their
supper. To their surprise, when they woke the next day they
found streams of glass in the place where they had made
their fire. While the veracity of this story may never be
confirmed, we know for sure that glass was being produced in
the period 4,000-2,000 BC in geographical areas inhabited

by advanced civilisations, such as that of ancient Egypt and




the kingdom of Babylonia. And it is in the areas around
the Nile, Tigris and Euphrates rivers that we encounter
the oldest and most numerous archaeological finds of
man-made glass objects. (E.g. a number of finely crafted
glass items from this period were found in the tomb of
Tutankhamun.) The most frequently encountered objects
dating from this time are cups, perfume bottles and
embalming vessels. The manufacture of these items was
both difficult and dangerous, and as a result they were
sold at prices comparable to those charged for precious
stones. The process involved first making a refractive clay
core, which was attached to the tip of a metal rod and
dipped into the glass melt. This was then rotated under
a flame to ensure a uniform and smooth spread of the
glass. After cooling, the core had to be removed, which
was the risky part, for the resulting vessel could easily be
destroyed in the process.

The Romans adopted the technology of
glassmaking from the Egyptians and archaeological
evidence confirms the existence of a large number
of glassmaking centres in the Mediterranean region
during the 1st century AD. Moreover, a wide variety
of glassworking techniques were developed during the
time of the Roman Empire. Indeed, the invention of
the blow pipe, dating from sometime between 20 BC
and 20 AD, marked a fundamental revolution in the
technique of glassmaking. According to some historians,
this invention hailed from Sidon, from where it spread
to Phoenicia. Others attribute it to a Roman craftsman,
given the advanced furnaces in use among the Roman
population — these furnaces were capable of achieving
very high temperatures, allowing them to obtain a vitreous
material that was less viscous and had greater plasticity —
an essential quality in glassblowing. Like every brilliant
discovery, the blow pipe was also extremely simple — a
long and narrow iron rod with a small bulge at one end
and a wooden extension at the other. The end of the rod
with the bulge is inserted into the furnace and used to
pick up a quantity of the glass melt; air is then blown
through the other end of the rod, inflating the glass like
a balloon. This is possible thanks to the properties of
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VASE

(Ancient Eqypt -

reign of Amenhotep lil,

¢ 1390-13%3 B(, Metropolitan
Museum of Art)
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molten glass, which has the consistency of honey and can be manipulated over a wide temperature range, allowing

its shape to be manipulated before cooling, when it “freezes” into its final form.

Some of the techniques used by the Romans during the first centuries AD are still not fully understood
today. For example, they were able to make glass barrels large enough for an adult to fit inside. They also made
murrine cups that were more expensive than gold, with even the cheapest items costing tens slaves; these were
small items with no decoration, the walls of which had a special shine to them that made them appear to be giving
off thousands of multicolour sparks. Their diatreta (cage cups) — a kind of double-walled vessel with a cup on
the inside and a lace decoration on the outside — were no less mysterious. There was no connection between the
lacework and the vessel on the inside, meaning the former would not heat up from any hot liquid in the cup. There
are only 10 diatreta left in the world, and of these only a few are fully intact. Also worthy of note are the so-called
Portland vases. The name stems from a vase discovered in the 16th century near Rome, in the grave of a patrician,
and subsequently purchased by the Duke of Portland, who had it put on display at the British Museum. In 1845,
the vase was broken by a mentally disturbed visitor. After restoration, two copies were made, one of which is still
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DIATRETA (Roman Empire, c 400 AD,
Staatliche Antikensammlungen, Miinchen)

on display at the museum. These vases were made of two layers of glass, the first of an exquisitely beautiful blue and
the second, much thinner layer, a milk-white colour. The making of the vase (itself a very difficult operation) was
followed by the hardest part, i.e. the decoration. This was achieved by etching into the white glass using a diamond,
followed by a gradual deepening of the cuts and the removal of the unwanted white glass bit by bit. The slightest
mistake could ruin the vase.

As the Roman Empire expanded its borders, the use of glass spread with it and grew in popularity. Thanks
to new conquests and trade, the use of glass objects and glassworking technologies spread as far as Scandinavia, the
British Isles and even China. The arrival of glassmaking technologies lead to the founding of important glassmaking
centres, such as those of Alexandria, the Rhine Valley, where Bohemian glass comes from, and Byzantium, where
the appearance of glass objects was enriched with new forms of decoration and new decorative techniques were
developed, such as the enamelling, gilding and painting of glass.

If, with the exception of Byzantium, the Orient and some regions of what is today Western Europe, the
early Middle Ages (i.e. the 5th-6th centuries AD) saw little development in glassmaking technology, from the
7th century AD onwards the craft of glassmaking enjoyed significant geographical expansion combined with
an increase in the diversity of the products made. While certain things remained unchanged, the raw materials
used grew increasingly diverse and the techniques for obtaining molten glass and shaping the resulting objects
underwent constant improvement right up until the 18th century.

'The beginning of the 19th century heralded a new era in the history of glassmaking, with glass no longer
being produced solely by hand, but also industrially. In 1827, in America, the first pressed glass factory went into
production, with machines for the mass production of glass being introduced as of 1900. Thanks to the coexistence
of some extremely diverse practices as well as the multiple initiatives of the great glassmaking centres, the period
between the middle of the 19th and the end of the 20th century witnessed an unprecedented flourishing of the
techniques of glassmaking and the aesthetics of the resulting glassware. Thanks to the originality and invention of
the great glassmaking centres, this short period alone was responsible for far more progress in the art of glassmaking
than the rest of its multi-millennial history put together.
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enumdratele tipuri de sticla existente se obtin din aceleasi citeva componente de bazi.
Pentru a intelege cum este posibil acest lucru ne vom folosi de o analogie culinari. Si
ne imaginim un laborator de cofetirie ciruia vrem si-i aflim secretele. Ca materiale de
bazid pentru tot felul de aluaturi se folosesc aceleasi ingrediente: fdind, oud, zahir. Fiecare dintre aceste
ingrediente are rolul siu - fdina constituie baza aluatului, ouile il fac pufos, zahirul ii di gust. La fel se
intdmpla si cu sticla - nisipul cuartos, care contine silice (5i0,) constituie substanta de bazi, soda de
rufe (Na,CO,), regisiti in compozitia sticlei ca oxid de sodiu (Na,O) are rol de fondant, adici asiguri
sciderea temperaturii de topire a silicei de la peste 2000°C la valori posibil de obtinut in cuptoarele
artizanale, iar piatra de var (CaCO,), care se transformi in cursul reactiilor chimice pani la var nestins
(CaO) conferd amestecului inertie chimici, cu alte cuvinte stabilitate la contactul cu substante acide sau
bazice. Ca fondanti se mai pot folosi oxizii de potasiu sau de litiu (K,O, Li,O), iar ca stabilizatori oxizii
de magneziu, bariu sau plumb (MgO, BaO, PbO).

Pentru a face un tort insd, mai avem nevoie si de alte ingrediente: de arome, si avem de ales dintr-o
gami destul de largi, ca de exemplu vanilia, coaja de limaiie sau esenta de rom, de coloranti alimentari, de
cacao, dacd dorim un tort de ciocolatd, poate de nuci, sau fructe, in cazul in care alegem un astfel de tort.
In functie de imaginatia, priceperea si talentul cofetarului, acesta poate crea o infinitate de dulciuri. Daci
este vorba despre o firmi care isi asigurd veniturile din vinzarea de dulciuri, inventatorii retetelor le vor
pistra secrete, pentru a nu favoriza concurenta.

In mod similar, referindu-ne la o topituri de sticli, vom avea nevoie de adaosuri care si indeplineasci
anumite functii: pentru accelerarea topirii se pot folosi substante ca trioxidul de arsen (As,O,), azotatul
de sodiu (NaNO,), sau trioxidul de bor (B,O,). In topitura de sticld existd o mare cantitate de gaze
provenite, pe de o parte din reactiile chimice care au loc in cuptor, pe de altd parte din aerul introdus
odatd cu materiile prime, care, fiind in stare pulverulentd, au inglobata intre granule o mare cantitate de
gaze. Operatia de eliminare a gazelor se numeste afinare, iar ca afinanti se pot folosi trioxidul de arsen
(As,0,), sulfatul de sodiu (Na,50O,) sau fluorura de calciu (CaF). Deseori, nisipul folosit are impuritati

care coloreazd in mod nedorit topitura de sticld, de aceea se folosesc substante cu rol decolorant, care pot
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fi, de exemplu, trioxidul de stibiu (Sb,O,) sau trioxiul de arsen (As,O,). Pentru a controla
procesele chimice care au loc in timpul topirii se mai folosesc substante cu rol oxidant sau
reducitor. Daci este necesar, se pot folosi opacizanti, coloranti sau alte adaosuri care dau
sticlei aspectul si proprietitile cerute de artistul ce isi va pune in operi ideile. Se pot crea
astfel nenumairate retete de topituri de sticld, in functie de competenta si ingeniozitatea
sticlarului, dar i de materiile prime pe care le are la dispozitie. Cum materiile prime de
bazi sunt roci naturale, ele nu contin doar mineralul util, ci sunt impurificate cu diverse
alte substante. De exemplu, nisipul din Germania poate avea ca impurititi oxizi de fier, iar
cel din Anglia, miniu de plumb. Aceste variatii ale compozitiei materiilor prime au drept
primi consecintd variatii ale proprietitilor topiturii, cum ar fi fluiditatea, transparenta,
cromatica. Dar lucrurile nu se opresc aici, cici proprietitile topiturii dicteazi modul
in care ea este prelucratd, si in final, estetica obiectului finit. Odatid extrasi din cuptor,
topitura de sticld nu se solidificd imediat, ci i§i creste treptat viscozitatea, pe masurd ce
se riceste. Acest interval de temperaturi in care sticla, inci fluida, poate suferi modificiri
ale formei, se numeste domeniu de prelucrare, si este folosit pentru fasonarea obiectelor.
In interiorul domeniului de prelucrare sticla poate fi suflatd, presatd, trasi, aplatizati,
modelati cu unelte speciale de genul penselor, tiiati cu foarfeca etc. Viscozitatea initiald
a topiturii, ca si amplitudinea domeniului de prelucrare se afli in strinsi legiturd cu
mineralele supuse topirii. O sticlirie de mirime medie manevra, in secolul al XIX-lea,
mii de tone de materii prime §i combustibil in decursul unei luni, agadar transportul pe
distante mari ar fi adus-o la faliment. Din acest motiv, sticliriile se amplasau cit mai
aproape de sursele de combustibil si de minerale, iar calitatea produselor era influentatd
de calitatea acestora. De exemplu, sticlarii de la Murano foloseau ca fondant oxidul de
sodiu, pe care il obtineau din cenusa de alge, iar nisipul exploatat din zoni era extrem de
pur. Acest lucru ficea ca topiturile lor si aibi o fluiditate §i o plasticitate unice; ele puteau
fi suflate in piese cu pereti foarte subtiri, si in plus, suportau foarte bine reincilzirea
repetatd, necesard modelirii in forme fine si complicate. Sticldriile din padurile Boemiei
foloseau ca fondant oxidul de potasiu, pe care il obtineau prin prelucrarea cenusii de lemn.
Din aceasti cauzi, topiturile lor erau mai putin fluide si nu puteau fi suflate in forme la fel
de fine ca cele de la Murano. In schimb, produsele boemiene aveau o duritate superioars,
pretindu-se mai bine la tdiere si gravare, iar proprietitile optice erau superioare. Ca
in orice alt domeniu al artelor, sticlarii trebuie si cunoasci forte bine particularititile
materialului cu care lucreazi, pentru a realiza acordul intre mijloace si intentii §i pentru a

putea crea, cu stiintd si talent, opere de artd perene.
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he many different types of glass in existence are all made up of the same basic components.
To understand how this is possible, let’s take a culinary analogy. Imagine a patisserie whose
secrets we want to discover. The various different pastries they make are all based on the same
basic ingredients: flour, eggs and sugar. Each of these ingredients has a different role to play — flour provides the
base of the pastry, the eggs make it fluffy and the sugar gives it taste. The same thing happens with glass: quartz
sand, which contains silica (SiO,), forms the base substance; washing soda (Na,CO,), found in the composition
of glass as sodium oxide (Na,O), performs the role of a flux, i.e. it brings the melting point of the silica down
from over 2,000°C to levels that can be achieved in a craftsman’s workshop; while the limestone (CaCO,), which
during chemical reactions transforms into calcium oxide (CaO), gives the mixture chemical inertia, i.e. stability on
contact with acidic or base substances. (Potassium or lithium oxides (K,O, Li,O) can also be used as fluxes, and
magnesium, barium or lead oxides as stabilisers.)

In order to make a cake, however, we also need some other ingredients, such as flavourings (e.g. vanilla,
lemon peel, rum extract, etc.), food colourings, cocoa powder (for a chocolate cake) and for good measure a few
walnuts and fruit. Depending on his or her imagination, experience and skill, the baker will be able to make an
infinite number of different cakes. And any company that derives its income from selling cakes will be sure to keep
its recipes a secret from the competition.

Similarly, when it comes to the glass melt, we’re going to need various additional ingredients that perform
specific functions. For example, substances like arsenic trioxide (As,O,), sodium nitrate (NaNO,) and boron
trioxide (B,O,) can all be used to accelerate the melting process. The resulting glass melt contains large quantities
of gas — this is the result, on the one hand, from the chemical reactions that take place in the kiln and, on the
other, from the air that gets introduced with the raw materials, which, being in a pulverous state, have large
quantities of gas embedded between their granules. The process of eliminating this gas is called refining, and the
refining agents used to this end include arsenic trioxide (As,O,), sodium sulphate (Na,SO,) and calcium fluoride
(CaF)). Then there’s the sand, which often contains impurities that lend the glass melt an unwanted colour, and
this is removed through the use of decolouring agents like antimony trioxide (Sb,0,) or arsenic trioxide (As,O,).
In addition, in order to control the chemical processes that take place during melting, oxidation and reduction
agents are also used. And, where required, opacifiers, colourings or other supplements are added in order to afford
the glass the appearance and properties desired by the artist putting his or her ideas into practice. So, as can be
seen, it is possible to devise an almost infinite number of recipes for glass melt, depending on the competence and
ingenuity of the glassmakers and the raw materials at their disposal. The basic raw materials are natural rocks, and
while these contain the required minerals they are also contaminated with various other substances. For example,

sand from Germany may contain impurities in the form of iron oxide, while sand from England may contain red
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lead. The primary consequence of these variations in the
composition of the raw materials is the variation in the
properties of the glass melt, such as fluidity, transparency
and colour. But that’s not all: the properties of the glass
melt also dictate the way in which it is worked and
consequently the appearance of the finished object. The
glass melt does not harden immediately after being
removed from the kiln, instead its viscosity increases
gradually as it cools. The temperature range within which
the shape of the still fluid glass can be manipulated is
called the “working range” and is used to form the object.
Within this working range, the glass can be blown,
pressed, drawn, flattened, shaped using special tools such
as tongs and cut with shears, etc. The initial viscosity of
the melt, as well as the amplitude of the working range
is closely related to the minerals used. A medium sized
glassworks in the 19th century, for example, would go
through thousands of tons of raw materials and fuel in
the course of a month, and transporting these over large
distances would end in bankruptcy. Glassworks were
therefore located as close as possible to their sources of
fuel and minerals. And the quality of these affected the
quality of the end product. For example, the glassmakers
on Murano used sodium oxide, extracted from the ash
of marine algae, as a flux, while the local sand they used
was extremely pure. This made their melts uniquely
fluid and plastic, allowing them to be blown into shapes
with very thin walls, while also being very tolerant of
the repeated reheatings required to fashion delicate and
complicated shapes. On the other hand, the glassworks
in the forests of Bohemia used potassium oxide, extracted
from wood ash, as a flux, and the resulting melts were
less fluid and could not be blown into such fine forms
as those produced on Murano. However, Bohemian
glassware had greater hardness, being thus better suited
to cutting and engraving, and its optical qualities were
also superior. Like all other artists, glassmakers possess
great knowledge of the characteristics of the materials
they work with, allowing them to strike the right balance
between what is desired and what is possible and thus to
create enduring works of art. Ra vitem qui is dolume
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A

ncid din Antichitate oamenii au fost fascinati de pietrele pretioase, cirora le atribuiau puteri
taimaduitoare sau valori simbolice. De aceea, sticlarii si-au dorit dintotdeauna si obtina
arietdti de sticld care sa imite transparenta si stralucirea cristalelor naturale. Primii care au
reusit au fost venetienii, in cursul celei de-a doua jumititi a secolului al XV-lea. Documentele din acea
epoci, ce vorbesc despre productia italiand de sticld, folosesc denumirile de cristal, cristal de Venetia sau
cristalin. Toti acesti termeni desemneazd un tip de sticld de inaltd calitate, limpede i usoard, de o mare
plasticitate, care a fost singura sticli nobili din Europa, pani in secolul al XVII-lea. In dorinta lor de a
imita cristalinul venetian, sticlarii din Boemia, dupi experimente si studii intreprinse cu asiduitate timp
de mai multe decenii, au descoperit o sticld de o calitate apropiati de cea venetiand. Compozitia acestei
sticle avea un continut crescut de potasiu si era cunoscuta drept cristal de Boemia, numit de specialigtii
zilelor noastre si cristal fard plumb, pentru a-1 diferentia de cristalul englezesc, inventat in ultimul sfert
al veacului al XVII-lea. Cristalul englezesc este de un tip diferit de cel venetian sau boemian, si a fost
denumit cristal cu plumb sau pur si simplu cristal, ceea ce poate da nastere la confuzii, cu atat mai mult cu
cat, incepand de la sfarsitul secolului al XVII-lea, el este produs in cea mai mare parte a manufacturilor
europene, cu exceptia celor venetiene, care lucreazi in continuare dupd propria lor retetd, rimasi si astdzi
neelucidatd in toate aminuntele sale.
Referindu-ne la cristalul de origine britanica, diferenta intre sticla obisnuitd si semi-cristal, cristal,
flint sau stras constd in procentajul de oxid de plumb din compozitie. Acesta variaza intre 10% si 30%
pentru semi-cristal §i cristal, in timp ce pentru ffint sau stras el depaseste 50%. Prezenta oxizilor de potasiu
si de plumb in compozitie duce la modificarea indicelui de refractie a luminii, ceea ce are drept consecintd
imbunatitirea calititilor optice ale obiectului, care, astfel, capatd un aspect strilucitor cdnd este tinut
in lumind. Sonoritatea, transparenta si faptul ci descompune lumina sunt alte calititi ce diferentiazi
cristalul de sticla obisnuita. In plus, aditia de oxid de plumb la compoxzitia sticlei de bazi duce la sciderea
viscozitdtii amestecului topit si extinde intervalul de plasticitate, ceea ce prezintd avantajul unei fasondri
mai rapide §i mai ugoare. Cristalul, odata ricit, are o duritate mai mare decit sticla obignuiti, pretindu-se

mai bine la decorarea prin tiiere sau gravare.
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Atelier englezesc, 4/4 sec. XIX

Cristal, suflare in tipar, taiere, fatetare; argint, turnare,
presare, gravare, cizelare.

1:346cm,D:16 cm

Nr. inu.: 8816, A205, (874a

Cristalul strélucitor si transparent este taiat cu precizie §i
montat intr-un manson din argint, cu o bogata decoratie
istorista. Stil Neorenastere germana.
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George Ravenscroft, care a triit un timp
la Venetia, se intoarce la Londra in 1666, iar in
perioada 1673 - 1675 construieste doui fabrici
in care se produce cristal cu plumb. Inaintea
lui, mai multi producitori de sticli englezi
incercaserd deja s imite cristalinul venetian.

Manager si investitor in fabricile sale,
George Ravenscroft nu era implicat direct
in activitatea de productie, acest rol revenind
artizanilor sdi: italienii Signor da Costa
si Vincenzo Pompeio si englezul Hawley
Bishopp. Existd o controversa in legaturd cu
rolul jucat de Ravenscroft in descoperirea
cristalului cu plumbj; unele surse relateazi faptul
ci Sir Robert Plot a fost cel care i-a sugerat s
foloseasci silexul (flint, in limba englezi) din
Oxfordshire, in locul silexului gri de Londra,
pentru a se apropia mai mult de silexul
exploatat din albia raului italian Pad, excesiv de
scump in acea perioadi. Se pare ci Ravenscroft
a pus in practica ideea lui Robert Plot, dar a
amestecat si oxid de plumb in pulberea supusi
topirii. Oricare ar fi fost originea acestei idei,
cert este ¢ George Ravenscroft face o cerere, in
anul 1674, citre regele Carol al II-lea, pentru un
brevet care sd ii recunoasci drepturile de singur
producitor al cristalului cu plumb in Anglia.
Brevetul ii este acordat si, impreunia cu el,
Ravenscroft primeste si dreptul de functionare
a fabricilor sale pani in anul 1681. Nu se stie
din ce motiv, fabricile sunt inchise cu doi ani
inainte de expirarea brevetului, in 1679.

La doui secole dupi inventarea sa, timp

in care s-au experimentat §i pus in practicd
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CUPA - FRUCTIERA

Atelier Thomas Webb and Co,
Stourbridge, Anglia, 1/4 sec. XX

Cristal, suflare in tipar, taiere, fatetare,
slefuire, argint, presare, cizelare.

1:18 cm; D:30,5 cm

Nr.inu.: 13498

Ansamblul format din cupa de cristal,
cu linii clasice, decorata cu model
»Dennis diamonds” si suportul din
argint, cu picioare in forma de volute
vegetale, impresioneaza prin eleganta
si rafinament. Stil eclectic.
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numeroase imbunatitiri ale retetei initiale, cristalul cu plumb este
produs in Anglia de numeroase manufacturi. Principalele ateliere se
concentreaza mai ales in imprejurimile Stourbridge-ului, in Midlands.
In jurul celor trei cristalerii principale, cele mai prestigioase din Regatul
Unit: Richardson, Steven and Williams $i Thomas Webb and Sons si a
altor catorva de mai micd anverguri gravitau ateliere independente de
gravare si decorare, situate in raza localititilor Wordsley, Brierley Hill
si Amblecote. La mici distantd, chiar in inima centrului industrial
Birmingham, se producea sticli colorati, cristal tdiat clasic sau gravat,
dar mai ales sticld presatd in tipar. Se distinge in mod special, prin
calitatea produselor sale, compania John Walsh Walsh Ltd. In regiunea

Londrei se afli o singurd cristalerie importantd - James Powel and
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SERVICIU PENTRU DESERT
Atelier Thomas Webb and (o,
Stourbridge, Anglia,

1/G4sec. XX

Cristal, suflare in tipar, taiere,
fatetare, gravare, slefuire

FARFURIOARA
1:3cm,D:10cm
Nr.inv.: 13677

BOL
l:6cm,D:11,5 cm
Nr.inv.:: 13674
CANA PENTRU APA
1:22,5 cm,D:18 cm
Nr.inv.: 18747
PAHAR PENTRU APA
1:19cm,D:9cm
Nr.inv.: 18748

Serviciul cuprinde in total

25 de piese §i prezinta o
decoratie unitara, fiecare
piesa are talpa sau baza
tdiata in rozeta, corp fatetat
in punct de diamant, iar

spre buza, brau circular de
palmete intrerupt de coroana
gravata. Motivul ,,punctului
de diamant” este specific
atelierelor Thomas Webb and
Sons si apare in catalogul
companiei sub numele de
»Dennis diamonds”, model nr.
52192. Atunci cand ,,punctul
de diamant” este insofit de
brau de palmete si de rozets,
modelul poartda numele de
»Warwick”, nr. 53343.

Stil eclectic.
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CUPA DECORATIVA

Atelier Thomas Webb and Co, Stourbridge, Anglia, 1/4 sec. XX
Cristal, suflare in tipar, taiere, fatetare, gravare, slefuire
1:26 cm,D:23 cm

Nr.inv.: 13703

Piesa de reprezentare decorata in model ,,Warwick”, gravata
cu coroana §i semnata pe piciorul balustru. Stil eclectic.
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Sons, instalatd initial la Whitefriars gi apoi mutatd
la Wealdstone, in anul 1923. Sticliriile din
Lancashire, din imprejurimile Manchester-ului si
din Yorkshire erau specializate in sticld presati in
tipar, producind insa i cristaluri tdiate in cantititi
apreciabile. Centre industriale importante
de sticld si cristal au fost si la Gateshead si la
Sunderland, in imprejurimile orasului Newcastle-
upon-Tyne. In Scotia, un nucleu original de arti
a sticlei s-a néscut la Perth, prin activitatea firmei
John Moncrieff Ltd, unde a activat, incepiand
cu anul 1915, sticlarul catalan Salvador Ysart,
impreuni cu cei patru fii. Creatiile lor tipice, in
cristal multistrat, cu emailuri intercalate, au fost
comercializate sub marca Monart.

Atelierele Dennis Glassworks au fost
deschise in anul 1856 de Thomas Webb (1804
— 1869), un megter sticlar experimentat din
Stourbridge, Midlands. El isi incepuse cariera
ca partener la sticliria Wordsley, detinuti de tatil
siu, John Webb, impreuni cu B. Richardson.
In 1837 Thomas Webb fondeazi firma Thomas
Webb and Sons, iar dupi o scurti perioadd in
care atelierele au fost relocate mai intai la Platts,
ele au fost mutate la Dennis Hall, langi orasul
Stourbridge, in 1855. Situl din Dennis Park
fusese folosit periodic de producitorii de sticld
inci de la sfarsitul secolului al XVII-lea. La
moartea lui Thomas Webb, succesiunea a revenit
celor trei fii: Thomas Wilkes, Charles si Walter
Wilkes. Sub conducerea primului dintre ei, firma
familiald va ajunge in putini ani in varful ierarhiei
producitorilor de cristal, sticli colorati si sticld

camee.
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CUPA

Autor: William Moorcroft,
Staffordshire, Anglia,
1/4sec. XX

Sticl, colorare in masa,
suflare in tipar, pictare,
glazurare
I:13cm,D:13cm

Nr. inv.: 12613

Piesa unicat, experiment
pentru glazuri ceramice
irizate arse la temperaturi
inalte. Motivul decorativ
este conturat cu o linie

de angoba, procedeu
folosit exclusiv de William
Moorcroft. Stil Art Nouueau.

Spiritul intreprinzitor si energia de care didea dovadd Thomas Wilkes in cursul cilitoriilor de
mii de kilometri prin intreaga Europi, insotite de intuitia care il ghida in gisirea de noi piete, dar si in
descoperirea de artizani de o exceptionald pricepere si talent, au creat conditiile pentru afirmarea varstei
de aur a companiei Thomas Webb and Sons.

Arta gravirii sticlei camee, abandonati din epoca romand, este redescoperitd la Dennis Glassworks,
in ultimul sfert al secolului al XIX-lea. Principalul gravor al manufacturii, John Northwood, care
restaurase impreund cu virul siu, Philip Pargeter, cel mai cunoscut exemplar al sticlei camee romane
- wvasul Portland -, realizeazd pentru companie o piesd aseminitoare. El a gravat manual un vas suflat
in doui straturi de sticld in culori contrastante, care a fost numit Vasu/ Dennis sau Vasul Pegas si care,
inconjurat de alte piese strilucitoare din cristal gravat sau tdiat, a fost etalat in pavilionul sectiunii de

sticld al Expozitiei Universale de la Paris, din anul 1878. Piesa a primit medalia de aur, iar in catalogul
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ilustrat al expozitiei se putea citi: Thomas Webb and Co, din Stourbridge, este cel mai
bun producitor de sticld din intreaga lume. Acest risunitor succes a fost incununat
de primirea de citre Thomas Wilkes Webb a Legiunii de Onoare, premiu pe care
stridinii il primeau doar in mod exceptional.

In anul 1880 John Northwood devine directorul artistic si tehnic al atelierelor
Stevens and Williams, 1a Wordsley, iar compania Webb angajeaza alti gravori
experimentati. Printre ei se numiri artizani §i designeri care devin cunoscuti in
intreaga lume: Thomas (1849 — 1926) si George (1850 — 1925) Woodall, formati
de Northwood, William Fritsche, Frederick Kny, Daniel si Lionel Pearce. La
indemnul lui Thomas Wilkes Webb, artistii care lucrau sticli camee au evoluat de
la motive florale citre portrete ale figurilor umane.

William Moorcroft (1872 — 1945) s-a niscut la Burslem, Staffordshire si
a studiat artele vizuale la Londra si la Paris. In 1896, la numai 24 de ani, este
angajat de compania producitoare de ceramici James Macintyre & Cie, iar un an
mai tirziu preia conducerea studioului de creatie al manufacturii. Prima gama de
produse creatd de Moorcroft - numitd Florian Ware - este un mare succes si ii aduce
o medalie de aur la Expozitia Internationali de la Saint-Louis, din 1904. In 1912
angajatorii, care erau deranjati de faptul ci succesele personale ale lui Moorcroft
eclipsau celelalte activititi ale manufacturii, iau decizia de a-i inchide studioul.
Un an mai tirziu, William Moorcroft isi creeazd propria societate si transferd
activitatea de productie la o uzini din apropiere. Contrar uzantelor epocii, isi
semneazi aproape toate creatiile. Manufactura Moorcroft produce o gama largi
de piese de ceramici, printre care celebrele sale vase de artd in tehnici cloisonné
decorate manual. Regina Mary, pasionati colectionari a operelor lui Moorcroft, ii
acordd, in 1928, o intrevedere, ceea ce duce la cresterea reputatiei artistului.

William Moorcroft si fiul siu, Walter, au experimentat tehnica glazurilor
irizate, arse la temperaturi inalte, cu verniuri in culori eclatante. Aceste
experimente erau realizate pe piese din sticld, material care suportd mai bine decit
ceramica tratamente termice de inalti temperaturd. Ele au avut ca rezultat nu
numai descoperirea unor retete de glazuri strilucitoare, ci si piese unice, de o
considerabild valoare artistica.

In ciuda bogitiei, originalititii si a excelentei tehnice, sticliria de arti

britanici este foarte putin prezenti in colectiile continentale publice sau private.
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SERVICIU DE MASA PAHAR PENTRU VIN Serviciul cuprinde 25 de obiecte si
Atelier Thomas Webb and Co, Stourbridge, 1:8,7cm,D: 4,5 cm reprezinta o comanda speciala a Casei
Anglia, 1/4 sec. XX Nr.inv.: 13628, 13700 regale a Romaniei. Fiecare piesa este
Cristal, suflarein tipar, tdiere, gravare, PAHAR PENTRU LICHIOR personalizata cu cifrul cuplului regal
slefuire 1:5cm,D: 4em Ferdinand - Maria.

Nr. inv.:15732/1...9
CARAFA PAHAR PENTRU APA
1:31cm,D: 12,5 cm 1:85cm;D:6cm
Nr.inu.: 13673 Nr. inv.:13517/94...97
PAHAR PENTRU VIN PAHAR PENTRU ORANJADA
1:8,3cm,D:6,3cm I:7cm,D:7 cm
Nr.inu.:15736/1...7 Nr. inu.: 13694

MU;TARIERI'\

I:14cm;D:7cm

Nr.inv.:13678/2...5
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ver since ancient times people have been fascinated by precious stones to which they attribute

healing powers and symbolic qualities. Glassmakers have therefore always sought to produce

types of glass that imitate the transparency and brilliance of natural crystals. The first to achieve
this were the Venetians, during the second half of the 15th century. Historical documents that mention Italian
glass production use the terms cristallo, Venetian cristallo and cristallino. All three terms denote a type of high
quality, clear and light glass with a high level of plasticity that was the only form of fine glass in Europe until the
17th century. In their desire to imitate Venetian cristallo glass, Bohemian glassmakers conducted many laborious
experiments and studies over a number of decades, leading them to discover a type of glass that was similar in
quality to Venetian glass. Their discovery, containing a high level of potassium, became known at the time as
Bohemian crystal, something we today call lead-free crystal glass in order to differentiate it from English crystal,
which was invented in the final quarter of the 17th century. English crystal, which is different from both Venetian
and Bohemian glass, was known as lead glass or simply crystal. This can be a source of some confusion, not least
because, starting with the end of the 17th century, it was also produced by a majority of European manufacturers.
(The exception being the Venetian glassmakers, who continued to work according to their own formula that even
today is not known in its entirety.)

In terms of English crystal, the difference between ordinary glass and semi-crystal, crystal, flint glass and
strass glass is given by the percentage of lead in the composition, which varies between 10% and 30% for semi-
crystal and crystal glass, and exceeds 50% for flint and strass glass. The presence of potassium and lead oxides in the
mix modifies the refractive index, thus enhancing the optical quality of the glass, which appears bright when held
up to the light. Sonority, transparency, as well as the fact that it refracts light are other qualities that differentiate
crystal from ordinary glass. Moreover, the addition of lead oxide to the basic glass formula results in a reduction in
the viscosity of the glass melt and an extension to the plasticity interval, thus allowing for faster and easier forming.
And, once cooled, crystal is harder than ordinary glass and therefore easier to decorate by cutting or engraving.

Having lived for a while in Venice, George Ravenscroft returned to London in 1666 and, between 1673
and 1675, built two factories for the manufacture of lead crystal. Before him, many English glassmakers had tried
and failed to imitate Venetian cristallo glass.

As the manager and investor, Ravenscroft was not directly involved in the production process at his factories
— this role fell to his artisans, the Italians Signor da Costa and Vincenzo Pompeio, and the Englishman Hawley
Bishopp. There is some controversy surrounding Ravenscroft’s role in the discovery of lead crystal: according to
some sources, it was Sir Robert Plot who first suggested using flint from Oxfordshire over grey flint from London.
'The Oxfordshire flint more closely resembled the silex gathered from the bed of the Italian river Po, which was
extremely expensive at the time. Ravenscroft appears to have put Robert Plot’s idea into practice, while also adding
lead oxide to the mix. Whatever the origins of the idea, we know for certain that in 1764 George Ravenscroft
applied to King Charles II for a patent that would give him the exclusive right to manufacture lead crystal glass
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in England. He was duly granted the patent, allowing him to obtain
operating licences for his factories valid until 1681. For reasons
unknown, his factories ceased production in 1679, two years before
the patent was due to expire.

Two centuries after its invention, lead crystal was being
produced by a number of different manufacturers in England, with
the original formula having undergone numerous improvements
during the intervening years. The main production centres were
concentrated in the Midlands, around the town of Stourbridge.
Production at three most important and prestigious crystalware
factories in the country, i.e. Richardson, Stevens & Williams and
Thomas Webb & Sons, as well as well as a number of smaller
glassworks, was complemented by the existence of various
independent engraving and decoration workshops located around
Wordsley, Brierly Hill and Amblecote. A short distance away, right
in the heart of the industrial centre of Birmingham, coloured glass,
cut and engraved crystal glass, and, especially, mould-pressed glass
were all being produced. The company John Walsh Ltd stood out in
particular on account of the quality of its products. There was only
one important manufacturer of crystalware in the London region,
i.e. James Powell and Sons, which first operated out of Whitefriars
before moving to Wealdstone in 1923.The glassworks of Lancashire,
located around the city of Manchester, as well as those of Yorkshire,
were specialised in mould-pressed glass, although they also produced
significant quantities of cut glass crystal. There were also important
centres for the production of glass and crystal in Gateshead and
Sunderland, close to the city of Newcastle upon Tyne. Moreover, an
original glassmaking centre also developed in Perth, in Scotland, in
the form of the John Moncrieft Ltd company, where, the Catalan
glassmaker Salvador Ysart was employed in 1915 together along
with his four sons. (Their signature creations, comprising multi-
layered crystal glass mixed with enamels, were sold under the
Monart brand.)

Dennis Glassworks was opened in 1856 by Thomas Webb
(1804-1869), an experienced glassmaker from Stourbridge in
the Midlands. Thomas Webb began his career as a partner at the
Wordsley glassmakers, which was owned by his father, John Webb,
together with Benjamin Richardson. In 1837, Thomas Webb
founded Thomas Webb and Sons, a glassmakers whose workshops
were first relocated for a short period to Platts House, Amblecote,
before moving to Dennis Hall, not far from the town of Stourbridge,
in 1855. The Dennis Park location had been used on and oft by
glassmakers since the end of the 17th century. On the death of
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Thomas Webb, the business was inherited by his three sons, Thomas Wilkes, Charles and Walter
Wilkes. Under the management of Thomas Wilkes, the family business would become a leading
manufacturer of crystal, coloured glass and cameo glass in the space of just a few years.

The enterprising spirit and energy shown by Thomas Wilkes during the thousands of
kilometres he travelled across Europe, together with an instinct for identifying new markets and
exceptionally skilled and talented craftsmen, provided the perfect conditions for Thomas Webb and
Sons to flourish.

'The art of cameo glass engraving, abandoned during the Roman era, was rediscovered by
Dennis Glassworks during the final quarter of the 19th century.

'The glassworks’ main engraver, John Northwood, together with his cousin, Philip Pargeter,
created for the company something similar to that best known example of Roman cameo glass, the
Portland Vase. (Philip Pargeter had previously restored the Portland Vase.) Northwood manually
engraved a double-layered vase in contrasting colours to create something that would be called the
Dennis or Pegasus Vase, which, along with other shining examples of engraved or cut crystal, was
exhibited in the glassware pavilion at the International Exhibition in Paris of 1878. His creation
received the gold medal, while in the illustrated catalogue for the exhibition it was written that
“Thomas Webb and Co, from Stourbridge, are the best glassmakers in the world.” This resounding
success was crowned by Thomas Wilkes Webb’s receiving the Legion of Honour, a distinction only
awarded to foreigners in exceptional circumstances.

In 1880, John Northwood left to become the artistic and technical director of Stevens &
Williams in Wordsley, which saw the Webb family company employ other experienced engravers.
These included a number of craftsmen and designers who were to became famous the world over:
Thomas (1849-1926) and George (1850-1925) Woodall (both trained by Northwood), William
Fritsche, Frederick Kny, and Daniel and Lionel Pearce. At the urging of Thomas Wilkes Webb, the
craftsmen producing cameo glass moved from creating floral motifs to portraits of human figures.

William Moorcroft (1872-1945) was born in Burslem in Staffordshire and studied visual arts
in London and Paris. In 1896, aged 24, he was employed by the pottery company James Macintyre
& Co, taking over the management of the firm’s creative studio just one year later. The first line of
products created by Moorcroft, known as Florian Ware, was a great success and won him the gold
medal at the International Exhibition in St. Louis of 1904. Frustrated at how Moorcrooft’s personal
success was eclipsing the company’s other activities, in 1912 his employers took the decision to close
the creative studio. One year later, William Moorcroft set up his own company and began producing
at a nearby factory. Contrary to common practice at the time, he signed almost all of his creations. The
Moorcroft factory produced a wide range of ceramics, including his famous artistic vases that were
hand-decorated using the cloisonné enamel technique. The artist’s reputation was further enhanced
after Queen Mary, a keen collector of Moorcroft’s work, granted him a royal warrant in 1928.

Together with his son, Walter, William Moorcroft experimented with flambé techniques at
high temperatures to produce high glazes with vibrant colours. They performed these experiments
on glass, a material better able to withstand high-temperature thermal treatments than ceramic. The
result was not only the discovery of new formulae for high glazes, but also a series of unique objects
of great artistic value.

However, despite its richness, originality and technical excellence, British artistic glassware is
not commonly found among the public and private collections of continental Europe.
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mperiul Austro-Ungar, cu teritoriul siu vast, populat de aproape 60 de milioane de locuitori,

administrat in mod eficient, constituia o piatd bogati in resurse pentru producitorii de sticlarie.

Prosperitatea economicd a imperiului oferea un bun cadru de dezvoltare pentru comertul cu
obiectele de lux realizate in numeroasele sticlirii, situate mai ales in Boemia.

Unul dintre cei mai importanti comercianti de sticlirie din Austro—Ungaria a fost Josef Lobmeyr
(1792 — 1855), care si-a deschis propriul magazin la Viena, in anul 1823, expunénd produse realizate mai
ales de atelierele Meyr’s Neffe. In 1824 magazinul este transferat pe Kirtnerstrafle, la numirul 24, unde
se afld gi astizi.

Un moment important in evolutia companiei Lobmeyr se petrece in 1851, cand la Bettendorf,
langd Haida, in Boemia de Nord, ia nastere un atelier de finisare si decorare, denumit rafindrie. In aceeasi
perioada, Louise, fiica lui Josef Lobmeyr, se casatoreste cu mesterul sticlar Wilhelm Kralik, proprietar
al atelierelor Meyrs Neffe Adolfshiitte, din Boemia de Sud, recunoscute ca fiind producitoarele celui mai
frumos cristal de Boemia.

In anul 1860 firma isi schimba titulatura in J. & L. Lobmeyr, dupi numele celor doi fii, mostenitori
ai lui Josef Lobmeyr: Josef Jr. si Ludwig. In 1864, dupi decesul lui Josef Jr., Ludwig (1829 —1917) rimane
singurul proprietar al companiei. Prin talentul, viziunea si deschiderea sa, el va deveni o figurd emblematica
a sticldriilor boemiene, cdrora le-a dat o orientare europeand, folosindu-se in acelasi timp de elementul
autohton. A desenat personal candelabre, servicii de masi, piese cu rol decorativ sau de reprezentare, in

stil Neorenagtere, inserand insi si elemente de baroc in varianta practicatd in Boemia. Produsele realizate

CUPA CU CAPAC

Atelier Lobmeyr, Viena, 4/4 sec. XIX

Cristal, sufiare liberd, pictare cu email, aurire partiala
1:16,5cm,D:8,5 cm

Nr.inv.: 2530, C. 252

Piesa in stil Neorenagtere italiand, decorata cu scena mitologica pictata in email policrom

- triton ducand in haturi doi delfini | -, incadrata de lambrechine floral-uegetale.

Pictura este realizata cu finete, intr-o cromatica bazata pe nuante calde, cu detalii §i nuantari
care presupun nu doar un deosebit simt al culorii, ci §i virtuozitate tehnica.

46






m MUZEULNATIONALPELES
COLECTIADESTICLA

CANDELABRU

Atelier Lobmeyr, Viena, 4/4 sec. XIX
Cristal, suflare in tipar, taiere,
fatetare, slefuire; bronz, turnare,
Cizelare

1:210 cm, D:90 cm

Nr.inu.: 9141

Productia de candelabre

electrice a fost unul dintre

cele mai importante capitole

ale realizérilor de exceptie ale
companiei Lobmeyr. Formate din
ghirlande §i pandelocuri din cristal
stralucitor, candelabrele confera
un aspect somptuos interiorului,
prin amplificarea, difractia §i
descompunerea luminii. Stil Empire.
Foto: Arpad Udvardi

erau create de artigti ca Theophil Hansen, Fiederich Schmith, Frantisek Schmoranz, Josef Storck, iar
decorurile erau modelate de sticlarii de la Meyrs Neffe, 1a Adolfov, sau gravate de Peter Eisert, August
Helzel, Karl si Otto Pietsch, Franz Ullmann, in regiunea Kamenicky Senov.

Compania J. & L. Lobmeyr inregistreazd un succes important in anul 1862, cind candelabrele,
paharele din cristal gravat si piesele pictate cu email policrom prezentate la Expozitia Universala de la
Londra sunt premiate. In 1873 compania etaleazi la Expozitia Universali de la Viena piese cu decoruri
somptuoase, cu motive indo-persane si islamice, create de unii dintre artistii fondatori ai istorismului
austriac: Josef Storck (1830 —1902), Josef Salb (1845 — 1904), Gustav Machytka (1845 — 1886). Operele
lor sunt recompensate cu marele premiu. Cativa ani mai tirziu, compania se lanseazi, in colaborare cu
Thomas Edison, in producerea primelor candelabre electrice. Firma Lobmeyr devine furnizor al Curtii

Imperiale Austro - Ungare, realizind printre alte comenzi i candelabre pentru palatul Schénbrunn.
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PAHAR DE PRIETENIE

Atelier Lobmeyr, Viena, 4/4 sec. XIX
Sticla, colorare in masa, suflare
libera, modelare, pastilare, decor
aplicat, pictare cu email

1:29,5 cm, D:16,5 cm

Nr. inu.: 9344; C.789; LC.334A

in secolul al XVII-lea, cupe de

acest gen erau cadouri apreciate
de familiile nobiliare din spatiul
Sfantului Imperiului Roman

de Natiune Germana. Aceasta
reluare din secolul al XIX-lea a unui

model renascentist german este
agreata de regele Carol I. Pictura
n email policrom reprezinta un
scut heraldic timbrat de trei casti
comitale, incadrat de lambrechin
si volute vegetale. Stil
Neorenastere germana.

MUZEULNATIONALPELES |
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VASE CU CAPAC

Atelier Lobmeyr, Viena,
4/4sec. XIX

Sticla, colorare in masa,
sufiare liberd, pictare
cu email

1:495 cm,DB:13 cm

Nr. inv.: 9347; C.79Z; LC.
341 B; 9348; C.791; LC.
341A

Piese de reprezentare,
cu decor in email
policrom ce figureaza
steme compuse,
chenare §i motive
florale sitlizate.

Stil Neorenastere
germana.
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PAHAR

Atelier Lobmeyr, Viena, 4/4 sec. XIX

Cristal, suflare in tipar, taiere, slefuire, pictare cu
email, aurire partiala

I:Mcm,D:9cm

Nr. inv.: 14160

Buchetele de flori agezate in centrul rezeruelor
delimitate de arcade formeaza un decor rafinat, cu o
cromatica bogata. Stil Biedermeier.

Exemplul impiratului Frantz Josef este
urmat de regele Carol I, care comandi
candelabrele electrice pentru castelul Peles
aceleiasi companii.

Atelierele Lobmeyr se inscriu
intr-o elitd a producitorilor de sticlirie
artistici din vastul imperiu austro—
ungar, aliturindu-se lui Ludwig Moser,
Antonin Kavalier, Maximilan von
Spaun, Wilhelm Riedel, Max Miihling.

Produsele companiei devin atit de

cunoscute incit in intreaga Europi se
vorbea despre s#ilul Lobmeyr, ceea ce obliga la onorarea acestui renume, prin mentinerea excelentei tehnice
si a unei estetici in pas cu noile curente artistice. In 1900, la Paris, firma J. & L. Lobmeyr cunoaste un nou
triumf, primind din nou marele premiu, pe care il imparte, de data aceasta, cu Maximilian von Spaun.
In perioada 1910 — 1914, compania Lobmeyr pune in operd modele cu o geometrie strictd, create de
arhitectul si designerul vienez Josef Franz Maria Hoffmann, cofondatorul atelierelor Wiener Werkstditte.
Si alti artisti, ce apartineau acelorasi ateliere, intre care Otto Prutscher, Oswald Haerdtl, Michael
Powolny vor crea numeroase modele pentru manufactura Lobmeyr.
In anul 1917 Stephan Rath, fiul Mathildei, sora lui Ludwig, ii succede unchiului siu la conducerea
companiei. El continud colaborarea cu Josef Hoffmann si cu alti artigti reputati, ca de exmplu Oskar
Strand, dar si cu discipoli ai lor de la Scoala de Arte Aplicate din Viena. Modelele create sunt puse in

operi de artizanii atelierelor de decorare fondate in 1918 de Stephan Rath, si situate langa Steinschénan,
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VAZA

Atelier Loetz’ Witwe,
Klostermiihle, Austria,

4/4sec. XIX

Sticla, colorare in masa, suflare
liberd, irizare ,,Phdnomen Glas”,
decor aplicat

1:24cm,D:14,% cm

Nr. inu.: 9251

Aspectul ,,Phdnomen Glas” se
datoreaza combinatiei intre
transparenta sticlei §i irizérile
moarate. Ele se obtin prin
pictarea suprafetei cu o pasta ce
are in compozitie saruri metalice,
urmata de un tratament termic
condus cu abilitate. Decorul este
desavarsit cu aplicatii de sticla
trasd, ce figureaza frunze. Stil
Secession.
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VAS

Atelier Loetz’ Witwe,
Klostermiihle, Austria,
1/Gsec. XX

Sticld, colorare in masa,
suflare liberd, irizare
»Phdnomen Glas”
1:1,%cm,D:10,5 cm
Nr.inu.: 9285; C.164

Forma originald, cu

trei adancituriin

zona mediana, rupe
monotonia modelelor
clasice. Irizarea
»Phdnomen Glas” a fost
aplicata astfel incat sa

confere obiectului calitati

plastice. Stil Secession.
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in Boemia. In perioada 1920 — 1930, in aceste ateliere vor activa cei mai buni
gravori din Boemia si din intreaga lume. Datoritd strinsei colaboriri intre
creatori de geniu gi artizani de un exceptional talent, operele realizate sunt
apreciate §i castigd importante premii. Astfel, in anul 1925, compania Lobmeyr
primeste marele premiu la Expozitia de Arte Decorative, de la Paris.

In anii 1836 — 1837, sticliria din Klostermiihle, Boemia de Sud, condusi
de gravorul Johann Loetz (1778 — 1844) era specializati in productia de sticld
dublu strat i sticld albastrd, sortimente dificil de tiiat si de gravat, iar articolele
realizate erau apreciate pentru calitatea lor excelentd. Dupd moartea lui Johann
Eisner, proprietarul manufacturii, aceasta a fost vinduti, in 1849, de succesorii
sdi lui Martin Schmid. Dupi doi ani, Schmid vinde la rindul siu atelierul
avocatului Frank Gerstner, care era cisitorit cu Susanne (1809 — 1879), viduva
lui Johann Loetz. Gerstner a transferat manufactura pe numele sotiei, iar ea a

condus-o cu succes, fabricind in special cristal stratificat si sticld pictata.



CuPA

Atelier Loetz’ Witwe, Klostermiihle,
Austria, 1/G sec. XX

Sticld, colorare in masa, suflare libera,
modelare, irizare

1:7%cm,D:16 cm

Nr. inu.: 9619; C.149; LC.696

Relieful suprafetelor, cromatica i
irizarile sunt specifice productiei de
arta a atelierelor Loetz’ Witwe din anii
care au urmat venirii lui Max von Spaun
la conducerea manufacturii. Decorul
modern, cu linii epurate, este compatibil
cu optiunile estetice ale designerului,
dar si cu aptitudinile de sufiare ale
topiturii de mare viscozitate.

Stil Secession.

MUZEULNATIONALPELES |
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Titulatura atelierului a fost schimbati, incepand cu 1851,
in Johann Loetz’ Witwe (Viduva lui Johann Loetz). In 1879, la

moartea Susannei, atelierele revin nepotului siu, Maximilian von

Spaun, care pistreazi neschimbat numele manufacturii. Dupi
numai un an, Maximilian von Spaun se asociazi cu Eduard
Prochaska si impreuni modernizeazi atelierele, introducind
tehnologii noi si procedee de fabricatie brevetate. In cativa ani
au transformat manufactura intr-una dintre cele mai moderne
uzine din Europa. In deceniul urmitor, Maximilian von Spaun a
devenit celebru prin sticla lui cu striluciri de pietre semi-pretioase:
cornalind, agat, malachit, jasp, onix. Produsele sticliriei sunt tot
mai apreciate si inregistreazd succese la expozitiile de profil din
Bruxelles, Minchen si Viena. Cel mai important premiu a fost

obtinut la Expozitia Universald de la Paris, din 1889.
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Atelier Lobmeyr, Viena, 4/4 sec. XIX

Sticla, suflare in tipar, pictare cu email, aurire partiala
I:Mcm,D:7cm

Nr. inv.: 2536; C.251

Piesa decorativa pictata in email policrom cu motive de inspiratie
orientala.

Pe picior, inscriptie in limba germana: ,,Trupul meu sa-ti aduca
tamaduire §i alinare”. Stil Secession.

In 1897 Maximilian von Spaun a vizut expuse la Viena si in Boemia piese Tiffany si s-a convins
cd Art Nouveau-ul reprezintid viitorul atelierelor Loerz’ Witwe. Urmitorii ani sunt definitorii pentru
evolutia artisticd a atelierelor. Lucririle realizate in stil Art Nouveau se recunosc prin culorile refractare,
suprafetele strilucitoare si iridescente, ca si prin relieful special, care le dd o tusd extrem de rafinata.
Formele vaselor sunt inovatoare si originale, inspirate uneori dupd piese ale artei antice persane sau
romane. Citre 1898 compania a lansat o sticld Secession unici pe piatd, pe care a brevetat-o sub numele
de Phinomen Glas, dar si piese lucrate intr-o tehnicd speciald de decorare, numita Iris papillon. In 1900,
la Expozitia Universald de la Paris, sticlele lui Max von Spaun, care se mulau cel mai bine pe cerintele
epocii, au luat marele premiu.

incepﬁnd cu anul 1904 vanzirile scad, iar compania intrd in declin pana dupd Primul Rizboi

Mondial, cind are loc o revenire temporard a cererii, datoritd productiei de sticle opalescente colorate.
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SET DE BOLURI CU
FARFURIOARE SUPORT
Atelier Lobmeyr, Viena,
1/G4sec. XX

Cristal, suflarein tipar,
taiere, fatetare, pictare cu
aur coloidal

BOL

l:6cm,D:13,%cm
FARFURIOARA: 1:2,5 cm,
D:16 cm

Nr. inv.: 13674, 13677

Piese de uz curent,
decorate cuscene
reprezentand personaje

n cadru natural, pictate in
aur coloidal cu mare finete
si atentie la detalii. Stil Arta
1900.
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SERVICIU DE TOALETA

Design: Josef Hoffmann

Executie: Atelier J. & L. Lobmeyr, Viena, 1/4 sec.
XX

Cristal, stratificare, suflarein tipar, taiere,
fatetare, slefuire

Imax =24 cm; Dmax=19 cm

Nr.inu.: 13672

Cele 20 de piese ale serviciului sunt suflate
dintr-un cristal de foarte buna calitate, in
dublu strat, alb si rubiniu. Tehnica de decorare
aplicata este tdierea, urmata de slefuirea
stratului de suprafata. Josef Hoffmann a
conceput o ornamentatie in stilul sau sobru

si abstract, reluand tema ,,quadraturii” §i
accentuand liniile verticale, care subliniaza
elementul structural. Stil Secession.
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CARAFA

Atelier austriac, 1/4 sec. XX

Cristal, suflare in tipar, gravare, slefuire; argint, turnare, presare, cizelare
1:20cm,D:75cm

Nr.inv.: 18794

Prin modul de tratare a formei, cu linii svelte, sinuoase, si prin decorul floral
stilizat creatorul se declara un adept al stilului Art Nouveau.

In lipsa unor idei originale, se revine la vechile modele
Art Nouveau, adaptate conform cerintelor Art Deco-ului.
Marea crizd economicd din anii 1920 si un incendiu survenit
in 1930 lovesc atelierele. In anii 1930 — 1939 manufactura
schimba mai multi proprietari §i, dupd ce produce un timp
sticldrie utilitard pentru cel de-al ITI-lea Reich, manufactura
este inchisd complet, in 1947.

Josef Franz Maria Hoffmann (1870 — 1956) s-a
niscut la Brtnice, in Moravia. Studiazi mai intii la Scoala de
Arte Aplicate din Brno, apoi, din 1887, urmeaza cursurile de
arhitecturi ale Academiei de Arte Frumoase din Viena. Aici ii
are ca profesori pe Karl Freiherr von Hasenauer si pe Otto
Wagner. In atelierul celui din urmi l-a cunoscut pe Josef
Maria Olbrich, cu care s-a asociat gi, impreuni cu Koloman
Moser si Gustav Klimt, inspirati fiind de Mackintosh si de
Glasgow School, au fondat, in 1897, Secession-ul vienez. In
anul 1905 s-a retras din Secession si s-a dedicat atelierelor
Wiener Werkstitte, pe care le fondase in 1903, in asociatie cu
Koloman Moser, Fritz Waerndorf si Carl Otto Czeschka,
si pe care le-a condus pand la desfiintarea lor, in 1931. Prin
activitatea lor, artistii din Wiener Werkstitte promovau o
renastere a mestesugurilor si a artelor, care si aduca mai
multd abstratiune si puritate a formelor in arhitectura si
in orice ramurd a artelor decorative, fie ca era vorba despre

mobilier, sticlirie sau metal, in acord cu conceptul de arta
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totald. Josef Hoffmann a creat, in stilul sidu sobru si abstract, designul pentru mai
multe produse Wiener Werkstitte, printre care piese de mobilier sau servicii din
sticld, care imbogitesc colectiile unor importante muzee din Europa si America.
Lucririle sale, caracterizate prin claritate §i simplitate, combini functionalitatea
cu o ornamenticd rafinati ¢i inovatoare. Tema favoriti a lui Josef Hoffmann este
cea a guadraturii, cubul i patratul fiind elementele decorative cele mai frecvente.
Uzul lor constant i-a atras porecla de Quadratl — Hoffinann. In creatiile artistului
vienez, elementele decorative sunt interschimbabile si subliniazd foarte bine
elementul structural, pe care il considera determinant pentru forma obiectelor.

In perioada 1899 - 1937 Josef Hoffmann predi la Universitatea de Arte
Aplicate din Viena, unde stabileste stranse legituri cu alti artisti care aderaseri la
principiile promovirii noului in arhitecturi si in artele aplicate. Ca profesor, a fost
foarte admirat §i stimat de studentii sdi. A incercat si introducid metode noi de
predare, in scopul descoperirii §i promovirii noilor talente. L-a sprijinit financiar
pe Egon Schiele, [-a angajat pe Le Corbusier in biroul siu de arhitecturd, iar lui
Oskar Kokoschka i-a oferit de lucru la Wiener Werkstditte.

In 1905, Josef Hoffmann, Gustav Klimt si artigtii din Wiener Werkstitte au
proiectat Palais Stoclet din Bruxelles, oragul natal al lui Victor Horta. Un an mai
tarziu, Hoffmann proiecteazi prima sa clidire importanta, Sanatoriul Purkersdorf,
din Viena. Proiectul, care a reprezentat un mare pas inainte fatd de traditionalul
istorism si fatd de Arts and Crafts, a constituit un precedent major si o sursd de
inspiratie pentru arhitectura moderni, care s-a dezvoltat in prima jumdtate a
secolului al XX-lea.

Creatia lui Josef Hoffmann in domeniile arhitecturii §i artelor decorative
a fost apreciatd favorabil de critici incid de la inceputul carierei sale. Astfel, in
1901, Fernand Khnopff publici in 7he Studio un articol referitor la opera lui J.
Hoftfmann, iar in 1906, tot Zhe Studio editeaza un volum special cu titlul Zhe Arz
Revival in Austria dedicat aceluiasi artist. In Franta, Ar¢ ez Décoration publici
articole favorabile despre opera timpurie si de maturitate a lui J. Hoffmann.
Firegte, cele mai extinse articole sunt publicate de periodice de limbd germani,
mai ales de Deutsche Kunst und Dekoration.

La a 60-a aniversare, Josef Hoffmann a primit Legiunea de Onoare si a

devenit membru de onoare al Institurului American de Arbitecturd.
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he Austro-Hungarian Empire, with its vast, efficiently run territory with over 60 million

inhabitants, was an attractive market for glassmakers. The economic prosperity of the empire

provided good conditions for the trade in the luxury objects manufactured by its many glassworks,
in particular those located in Bohemia.

One of the most important traders in glassware in Austro-Hungary was Josef Lobmeyr (1792-1855), who
in 1823 opened his own store in Vienna, where he sold glassware mainly manufactured by Meyr’s Neffe. In 1824,
he moved his store to no. 24 Kérntner Strasse, where it is still to be found today.

An important moment in the history of the Lobmeyr company occurred in 1851, when a workshop for the
finishing and decoration of glass known as the “Refinery” opened in Bettendorf, near Haida, in North Bohemia.
Around the same time, Lobmeyr’s daughter Louise married the glassmaker Wilhelm Kralik, who was the owner
of the Meyr’s Neffe Adolfshiitte glassworks in South Bohemia known for producing the most beautiful Bohemia
crystal.

In 1860, the company was renamed J. & L. Lobmeyr after Josef Lobmeyr’s two sons and heirs: Josef Jr. and
Ludwig. In 1864, after the death of Josef Jr., Ludwig (1829-1917) was left as the sole proprietor of the firm. With
his talent, vision and openness to innovation, he would go on to become an emblematic figure among Bohemian
glassmakers, whom he steered in a more European direction, while also making use of indigenous elements. He
personally designed chandeliers, tableware, decorative and ceremonial objects in the neo-Renaissance style, while
also integrating baroque elements of the kind typically used in Bohemia. The products his company made were
designed by artists such as Theophil Hansen, Friedrich Schmidt, Frantisek Schmoranz and Josef Storck, with
decorations moulded by glassmakers from Meyr’s Neffe, in Adolfov, or engraved by Peter Eisert, August Helzel,
Karl and Otto Pietsch, and Franz Ullmann in the Kamenicky Senov area.

The J. & L. Lobmeyr company enjoyed a moment of great success in 1862, when it won awards for the
chandeliers, engraved crystal glasses and polychrome enamel-painted objects it displayed at the International
Exhibition in London.In 1873, the company took part in the International Exhibition in Vienna, exhibiting various
lavishly decorated items featuring Indo-Persian and Islamic motifs created by some of the founders of Austrian
historicism: Josef Storck (1830-1902), Josef Salb (1845-1904) and Gustav Machytka (1845-1886). These works
were awarded the grand prize. A few years later, in collaboration with Thomas Edison the company launched the
first electric chandeliers. Lobmeyr became a supplier to the Austro-Hungarian Imperial Court, producing, among
other commissions, chandeliers for Schonbrunn Palace. Carol I of Romania followed the example set by Emperor
Franz Josef by ordering electric chandeliers for Peles Castle from the same company.

'The Lobmeyr glassworks was one of an elite group of artistic glassmakers in the vast Austro-Hungarian
Empire alongside Ludwig Moser, Antonin Kavalier, Maximilian von Spaun, Wilhelm Riedel and Max Miihlig.
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'The company’s products became so famous that people all over Europe would
talk of the “Lobmeyr style”, earning the company a reputation they felt obliged
to honour by maintaining their technical excellence and keeping abreast of
the latest artistic trends. In 1900, in Paris, J. & L. Lobmeyr triumphed once
more, receiving the grand prize, albeit this time together with Maximilian
von Spaun.

In 1910-1914, the Lobmeyr company began producing items with a
strict geometric design created by the Viennese architect and designer Josef
Franz Maria Hoffmann, the co-founder of the Wiener Werkstitte. Other
artists from these workshops, including Otto Prutscher, Oswald Haerdtl
and Michael Powolny, would also design various objects for Lobmeyr.

In 1917, Stefan Rath, the son of Mathilde and sister of Ludwig,
succeeded his uncle at the head of the company. He continued the company’s
collaboration with Josef Hoffmann and other renowned artists such as
Oskar Strnad, as well as with students from the School of Applied Arts in
Vienna. Their designs were manufactured by the craftsmen of the decoration
workshops founded in 1918 by Stefan Rath near Steinschonan, in Bohemia.
In the period 1920-30, this workshop would employ the best engravers in
Bohemia and, indeed, the entire world. Thanks to the close collaboration of
brilliant designers and exceptionally talented craftsmen, the works to come
out of this workshop were highly praised and won many important awards.
For example, in 1925, the Lobmeyr glassworks was awarded the grand prize
at the Decorative Arts Exhibition in Paris.

In 1836-37, the glassworks in Klostermihle, South Bohemia, run
by the engraver Johann Loetz (1778-1844), was specialised in producing
layered and blue glass that was difficult to cut and engrave, with their final
products known for their excellent quality. Following the death of Johann
Eisner, the proprietor of the company, the glassworks was sold by his heirs to
Martin Schmid, in 1849. Two years later, Schmid sold it on to the attorney-
at-law Frank Gerstner, who was married to Susanne (1809-1879), the widow
of Johann Loetz. Gerstner transferred the works to his wife, who ran it
successfully, predominantly manufacturing stratified crystal and painted glass.

'The name of the company was changed, in 1851, to Johan Loetz Witwe
(“Johan Loetz’s Widow”). In 1879, after the death of Susanne, the glassworks
were taken over by her grandson, Maximilian von Spaun, who kept the
name of the company unchanged. Within the space of a year, Maximilian
von Spaun went into partnership with Eduard Prochaska, together with
whom he modernised the factory, introducing new patented technology
and manufacturing processes. In just a few years, they had transformed the
company into one of the most modern glassworks in Europe. During the
tollowing decade, Maximilian von Spaun would become famous for his glass
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which shone like the semi-precious stones of carnelian, agate, malachite, jasper and onyx. The company’s products

grew in popularity and enjoyed success at exhibitions in Brussels, Munich and Vienna. The greatest prize they
received was at the International Exhibition in Paris of 1889.

In 1897, Maximilian von Spaun saw Tiffany glass on display in Vienna and Bohemia, which convinced
him that the Art Nouveau style should be adopted by Loetz Witwe. The following years proved crucial for the
company’s stylistic development. Objects designed in the Art Nouveau style are recognisable for their refractive
colours, shiny and iridescent surfaces, and the special relief effect that affords them a note of refinement. The shapes
of their products were innovative and original, while sometimes also inspired by ancient Persian and Roman art.
Towards 1898, the company launched a unique type of Secession glass, patented under the name “Phinomen
Glas”, as well as various pieces using a special decorative technique known as “Iris Papillion”. At the International
Exhibition in Paris of 1900, it was Maximilian von Spaun’s glassware that took the grand prize.

As of 1904, sales began to drop off and the company entered a period of decline lasting until after the First
World War, when there was a temporary revival in demand thanks to the production of coloured opal glass. In the
absence of new ideas, the company reverted to old Art Nouveau designs adapted to the Art Deco style. The great
economic crisis of the 1920s and a fire in 1930 hit the company hard. Between 1930 and 1939, the factory changed
owners several times and, after producing utilitarian glassware for a while for the Third Reich, it was closed down
completely in 1947.

Josef Franz Maria Hoffmann (1870-1956) was born in Brtnice, in Moravia. He first studied at the School
of Applied Arts in Brno, then, in 1887, began studying architecture at the Academy of Fine Arts in Vienna.
There his teachers included Karl Freiherr von Hasenauer and Otto Wagner. It was in the latter’s studio that
he met Joseph Maria Olbrich, together with whom, along with Koloman Moser and Gustav Klimt, he would
found the Vienna Secession in 1897, having been inspired by Mackintosh and the Glasgow School. He left the
Secession in 1905, dedicating himself to the Wiener Werkstitte, which he had founded in 1903 in association with
Koloman Moser, Fritz Waerndorfer and Carl Otto Czeschka and which he ran until its closure in 1931. Through
their work, the artists of the Wiener Werkstitte promoted a revival of the arts and crafts in order to bring more

abstraction and purity of form to architecture and the different branches of the decorative arts — from furniture
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to glass and metalware — in keeping with the concept of total art. Using
his sober and abstract style, Josef Hoffmann created the designs for many
of the Wiener Werkstitte’s products, including items of furniture and
glassware that are to be found in the collections of important museums
across Europe and America. His works, which are characterised by clarity
and simplicity, combined functionality with refined and innovative
decorations. Josef Hoffmann’s favourite theme was that of quadratura,
with the cube and the square being the most frequent decorative elements
used. Indeed, their constant use earned him the nickname of “Quadratl-
Hoftmann”. The decorative elements in the works of this Viennese artist
are interchangeable and clearly underline the structural component,
which he considered decisive to the form of his objects.

In the period 1899-1937, Josef Hoftmann taught at the University
of Applied Arts in Vienna, where he established close ties with other
artists who believed in promoting innovation in architecture and the
applied arts. As a teacher, he was much admired and respected by his
students. He tried to introduce new teaching methods in order to discover
and promote new talent. He gave financial support to Egon Schiele,
he hired Le Corbusier at his architectural practice and he gave work to
Oskar Kokoschka at the Wiener Werkstitte.

In 1905, Josef Hoffmann, Gustav Klimt and the artists of Wiener
Werkstitte designed the Stoclet Palace in Brussels, the city of Victor
Horta’s birth. One year later, Hoffmann designed his first important
building, the Purkersdorf Sanatorium in Vienna. His design, which
represented a great step forward from traditional historicism and the Arts
and Crafts movement, created a powerful precedent and became a source
of inspiration for the modern architecture that would develop during the
first half of the 20th century.

The works of Josef Hoffmann in the fields of architecture and the
decorative arts were received favourably by critics from the very beginning
of his career. For example, in 1901, Fernand Khnopff published an article
in The Studio about Hoftmann’s work, while in 1906 the same magazine
published a special issue entitled 7he Ar¢-Revival in Austria dedicated to
the artist. In France, Ar et Décoration published favourable articles about
his early and mature work. Naturally, the most extensive articles about
his work were published in German-language periodicals, in particular
Deutsche Kunst und Dekoration.

On his 60th birthday, Josef Hoffmann received the Legion of
Honour and was made an honorary fellow of the American Institute of
Architects.
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abricarea artizanald a sticlei in Boemia si Moravia cunoagste o traditie neintreruptd de
aproape un mileniu. Vastele terenuri impadurite din Muntii Metaliferi, Luzacia, masivul
vestic al Gigantilor sau de pe colinele de la Orlice reuneau resursele naturale necesare:
lemnul, care era nu doar combustibil, dar si sursa de oxid de potasiu, silexul, prin arderea ciruia se obtinea
oxidul de calciu, materialele refractare pentru construirea cuptoarelor si a creuzetelor necesare topirii, si
in plus, datoritd torentelor si paraielor furnizau, cu putine cheltuieli, energia necesari actiondrii morilor
si a gaterelor. Nu trebuie uitatd populatia, care didea dovadi de o ingeniozitate si o creativitate devenite
legendare. Sticlarii din Boemia au obtinut primele produse remarcabile in Evul Mediu timpuriu, sub
domnia lui Carol al IV-lea, rege al Boemiei si impirat al Sfantului Imperiu. Incepand cu a doua jumitate
a secolului al XVII-lea, calitatea produselor a crescut considerabil, prin contributia unor mesteri veniti
din Bavaria, Austria, Franta si mai ales din Italia.

Sticlarii din Boemia doreau si imite produsele venetiene, dar topitura lor, diferiti compozitional de
cea de la Murano, avea o vascozitate prea mare si un interval de plasticitate mai redus, datoritd oxidului de
potasiu folosit ca fondant. Prin numeroase experimentiri, sticlarii boemieni creeaza o compozitie proprie,
bazata pe addugarea de oxid de calciu la amestecul silico-potasic. Datoritd aceastei retete se obtinea sticla
cu cea mai mare duritate cunoscuti in epoci, ceea ce permitea gravarea si taierea ei in profunzime, ca pe
un cristal de roci. A fost un proces gradual si independent de perfectionare a materialului, care nu datora
nimic descoperirilor din alte zone geografice. Cristalul de Boemia a devenit foarte cdutat si a initiat o
adevidratd modi in toate centrele din Europa.

Dezvoltarea fara precedent a artei sticlei in Boemia a fost posibila si datoritd capacitatii artizanilor
locali de a raspunde celor mai exigente cerinte in legatura cu forma si decorul obiectelor, subordonandu-si
propriile idei, inspiratia si creativitatea cerintelor potentialilor beneficiari.

Tehnica sticlei multistrat se foloseste mult in Boemia, inci din secolul al XVIII-lea. Ea consti in
suflarea mai multor straturi de sticld coloratid intr-o formd, incilzirea obiectului pentru ca straturile diferit
colorate sd fuzioneze si taierea stratului superficial, obtindndu-se astfel un contrast cu sticla de baza. Printre

cei mai importanti gravori ce lucrau in atelierele boemiene de la sfarsitul secolului al XIX-lea si inceputul
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CANA DE BERE

Atelier Boemia, 4/4 sec. XIX
Cristal, suflare in tipar, taiere,
fatetare, gravare, slefuire; cositor,
turnare, cizelare

1:225 cm,D:16 cm

Nr. inv.: 253%; C.306

Piesa cu caracter istorist, ce
ilustreaza in mod stralucit talentul
gravorilor din Boemia, prin scena
hagiografica reprezentata cu
talent si sensibilitate.
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secolului al XX-lea se numird Florian Giirtler si August Hegenbart, din Mistrovice, specializati in scene
de vanitoare, Franz si Peter Eisert, care lucrau in atelierul lui Friederich Egermann de la Novy Bor, Karl
Giinther, Eduard Benda, Anton Simm §i Emmanuel Kittel, din regiunea Jablonec, Franz si Johann
Pohl din Novy Svet, Andreas Teller, Anton H. Mattoni, Anton H. Pfeifer si Emanuel Hoffmann, care
activau la Karlovy Vary si Frantiskovy Lazre.

Tiierea in adancime devine posibild incepind cu ultimul sfert al secolului al XVIII-lea, cand
compozitia sticlelor elaborate include oxid de plumb, pe langi cel de potasiu, ceea ce conferd duritatea
necesard aplicdrii unei astfel de tehnici. Cele mai numeroase piese decorate prin tiiere si fatetare vor fi
paharele sau cinile, care au modele din ce in ce mai elaborate, prelungite uneori si pe piciorul sau talpa
obiectului. La inceputul secolului al XIX-lea, tiieturile au devenit mai adanci, modelele cel mai des
folosite fiind punctul de diamant, evantaiul sau steaua. Aceste decoruri realizeazi un efect de prismi, care
amplificd refractia luminii si dau obiectului o strilucire deosebita.

Regele Carol I a comandat in Boemia o gami largi de piese de uz curent, din care mentionim

garniturile de pahare pentru coniac, sampanie §i apd decorate prin tiiere si fatetare, personalizate cu cifrul

68



VAS

Atelier Boemia, 1/4 sec. XX
Sticla, colorare in masa, suflare
liberd, gravare, slefuire
1:97cm,D:19 cm

Nr.inv.: 14223

Piesd ala facon de Venise
(inspirata de operele venetiene
din epoca renascentista).
Forma elansata a vasului este
pusa in valoare de grauvura
fina, reprezentand personaje
costumate.
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regal, in aur coloidal. O altd garniturd de pahare pentru sampanie, vin §i api,

din cristal de Boemia, gravate cu cifrul ZD (Helena Doamna) si comandate
de domnitorul Alexandru Ioan Cuza a sosit de la atelierele producitoare
abia dupi abdicarea domnitorului, §i astfel au intrat in patrimoniul casei
regale a Romaniei.

Friederich Egermann (1777 — 1864) a fost, fird indoial, cea mai
proeminenti personalitate a artei sticlei din Boemia. Niscut la Blottendorf,
langd Haida, s-a format ca emailor de sticld in atelierul unchiului siu,
Antonin Kittel, la Kreibitz, dovedind de timpuriu aptitudini exceptionale,
atit in domeniul artistic cat si in cel tehnic. Dupi anii de ucenicie, si-a
propus si afle ceea ce niciun artist din Boemia nu stia - tainele culorilor
exceptionale ale emailurilor pentru portelan, de la manufactura din Meissen.
Simuland cd ar fi surdo-mut, a castigat increderea mesterilor germani, care
i-au permis si afle secretele compoxzitiilor unice folosite de ei. Inarmat cu

acest inedit bagaj de cunostinte, isi deschide propriul atelier de decorare,
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CUPA CU CAPAC

Atelier Friederich Egermann
(1777 -1864), 2/4 sec. XIX
Cristal, sufiare libera,
modelare, stratificare, taiere,
fatetare, gravare, slefuire
1:19cm,D: 11,5 cm

Nr. inv.: 14958

Aceasta piesa de reprezentare
este suflata dintr-un cristal

cu plumb de o0 exceptionala
calitate. Forma este clasica, cu
talpa polilobata, picior scurt,
fatetat, corp bulbar avénd la
partea superioara opt fatete
pentagonale pe care au fost
aplicate picaturi de sticla
galbena, care, dupa fuzionare
custicla de baza i lustruire, au
fost gravate cu simboluri ale
dragostei, pacii, sanatatii etc.
Stil Biedermeier.
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Atelier Friederich Egermann

(1777 -1864), 2/4 sec. XIX

Cristal, stratificare, suflarein tipar,
taiere, fatetare, gravare, slefuire
1:17%5 cm,D: 9 cm

Nr.inu.: 15216

Piesa de reprezentare, sufiata

din cristal in dublu strat, alb si
rubiniu. Stratul de sticla galbena
aplicat dupa suflare este intrerupt
de medalioane rubinii. Talpa,
piciorul si baza corpului sunt

taiate in fatete, descoperindu-se
astfel stratul interior, din cristal
alb. Corpul tronconic este gravat

n doua registre: cel inferior,

cu lambrechin floral pe fond
rosu-rubiniu, cel superior, cu
simboluri ale stiintelor si artelor, in
medalioane rubinii pe fond galben;
fondul galben este gravat la randul
lui cu motiv floral. Stil eclectic.

amplasat initial la Blottendorf si mutat, in 1820, la Haida. Succesul a

venit imediat, atelierele sale dispunind de 200 de artizani, care decorau
anual intre 136 si 170 de tone de sticla.

Experimentator de geniu, Friederich Egermann a imbogitit
considerabil arta sticlei prin numeroase inventii in domeniul
tehnologiilor de topire si al tehnicilor de decorare. El a adaptat la sticla
arta pictdrii cu email a portelanului, pe care o deprinsese la Meisen, a
redescoperit, dupi patru secole de uitare, glazura rosie, obtinuti prin
cementarea suprafetelor cu oxid de cupru, sau pe cea galbeni, rezultatd
in urma cementirii cu argint, a inventat retete de sticld /izhyalin si
hyalith, care imitd malachitul, cornalina sau agatul si multe altele.
O tehnicd de decorare specificd atelierelor Egermann este aplicarea
unei picituri de sticld coloratd, in general galbeni, pe suprafata unei
piese incolore, lustruirea si gravarea ei. Intr-o noapte, atelierul din
Haida a fost spart, iar unele dintre procedeele secrete aplicate aici
au fost divulgate, mai intdi la Saint-Louis, apoi in intreaga Europi

si in Statale Unite. Friederich Egermann gi-a continuat insd munca,
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SET DE PAHARE

Atelier Boemia, 3/4 sec. XIX
Cristal, suflare in tipar, taiere,
fatetare, gravare, slefuire

PAHAR FLOTE
1:18,5cm,D: 6,5 cm
Nr. inv.: 13517
PAHAR PENTRU VIN
1:12cm,D:6 cm

Nr. inv.: 13627
PAHAR PENTRU APA
1:177 cm,D:8 cm

Nr. inu.: 13626
PAHAR PENTRU VIN
1:13,5 cm,D: 6,5 cm
Nr. inv.: 13623

Domnitorul Alexandru loan
Cuza a comandat in Boemia un
set de pahare cu cifrul sotiei
sale, ,HD” (Helena Doamna),
care a fost livrat dupa
abdicarea sa, din 1866. Astfel,
piesele au intrat in patrimoniul
Casei regale a Romaniei. Setul
este compus din 54 de pahare
si se caracterizeaza prin
excelenta calitate a cristalului
si a grauurii.
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perfectionandu-si tehnicile de decorare i introducind modele noi. A rimas cel mai valoros si cel mai

copiat sticlar din Europa, devenind o adeviratd figurd emblematici a artei sticlei. Datoritd talentului i
ingeniozititii sale, Boemia gi-a putut redobandi pozitia dominanti pe piatd, posturd ce fusese afectatd
de aparitia cristalului englezesc decorat prin tiiere in adancime. Inventiile lui Friederich Egermann sunt
folosite cu succes si astizi.

Ludwig Moser (1833 — 1916) este o alti personalitate gigantici a sticldriei artistice europene. El
a fondat in 1857 societatea Ludwig Moser (& Sohne, un mic atelier de gravuri in care erau decorate piese
brute suflate la manufacturile Loetz, Meyr’s Neffe si Harrachov. Atelierul era insotit de un magazin in
care erau vindute produsele de lux realizate, si care erau destinate clientelei bogate din statiunea termald
Karlovy Vary. Produsele Moser sunt de cea mai inaltd calitate, lucru consfintit in 1873, la Expozitia
Internationali de la Viena, unde primesc medalia de aur.

Pentru a fi complet independent, Ludwig Moser achizitioneazi, in anul 1893, o manufacturd de
sticld, situatd in Meierhofen, Karlsbad. In aceste ateliere, care primesc numele de Karlsbaderglasindustrie

Gesellschaft Ludwig Moser & Sohne, lucrau fiii sdi, Gustav si Rudolf, alaturi de 400 de angajati. Compania
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CANA DE BERE

Atelier Boemia, 4/4 sec. XIX

Cristal, colorare in masa, suflare in tipar, taiere, fatetare, aurire partiala, decor aplicat, argint, turnare, presare, cizelare.
1:177cm,D:16,% cm

Nr.inv.: 17293

(Cana reprezinta o comanda speciala a printului George Bibescu, si este decorata cu scutul heraldic al familiei sale.
Cristalul de o impecabila calitate, cu o cromatica vie, forma clasica, bine echilibratd, rafinamentul ornamentelor din
argint aplicate pe corp confera piesei o remarcabila valoare estetica. Stil neo - baroc.

Moser se specializeazd in decorarea sticlei suflate, prin tiiere manuala, gravare sau pictare. Datoritd calititii
cristalului i a perfectiunii decorului realizat manual, piesele Moser sunt colectionate de marii amatori de
sticlirie de lux din intreaga lume.

In anul 1904 lui Ludwig Moser ii este acordat un brevet prin care devine furnizor al Curtii Imperiale
a Austriei, iar patru ani mai tarziu este si furnizor al regelui Marii Britanii, Edward al VII-lea. Printre
clientii companiei Moser s-au numdrat si papa Pius al XI-lea, sultanul otoman, Abdul Hamid al Il-lea,
curtile regale ale Spaniei si Norvegiei, ceea ce justificd sloganul atelierelor - werre des rois, roi du verre.

La Expozitia Internationald Panama—Pacific, din 1915, colectia prezentati de compania Moser a
primit medalia de aur, ceea ce 1-a ficut pe Louis Comfort Tiffany si declare: recompensa este meritatd, datd
Jfiind calitatea exceptionald a decoratiilor.

Dupa decesul tatilui siu,in 1916, Leo Moser a preluat conducerea companiei, pe care a dezvoltat-o
in mod semnificativ. Piese remarcabile realizate de atelierele Moser sunt etalate in standurile Expozitiei
Internationale de Arte Decorative de la Paris, din 1925, dar si la alte manifestiri expozitionale din Londra
sau Viena, din Belgia sau din Italia. Cristalurile Moser sunt in continuare caracterizate printr-o finete,
claritate si transparenta de exceptie, iar decorurile realizate cu virtuozitate prin taiere, gravare, pictare sau
aurire ating perfectiunea. La toate acestea se adaugi eleganta formelor clasice sau moderne si strilucirea
motivelor decorative create de artisti valorosi ai epocii.

Criza de la inceputul anilor 1930 are consecinte serioase asupra companiei, care isi reduce numarul
de angajati la 240. In 1932 Leo Moser demisioneazi din postul de director general al manufacturii, iar
in 1938 isi vinde actiunile. Totusi, atelierele rimén deschise si produc si astizi, la peste 140 de ani de la
infiintare, piese remarcabile ce sunt achizitionate de personalititi eminente din intreaga lume. Timp de
mai multe generatii, compania a perfectionat stiinta si arta sticlariei de lux, astfel incat produsele Moser
contemporane au devenit un simbol de bogitie, de statut social recunoscut, de simt estetic rafinat. Servicii
ca Mabharani, Paula, Splendid, Pope, Lady Hamilton concepute la granita dintre secolele XIX si XX sunt si
astazi la fel de apreciate ca in epoca in care au fost create. Ele combini inaltul nivel artistic, de o simplitate

eleganti, cu perfectiunea realizarii artizanale.
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GARNITURA DE PAHARE

Atelier Boemia, 4/4 sec. XIX
Cristal, suflare liberd, tdiere,
fatetare, gravare, slefuire, aur
coloidal

PAHAR PENTRU CONIAC
I:Mcm,D:5%5%cmn
Nr.inv.: 15360

PAHAR PENTRU APA
1:16,5cm,D:9,%5 cm
Nr.inv.: 15361

PAHAR FLUTE
1:77cm,D:6,5cm
Nr.inv.: 19376

Setul de pahare include opt

piese remarcabile prin calitatea
cristalului §i prin maiestria taierii
si a gravérii. Ansamblul reprezinta
o comanda speciala a Casei regale
a Romaniei. Trasaturile stilistice
apartin domeniului clasic.
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PAHAR PENTRU APA

Atelier Boemia, 4/4 sec. XIX
Cristal, suflare in tipar, tdiere,
fatetare, gravare, slefuire
1:77cm,D:95cm

Nr.inv.: 15362
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SET DE PAHARE

Atelier Boemia, 1/4 sec. XX

Sticla, colorare in masa, suflare in tipar, decor
aplicat; argint, turnare, gravare, cizelare
1:9¢cm,D:%cm

Nr. inu.: 172%; Adm. 463, 464

Simplitatea formei, exuberanta motivului floral
din argint aplicat, culoarea pura si rafinata a
sticlei se combina in mod fericit pentru a crea un
placut efect vizual. Stil Art Nouveau.
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Atelier Ludwig Moser, Karlsbad, 1/4 sec. XX

Cristal, colorare in masa, sufiare in tipar, gravare, aurire partiala
1:10cm,L:10cm, LA:4,5 cm

Nr.inv.: 2240

Cristalul limpede si stralucitor, de o culoare foarte dificil de obtinut si
intalnita rareori, forma sobra, pusa in valoare de un motiu decorativ de
inspiratie clasica, transforma aceasta piesa intr-o bijuterie a stilului Art
Deco.
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GARNITURA PENTRU FLORI

Atelier Boemia, 4/4 sec. XIX
Cristal, suflare in tipar,
gravare, slefuire, aurire
partiala

Imax =70 cm; Lmax =25%,% cm;
LAmax=11cm

Nr. inu.: 977%; C.192...202

Garnitura, ce numara 136 de
piese, include vase soliflor §i
jardiniere de diverse forme si
dimensiuni. Motivul decorativ
floral-uegetal este tratat in
maniera moderna si gravat cu
o remarcabila abilitate. Stil Art
Nouveau.







SERVICIU PENTRU LICHIOR

Atelier Ludwig Moser, Karlsbad, 4/4 sec. XIX
Cristal, sufiare liberd, gravare, slefuire.
1:36cm,D:24cm

Nr.inv.: 9777;LC.877

Din cristal fin, gravat cu motive vegetale si avimorfe, serviciul
este alcatuit dintr-un suport circular pe care se ageaza carafa §i
cele 12 paharele. Sloganul atelierului Moser - ,,uerre des rois, roi
du verre” (,,sticla regilor, regele sticlei”) este pe deplin justificat
prin clientela manufacturii, care includea familia imperiala
austriaca, familiile regale ale Marii Britanii, Spaniei, Noruegiei,
Romaniei etc., dar si prin calitatea exceptionald a decoratiei.
Stil eclectic.
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CUPA - FRUCTIERA

Atelier Ludwig Moser,
Karlsbad, 4/4 sec. XIX
Cristal, suflare in tipar,
tragere, gravare, slefuire
1:29cm,D:24 cm

Nr. inv.: 9779; LC.897

Finetea, claritatea si
transparenta cristalului
adaugate talentului
designerilor si gravorilor
au contribuit la crearea
uneipiese de un
rafinament si o frumusete
demne de renumele
atelierelor Moser.

Stil eclectic.



MUZEU

SALATIERA CU FARFURIE SUPORT

Atelier Ludwig Moser, Karlsbad, 4/4 sec. XIX

Cristal, sufiare in tipar, matisare partiald, gravare, slefuire
1:14cm,D:2% cm

Nr. inv.: 9780; LC. 880

Gravorii companiei Moser pun in mod magistral in opera motive
decorative vegetale sau avimorfe create de celebri artisti ai epocii.
Stil eclectic.
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UNTIERA CU CAPAC

Atelier Ludwig Moser, Karlsbhad, 4/4 sec. XIX
Cristal, suflare in tipar, gravare, slefuire
1:1,%cm,D:155%cm

Nr.inv.: 9781
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GIRANDOLA

Atelier Ludwig Moser,
Karlsbad, 4/4 sec. XIX
Cristal, suflare in tipar,
tdiere, fatetare, gravare,
slefuire, bronz, turnare,
cizelare

1:83,5cm,D:49 cm

Nr. inu.: 12503; €.629; LC. 126

Strédlucirea cristalului, ca

si perfectiunea taierii §ia
gravdrii sunt puse in valoare
de sursele de lumina ale
acestei piese. Decorul
naturalist, ce cuprinde
peisaje §i motive zoomorfe,
se circumscrie stilistic
curentului istorist.




CARAFA

Atelier Boemia, 4/4 sec. XIX
Cristal, suflare in tipar,
tdiere, fatetare, gravare,
slefuire, argint, presare,
cizelare

1:18 cm, D:15%,3 cm;

Nr.inv.: 13673

Forma conicd, bine
echilibrata, este in perfecta
armonie cu decorul artizanal
al fatetelor. Mangonul din
argint adauga un plus de
pretiozitate acestui obiect
de uz curent.



UNTIERA CU CAPAC

Atelier Ludwig Moser, Karlsbad, 4/4 sec. XIX
Cristal, suflare in tipar, taiere, fatetare,
gravare, slefuire

1:21cm,D:2% cm

Nr.inv.: 13786

Se remarca in mod special modalitatea in care
este realizata structurarea volumelor, dar si
executia rafinata a bogatului motiv gravat, cu
teme inspirate din natura. Stil eclectic.
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CUPA

Atelier Moser, Karlsbad, 1920 - 1930

Sticla, colorare in masa, presare in tipar, suflare libera
1:20,7 cm, D:172 cm

Nr. inu.: 14123

Liniile moderne ale designului sunt perfect compatibile cu sticla speciald, denumita , heliolit” dupa mineralul pe care il imita. Numit si
+piatra soarelui”, datorita claritatii, transparentei si cromaticii de exceptie, mineralul isi imprumuta calitatile materialului vitrogen din
care este suflata aceasta piesa. Stil Art Deco.
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SERVICIU PENTRU VIN

Atelier Boemia, 4/4 sec. XIX

Cristal, suflare in tipar, taiere, fatetare, gravare, slefuire,
aurire partiala

CARAFA

1:%1cm, D:13,5 cm

PAHAR

I:14cm,D:7cm

Nr.inv.: 14963
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CUPA
Atelier Boemia, 4/4 sec. XIX
Cristal, stratificare, suflare in tipar,
taiere, fatetare, gravare, slefuire
1:20 cm, D:18,5 cm

Nr. inv.: 15215

Stratul de suprafatd, din cristal rubiniu,
este taiat in linii 5i ove pe talpa si
picior, in timp ce corpul este gravat

cu diverse motive: scoica stilizata,
motiu vegetal, animalier, arhitectonic,
descoperindu-se astfel stratul interior,
din cristal alb. Stil eclectic.



PAHAR
Atelier Boemia, 4/4 sec. XIX

Sticla, colorare in masa,
sufiare in tipar, emailare
partiala, pictare cu
email,aurire partiala

1:1% cm, DB: 7,6 cm, DG: 10,1

(4))]
Nr. inv.: 1525%%

Vasul este sufiat din sticla
rosie si acoperit partial

cu email alb, apoi pictat
cu motiv floral, in email
policrom. Stil Biedermeier.
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PIESE DE §AH

Atelier Boemia, 1/4 sec. XX

Cristal, colorare in masa, sufiare in tipar, taiere, fatetare, gravare,
slefuire

Imax: 9 cm, Dmax:1,7 cm

Nr.inv.: 17182

Figurinele elegante, moderne, cu forme stilizate si linii simple, sunt
sufiate dintr-un cristal colorat in nuante delicate. Stil Arta1900.

98




MUZEULNATIONALPELES
COLECTIADESTICLA

he history of artisanal glassmaking in Bohemia and Moravia dates back almost a thousand years.

The vast forests of the Ore Mountains, in Lusatia, the western massif of the Giant Mountains and

the hills of Orlice provided all the resources required: wood, which was not only a fuel, but also a
source of potassium oxide; silex, the burning of which produces calcium oxide; the refractory materials used to line
turnaces and crucibles for melting; and water, which, thanks to the many torrents and streams, provided the energy
to turn mills and sawmills. Not to mention the local population, who contributed their now legendary ingenuity
and creativity. The glassmakers of Bohemia produced their first notable items of glassware in the early Middle
Ages, during the reign of Charles IV, the King of Bohemia and Holy Roman Emperor. In the second half of the
17th century, the quality of their products would increase considerably with the help of craftsmen from Bavaria,
Austria, France and, above all, Italy.

The glassmakers of Bohemia wanted to imitate Venetian glass, but their glass melt, different from that
used on Murano, was too viscous and had a lower plasticity interval owing to the use of potassium oxide as a flux.
However, by conducting numerous experiments, Bohemian glassmakers were able to develop a formula of their
own by adding calcium oxide to the silico-potassic mix. The glass made using this formula was the hardest glass
available at the time, making it suitable for engraving and deep cutting like rock crystal. This process of perfecting
the material took place gradually and independently of discoveries in other geographic regions. Bohemian crystal
became highly sought-after and fashionable all over Europe.

The unprecedented flourishing of the art of glassmaking in Bohemia was also in part due to the ability of
the local craftsmen to supress their own ideas, inspiration and creativity in order to meet the particular demands
of their customers in terms of shape and decoration.

'The technique of layered glass was used regularly in Bohemia from as early as the 18th century. It involved
the blowing of more than one layer of coloured glass into a certain shape, the heating of the object so that
the different coloured layers fused together and the cutting away of the uppermost layer to reveal the layer of
glass below. The list of the most important engravers who worked in the Bohemian workshops at the end of the
19th and start of the 20th centuries includes: Florian Giirtler and Auguste Hegenbart, from Mistrovice, who
specialised in hunting scenes; Franz and Peter Eisert, who worked at Friederich Egermann’s studio in Novy Bor;
Karl Giinther, Eduard Benda, Anton Simm and Emanuel Kittel, from the Jablonec region; Franz and Johann
Pohl from Novy Svet; and Andreas Teller, Anton H. Mattoni, Anton H. Pfeifer and Emanuel Hoffmann, who
worked in Karlovy Vary and Frantiskovy Lazne.

Deep-cutting became a possibility during the final quarter of the 18th century, when as well as potassium
oxide lead oxide began to be used in the manufacture of glass, affording it the hardness required for this technique.

'The majority of objects decorated using cutting and faceting were glasses and cups, whose decorations became

99




. MUZEULNATIONALPELES

COLECTIADESTICLA

increasingly elaborate and sometimes even spilled over onto their stems and bases. The start of the 19th century
saw the cuts become deeper, with the most frequently used patterns being diamond point, fan and star. These
decorations created a prism effect, which amplified the refraction of the light and gave the object a special sheen.

King Carol I commissioned from Bohemia an extensive range of everyday use glassware, such as sets of
cognac, champagne and water glasses decorated by cutting and faceting and personalised with the royal cypher in
colloidal gold. Another set of champagne, wine and water glasses made from Bohemia crystal, engraved with the
cypher HD (“Helena Doamna”) and commissioned by Alexandru Ioan Cuza was delivered only after the ruler’s
abdication and thus entered into the possession of the Royal House of Romania.

Friedrich Egermann (1777-1864) was without doubt the most prominent glassmaker in Bohemia. Born
in Blottendorf, near Haida, he trained as a glass enamellist in the studio of his uncle, Anton Kittel, in Kreibitz,
and from the outset demonstrated an exceptional talent, both artistically and technically. After completing his
apprenticeship, he set about discovering something no artist in Bohemia knew — the secret behind the exceptional
colours of the porcelain enamels used at the factory in Meissen. Pretending to be deaf and dumb, he won the
trust of the German craftsmen, allowing him to discover their secrets. Armed with this knowledge, he opened his
own decoration studio, first in Blottendorf, before moving later to Haida, in 1820. His venture was an immediate
success and his studio boasted 200 craftsmen who would decorate between 136 and 170 tonnes of glass annually.

A brilliant experimenter, Friedrich Egermann enriched the art of glassmaking considerably through his
many inventions in the areas of melting technologies and decoration techniques. He adapted the art of enamel
painting on porcelain, which he had learned in Meissen, to the medium of glass; he revived, after four centuries
of neglect, the red glaze, obtained by adding copper oxide to the glass surface, as well as the yellow glaze, obtained
using silver; he invented the lithyalin and hyalith types of glass, which imitate malachite, carnelian and agate, as
well as other precious stones. One particular decorative technique specific to Egermann’s workshops involved the
application to the surface of a colourless object of a drop of coloured glass, typically yellow, which was then polished
and engraved. One night, however, the workshop in Haida was broken into and some of their secret techniques
were discovered, the use of which spread, first to Saint-Louis and then all over Europe and the United States.
Friederich Egermann continued his work, perfecting his decorative techniques and introducing new patterns. He
was the most important and most copied glassmaker in Europe and became an emblematic figure of the art of
glassmaking. Thanks to his talent and ingenuity, Bohemia would regain its leading position on the market after
having lost ground following the advent of deep-cut English crystal. Friederich Egermann’s inventions are still
used successfully today.

Ludwig Moser (1833-1916) is another giant of European artistic glassware. In 1857, he founded Ludwig
Moser & Sohne, a small engraving studio that decorated blank objects blown by the glassmakers Loetz, Meyr’s
Nefte and Kharracov. His studio also had a showroom from where they sold their luxury wares to the rich clientele
of the Karlovy Vary spa. Moser glassware was considered to be of the highest quality, something confirmed at the
International Exhibition in Vienna of 1873 with the award of the gold medal.

In order to become completely independent, in 1893 Ludwig Moser acquired a glass manufacturer in
Meierhofen bei Karlsbad. At this glassworks, which was given the name of Karlsbaderglasindustrie Gesellschaft
Ludwig Moser & Séhne, Moser’s sons, Gustav and Rudolf, would work alongside 400 other employees. Moser’s
company was specialised in the decoration of blown glass by hand cutting, engraving and painting. Owing to the
quality of the crystal and their exquisite hand-made decorations, Moser’s products were collected by lovers of

luxury glassware the world over.
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In 1904, Ludwig Moser was awarded a warrant to
become a supplier to the Austrian Imperial Court, while
four years later he became a supplier to the King of England,
Edward VIIL. The Moser company’s clientele included Pope
Pius XI, the Turkish Sultan Abdul Hamid II and the royal
courts of Spain and Norway — hence the manufacturer’s
slogan, “Verre des rois, roi du verre”.

At the Panama-Pacific International Exhibition of
1915, the collection exhibited by Moser received the gold
medal, leading Louis Comfort Tiffany to declare: “The
reward is well-deserved, given the exceptional quality of the
decorations.”

After the death of his father in 1916, Leo Moser took
over the running of the company,which he proceeded to expand
considerably. The Moser company exhibited its outstanding
glassware at the International Exhibition of Decorative Arts
in Paris of 1925, as well as at other exhibitions in London
and Vienna, Belgium and Italy. Moser crystal continued to be
known for its exceptional fineness, clarity and transparency,
while its decoration, masterfully achieved through cutting,
engraving, painting and gilding, remained close to perfection.
Added to all this were the elegant classic and modern shapes
and the brilliance of the decorative motifs created by some of
the leading artists of the day.

The economic crisis of the early 1930s had serious
consequences for the company, which cut its number of
employees to 240. In 1932, Leo Moser resigned as managing
director, selling his shares in the company in 1938.The factory
nonetheless remained open and today, over 140 years since its
tounding, still produces a range of remarkable glassware for a
high profile international clientele. Working over a number
of generations, the company perfected the art and science of
producing luxury glassware, with Moser products today being
synonymous with wealth, high social status and exquisite
taste. Series such as Maharani, Paula, Splendid, Pope and
Lady Hamilton, designed around the turn of the 20th century,
are just as popular today as they were at the time they were
first created. They combine a high artistic quality of an elegant
simplicity with perfect craftsmanship.
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teliere franceze de sticlirie sunt semnalate in Argonne incd din secolul al III-lea d.

Hr. Aceastd provincie, situatd intre Champagne §i Lorrraine, in mijlocul colinelor ce

prelungesc padurile din Ardennes, trecea in Evul Mediu drept granita intre Sfantul
Imperiu si regatul francez. Sticla din aceasta zoni se baza pe soda veniti, ca si mesterii sticlarii de altfel,
de pe malurile Mediteranei. Productia nu poate fi diferentiati de cea realizati in restul Galiei. In Evul
Mediu abatiile jucau un rol preponderent in fondarea sticliriilor. Impreuni cu metalurgia, ele constituiau
singurul mijloc de exploatare a padurilor greu accesibile. Abatia cisterciand de la Chalande, de exmplu,
numdra sapte sticlirii, in timp ce pe o suprafatd de 1000 km? se aflau alte saizeci de manufacturi. Atelierele
din Bercettes realizau cupe cu picior, care au fost vindute in tot nordul Europei, iar o altd manufacturi,
situatd la doi kilometri distantd, producea sticld plani si vitralii. Totusi, cele mai multe sticlirii din zoni
erau specializate in producerea de recipiente pentru vinul spumos de Champagne. Pentru a evita zonele
aflate sub monopol, sticlarii s-au deplasat spre vest, in special citre abatia din Chatrices, unde s-au
asociat cu artizanii italieni ce trecuserd Alpii, §i care i-au invitat sd produci celebrul criszalin venetian. La
sfarsitul secolului al XVI-lea, influenta italiani se estompeazid ca urmare a misurilor protectioniste luate
de ducele de Lorena si din cauza epuizirii sodei, cu care italienii erau obisnuiti. Din aceastd cauza, in
Argonne se va folosi mult timp ca fondant oxidul de potasiu, obtinut din cenusa de lemn.

In prima jumitate a secolului al XVII-lea, activitatea sticliriilor se diminueazi considerabil,
datorita rizboaielor care vor da Frantei provinciile Argonne si Lorena. In cele din urmi, atelierele isi
reaprind cuptoarele si se reitereazd productia de modele italienesti, dar tot cu o compozitie bazata pe
oxidul de potasiu. Regele Ludovic al XIV-lea isi extinde politica de investitii straine in Lorena, i astfel,
prin privilegiu regal, Tilman d’Heur, megter sticlar venit din Tdrile de Jos, se stabileste la Verdun, unde
produce diverse piese suflate si oglinzi din cristal, in manieri venetiani.

La sfarsitul secolului al XVII-lea, Bernard Perrot va da productiei de sticld francezd o anumiti
independenti si o va elibera, pentru un timp, de influenta venetiand. De origine italiani, Perrot locuieste
la Orléans. Alchimist §i cercetitor, el devine cel mai eminent sticlar al epocii sale. Este inventatorul

procedeului de tragere a oglinzilor i al mai multor retete speciale de sticld ce imitd portelanul sau agatul.
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CARAFA PENTRU CONIAC

Atelier francez, 4/4 sec. XIX

Sticla, sufiare liberd, modelare, pastilare,
decor aplicat

1:28 cm,D:18,%5 cm

Nr.inv.: 13673

Carafa face parte dintr-un lot comandat de
producatorul de coniac E. Remy Martin, din
Franta. Decoratia istorista cuprinde elemente
aplicate la cald - pe corp, medalioane cu
motiv crin heraldic realizat prin presare cu
un poanson, iar pe lateralele piesei, brauri de
denticuli reliefati. Stil eclectic.

Prin contributiile la evolutia tehnologicd, dar si prin valoarea esteticd a pieselor realizate, Bernard Perrot
ocupd un loc important in dezvoltarea artei sticlariei.

Virsta de aur a sticldriei franceze incepe cu adevirat in secolul al XVIII-lea, chiar dacd influenta
operelor gen Venetia, gen Boemia sau gen Anglia se resimte incd. Nevers este, timp de cateva decenii, cel
mai important centru de sticlirie, meritindu-si numele de micu/ Murano, si distingdndu-se printr-o
productie de piese emailate remarcabile. Vedetele sticliriei franceze din secolul al XVIII-lea sunt insd
sticlele eglomisés. Ele sunt realizate intr-o tehnicd cunoscuti incd din antichitate si care constd in a fixa o
foaie subtire de aur sau de argint, gravati cu un varf ascutit, intre doui straturi de sticld. Acest procedeu

este reluat mai tirziu in Boemia si in Franta, datoritd unui creator de rame, gravor si negustor de stampe
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pe nume Glomi, care il va readuce la moda. Numele lui va fi dat tuturor sticlelor, chiar vechi, obtinute

prin acest procedeu.

In prima jumitate a secolului al XIX-lea, cristaleriile Sains—Louis, Baccarat si Clichy inundi piata
cu presse-papier-uri millefiori, care fuseserd semnalate francezilor pentru prima dati de Eugeéne Peligot.
In 1845 el intocmise un raport in care semnala faptul cd a vizut la Viena, prezentate de un sticlar italian,
presse-papier-uri de formd rotundd, din sticld foarte transparentd, in care se afld niste mici tuburi de toate
culorile si de toate formele, asamblate astfel incit sa produca efectul unei multitudini de flori.

Sulfurile, numite si cristaloceramuri, au i ele mare succes in Franta si sunt produse cam in aceeasi
perioadd ca si presse-papier-urile millefiori de sticliriile Gros—Caillou, de la Boulogne—sur—Seine, sau
Recollets, de la Paris. Tehnica constid in inglobarea in sticli a unei camee din argild foarte albi, avind
aspectul argintului mat - sulfurd de argint, de unde si denumirea acestor obiecte.

Perioada Art Nouveau se extinde in Franta pe aproximativ patru decenii. Aceastd lungi perioadd
de timp a permis improspitarea viziunii artistice a sticlei, prin redescoperirea si perfectionarea de vechi
tehnici, care vor deschide drumul unor noi mijloace de expresie. Ar# Deco-ul va decurge natural, in
alternanta normali ce face ca unei perioade exuberante i baroc, in care artistul se inspird din toate sursele

ce 1i sunt oferite, si ii succeadd o perioada mai clasicd, mai calmi, mai rationala.
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VAS

Atelier francez, 1/4 sec. XX
Sticla, sufiare libera, modelare,
pigmentare, decor aplicat
1:28,%5 cm,L:17cm, LA:13 cm
Nr.inu.: 1467

Conceptia decorativa a acestui
vas se bazeaza pe relatia dintre
liniile verticale si cele curbe,
dar si pe contrastul dintre sticla
incolora a vasului si accentele
de culoare aduse de elementele
aplicate. Corpul romboidal, cu
racordari fine, este prelungit
prin gatul inalt, iar suprafata
ripsata accentueaza elementul
de verticalitate. Lambrechinele
curbilinii, cu suprafata
fragmentata in multiple picaturi
divers colorate, prezinta o
tehnica de executie interesanta
- pe masa de lucru se imprastie
cioburi mici de sticla, de diverse
culori; peste ele se rostogolesc
cordoane fierbinti din sticla
incolora, realizate prin tragere,
de care adera micile cioburi
colorate, ce sunt apoi incalzite cu
arzatorul, pentru a se rotunji sub
actiunea tensiunii superficiale.
Stil Art Nouveau.
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CUPA PE TREPIED

Atelier francez, 1/4 sec. XX

Cristal, suflare in tipar, taiere, slefuire; bronz, turnare, cizelare
1:195 cm,D:13 cm

Nr.inu.: 11980

Trepiedul din bronz, cu ornamente floral-vegetale ale caror frunze si tije se
unduiesc §i se impletesc, sustine vasul din cristal decorat cu motiv liniar taiat.
Stil Art Nouveau.
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PAHAR

Atelier francez, 1/4 sec. XX

Cristal, suflare in tipar, gravare,
slefuire; argint, presare, decupare,
cizelare

1:10cm,D:7 cm

Nr.inv.: 18348

COSULET

Atelier francez, 1/4 sec. XX
Cristal, suflarein tipar, taiere,
slefuire; argint, presare, cizelare
1:7cm,D:13cm

Nr.inv.: 18172

MUZEULNATIONALPELES
COLECTIADESTICLA

Combinatia intre cristalul fin,
decorat prin gravare cu lambrechin
vegetal sau prin taiere in fatete
mérunte, §i argint presat si cizelat
confera pieselor un plus de
pretiozitate.
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FRUCTIERA

Atelier francez, 1/4 sec. XX
Cristal, suflare in tipar, taiere,
gravare, slefuire; metal comun,
turnare, argintare, patinare
1:90cm, D:37 cm

Nr.inu.: 18385

Remarcabila valoare artistica

a acestei piese este conferita
atat de cupa-fructierd, suflata
dintr-un cristal fin, gravat cu
minutiozitate, cat, mai ales, de
calitatile plastice ale suportului.
Artistul foloseste linia arcuita sau
ondulatorie pentru a da gratie i
eleganta ansamblului. Principiul
,wutile cum dolci” este onorat
prin concilierea intre forma i
functionalitate. Stil Art Nouveau.
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VAS

Atelier francez, 1/4 sec. XX

Sticld, colorare in masa, suflare in tipar, matisare partiala prin acidare
1:19,6 cm, D :20,6 cm

Nr. inv.: 18744

Forma simpla, tronconica, bine echilibrata a corpului se combina fericit cu liniile arcuite
ale anselor. Culoarea fumurie, dificil de ob{inut, impreuna cu motivul floral in usor relief,
prelungit si pe talpa, adauga un plus de farmec subtil acestui vas. Stil Art Nouveau.
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rench glassmaking in Argonne dates back to the 3rd century AD. During the Middle Ages,

this province — situated between Champagne and Lorraine amid the hills that emerge out of

the forest of the Ardennes — served as the border between the Holy Roman Empire and the
Kingdom of France. Glass from this area relied on soda, which, like the craftsmen who worked there, came from
the Mediterranean coast. The glass made in Argonne was indistinguishable from that made in the rest of Gaul.
During the Middle Ages, abbeys played a prominent role in the establishment of glassworks. Together with
metalworking, glassmaking was the only industry that exploited the inaccessible forests. The Cistercian abbey in
Chalande, for example, had seven glassworks, while there were a further 60 glassworks spread over a 1,000 square-
kilometre area. The glassmakers in Bercettes produced cups with stems, which were sold all over northern Europe,
and another manufacturer, located some two kilometres away, produced plate and stained glass. However, most
glassworks in the area were specialised in the production of vessels for sparkling wine from the Champagne region.
In order to avoid areas where there was a pre-existing monopoly, glassmakers moved to the west, in particular to
the abbey in Chatrices, where they joined forces with Italian craftsmen who had crossed the Alps and taught them
how to make the famous Venetian crystal glass. By the end of the 16th century, the Italian influence had begun
to wane as a result of the protectionist measures implemented by the Duke of Lorraine and the exhaustion of the
supply of soda, with which the Italians were accustomed to working. Consequently, the glassworks of Argonne for
a long time used potassium oxide, found in wood ash, as a flux.

The first half of the 17th century saw a significant fall in the glassmaking activity owing to the wars that
would see France gain possession of the provinces of Argonne and Lorraine. The glassworks there would once
more fire up their furnaces and again begin producing Italian-style glassware, albeit still using potassium oxide.
King Louis XIV expanded his policy of encouraging foreign investment to Lorraine, which, having received a
royal privilege, saw Tilman d’Heur, a glassmaker from the Netherlands, settle in Verdun, where he began to
produce various blown glassware and crystal glass mirrors in the Venetian style.

At the end of the 17th century, Bernard Perrot would afford French glassmaking a certain independence,
liberating it, at least for a while, from the Venetian influence. Of Ttalian origin, Perrot lived in Orléans. An alchemist
and researcher, he became the most preeminent glassmaker of his era. He was the inventor of a new method of
casting glass for mirrors and many special formulae for making glass that imitated porcelain and agate. Thanks to
his contributions to new technologies, as well as the aesthetic value of the glassware he produced, Bernard Perrot
occupies an important place in the history of glassmaking.

'The golden age of French glassmaking in effect began in the 18th century, even if the influence of Venetian,
Bohemian and English glassmaking could still be felt. For a few decades, Nevers was the most important

glassmaking centre in France, earning it the title of “Little Murano” thanks to its production of exquisite enamelled
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pieces. However, the real star of French glassmaking during the 18th century was verre églomisé. This type of glass

uses a technique that dates back to antiquity and involves the application of a thin leaf of gold or silver engraved
with a sharp point between two layers of glass. This technique was later revived in Bohemia and France thanks to
a frame maker, engraver and art dealer by the name of Glomi, who brought it back into fashion. His name would
be given to all glass, even older pieces, produced using this technique.

During the first half of the 19th century, the glassworks of Saint-Louis, Baccarat and Clichy flooded the
market with millefiori glass paperweights, which were first introduced to the French by Eugene Peligot. In 1845,
the latter produced a report in which he described how he had seen in Venice, in the presentation of an Italian
glassmaker, round shaped paperweights made of highly transparent glass containing tiny tubes of every possible
colour and shape that gave the effect of a multitude of flowers.

Sulphides, also known as crystallo-ceramics, also enjoyed great success in France and were produced around
the same time as the millefiori glass paperweights by the Gros-Caillou glassworks, in Boulogne-sur-Seine, and
Récollets in Paris. The technique involves the encasing in glass of cameos made of extremely white clay, resulting
in their mat silver/silver sulphide appearance.

The Art Nouveau movement in France lasted approximately four decades. This long period of time was
conducive to the development of a fresh artistic approach to glassmaking based on a revival and perfecting of
older techniques, thus paving the way for new means of expression. Art Deco would follow naturally, as part of the
natural alternation that sees an exuberant and baroque period, in which the artist finds inspiration in all things,
succeeded by a more classic, calmer, more rational period.
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n 1760 au fost inchise salinele de la Roziéres si, astfel, cantitatea apreciabild de lemn sositd pe

calea apei de la Baccarat riménea fird utilizare. Principalul proprietar al padurii de unde era

exploatat acest lemn, Monseigneur de Montmorency—Laval, episcop de Metz, dorea si creeze
la Baccarat o gurd de foc lucrativi. A studiat posibilitatea construirii unei turnitorii, dar in zoni nu se aflau
minereuri de fier la o distantd accesibild. S-a gandit si la fondarea unei faianterii, insd in imprejurimi se
aflau numeroase astfel de ateliere, a ciror concurentd nu ar fi putut si o invinga. In cele din urmi a ales
sd construiascd o sticldrie si a adresat, in 1764, o cerere in acest sens regelui Ludovic al XV-lea, in care isi
justifica astfel demersul: Sire, Franta duce lipsa de sticlarie de arti si de aceea produsele din Boemia intrd in
fard in atit de mare cantitate; rezultd de aici un export considerabil de fonduri, in acest moment in care regatul
ar avea atita nevoie de ele pentru a se reface dupd funestul razboi de Sapte Ani. In Pplus, din 1760, tdietorii
nostri de lemn nu au de lucru. Regele a acordat permisiunea construirii sticldriei si, astfel, au luat nagtere
atelierele denumite Verrerie de Sainte—Anne in orasul Baccarat, din Lorena, fondatori fiind Louis—Joseph
de Montmorency-Laval, episcop de Metz i un megster sticlar de la manufactura Sainz—Louis.

Dupi Revolutia Franceza, sticliria Sainte—Anne cunoaste perioade de dificultiti financiare si este
chiar inchisi, in 1813.Trei ani mai tarziu, este preluati de Aimé—Gabriel d’Artigues, bancher si industrias,
care conducea din 1788 cristaleriile Sains—Louis si care era deja proprietarul unei alte cristalerii, situatd la
Vonéche, in sudul Tirilor de Jos. Numele vechii sticlirii Sainte—Anne se schimbi in Cristaleria Baccarat.
Cristalul produs in aceastd manufacturd, de foarte buni calitate, nu are compozitia silico—potaso-calcici a
cristalului de Boemia, ci este mai apropiat de cristalul produs la Sains—Louis intre 1779 $i 1781, perioada
in care, prin experimentiri asidue, se descoperise aici o retetd apropiati de cea a cristalului englezesc.

In 1822, din ratiuni economice, Gabriel d’Artigues este obligat si vinda cristaleria Baccarat lui
Pierre Antoine Godard—Desmarest. Doi ani mai tirziu, noul proprietar incredinteazid conducerea
societdtii unui tandr inginer politehnist, Jean—Baptiste Toussaint, decizie care a stat la baza nagterii a
doui dinastii familiale, una posedind capitalul societitii, cealaltd avind conducerea atelierelor.

Societatea, cu personal franco-belgian, cultivd excelenta si isi continud parcursul ascendent. Ea
primeste in anul 1823 prima comandi regald, din partea lui Ludovic al XVIII-lea, ceea ce a reprezentat

inceputul unei lungi serii de comenzi pentru familii regale i sefi de state de pe intreaga planeti.
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SERVICIU PENTRU DULCEA]'I'!
Atelier Baccarat, 4/4 sec. XIX
Cristal, suflare in tipar.
PAHAR PENTRU APA
1:13cm,D:8cm

Nr.inv.: 15213

CHESEA

1:9,3cm,D:12,3 cm

Nr.inv.: 15214

Serviciul cuprinde 1Z pahare si 0 chesea,
sufiate in forme simple, in godroane
torsadate, care amplifica stralucirea
cristalului de o limpezime si transparenta
unice, justificand renumele manufacturii
Baccarat. Stil eclectic.
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SET DE PAHARE PENTRU SAMPANIE
Atelier Baccarat, 1/4 sec. XX

Cristal, suflare in tipar, gravare, slefuire
1:10,4cm,D: 9% cm

Nr.inv.: 13699

Ansamblul este constituit din 18 pahare din cristal fin, suflate intr-o

forma traditionala si decorate prin gravare manuala cu motive
vegetale stilizate.
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Climatul in care evolua cristaleria Baccarat era unul favorabil, cici economia francezi se afla intr-o
perioadi de reviriment, ceea ce declangase o cerere sporiti de obiecte de lux. In plus, beneficia de avantajul
unei amplasiri favorabile, fiind inconjurati de numeroase faianterii care achizitionau de la Baccarat
deseurile de cristal, pe care le foloseau pentru a prepara glazurile necesare acoperirii propriilor produse.

Din 1841, la Baccarat se produc cristaluri colorate, datoriti contributiei lui Francois—Eugéne de
Fontenay, un inginer specializat in pigmenti coloranti pentru sticla.

Anul 1855 marcheazi un nou succes al cristaleriilor Baccarat: la Expozitia Universald de la Paris,
colectia prezentati de companie cistigd medalia de aur, consolidindu-si astfel renumele mondial.
Produsele de lux din cristal cu plumb: vase, candelabre, flacoane de parfum, servicii de masi de o inaltd
calitate sunt tot mai cerute pe piata. In perioada 1868 - 1883, cristaleriile Baccarat sunt conduse de Paul
Michaut, ginerele lui Jean—Baptiste Toussaint. El influenteazi, cu puternica sa personalitate, destinele
companiet, in special dupd 1870, cind a introdus mecanizarea anumitor etape de fabricatie, transformand
astfel cristaleriile Baccarat intr-una dintre cele mai mari uzine franceze. A fost urmat la conducerea

companiei de fiul siu, Adrien Michaut, care s-a aflat in fruntea atelierelor pani la disparitia sa, in 1936.
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he year 1760 saw the closure of the Rozi¢res salt mines and as a result there was no longer any

use for the considerable quantities of wood arriving by water from Baccarat. The principal owner

of the forest from which this wood was sourced, Monseigneur de Montmorency-Laval, Bishop
of Metz, thus sought to create a lucrative enterprise in Baccarat that would make use of his wood. He considered
building a foundry, but there were no sources of iron ore within a reasonable distance. He considered creating a
pottery, but there were already many such establishments in the area with which he could never compete. In the
end, he decided to build a glassworks, and to this end he petitioned King Louis XV in 1764 as follows: “Your
Majesty, France is lacking fine glassmaking craftsmanship and centres, and this is why so much glassware comes
from Bohemia. These imports lead to astonishing disbursements that weigh heavily on our finances at a time when
the Kingdom is trying to recover from the disastrous Seven Year War and our lumberjacks have been without work
since 1760.” The King granted him permission to build a glassworks and so the Verrerie de Sainte-Anne, founded
by Louis-Joseph de Montmorency-Laval, Bishop of Metz, together with a glassmaker from the Saint-Louis
glassmakers, was opened in the town of Baccarat, Lorraine.

After the French Revolution, the Sainte-Anne glassworks ran into financial difficulties and was forced to
close in 1813.Three years later, however, it was taken over by Aimé-Gabriel d’Artigues, a banker and industrialist
who had been in charge of the Saint-Louis glassworks since 1788 and who was also the owner of a crystalworks in
Vonéche, in the Southern Netherlands. The Sainte-Anne glassworks were duly renamed the “Cristallerie Baccarat”.
'The high-quality glass made by this manufacturer did not use the same potassium-calcium-silicate composition as
Bohemia crystal, instead being closer to the crystal glass produced by the Saint-Louis glassmakers between 1779
and 1781, a period of intense experimentation that led to the discovery of a formula similar to that used in English
crystal.

For economic reasons, in 1822, Gabriel d’Artigues was forced to sell the glassworks in Baccarat to Pierre-
Antoine Godard-Desmarest. Two years later, the new owner entrusted the young engineer Jean-Baptiste
Toussaint with the running of the company, a decision that led to the birth of two family dynasties, one in
possession of the capital of the company, the other the running of the factory.

With its Franco-Belgian workforce, the company continued to maintain its excellent standards and its
upward trajectory. In 1823, it received its first royal commission, from Louis XVIII, and this was to be the start of
a long series of commissions from royal families and heads of state from all over the world.

The economic circumstances in which the glassworks in Baccarat operated were favourable, given that the
French economy was going through a period of recovery which meant an increased demand for luxury items.
It also enjoyed the advantage of having a good location, being surrounded by a large number of potteries that
purchased waste glass from Baccarat for use in the glazes they applied to their own products.
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As of 1841, the Baccarat glassworks began producing coloured glass with the help of Frangois-Eugeéne de
Fontenay, an engineer specialised in glass colouring pigments for glass.

'The year 1855 was marked by a new success for the crystalworks in Baccarat: the collection presented
by the company at the Universal Exhibition in Paris was awarded the gold medal, thus consolidating the firm’s
international reputation. The company’s luxury lead crystalware — vases, chandeliers, perfume bottles, tableware,
all of a high quality — became increasingly sought-after on the market. Between 1868 and 1883, the Baccarat
crystalworks was run by Paul Michaut, the son-in-law of Jean-Baptiste Toussaint. With his strong personality, he
would have a great influence on the company, especially after 1870, when he introduced mechanisation to certain
stages of production, thus transforming the Baccarat crystalworks into one of the largest factories in France. He
was replaced as manager by his son, Adrien Michaut, who remained at the head of the company until his death
in 1936.
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n anul 1586, la Saint-Louis—les—Bitche, a fost fondati cea mai veche sticlirie francezi.

Localitatea, care se numea atunci Minzthal, se afld chiar in inima zonei impadurite a lantului

muntos Vosges de Nord. Distrusd in timpul Rédzboiului de 30 de ani, sticliria este reconstruitd
pe acelagi amplasament, in 1767. Anul 1788 marcheazi un moment important in istoria manufacturii
de la Saint-Louis, datoriti instaldrii la conducere a lui Aimé Gabriel d’Artigues (1773 — 1847) . El
se va impune ca cel mai remarcabil sticlar francez al epocii sale. A fondat cristaleria de la Vonéche,
de langd Namur, care va deveni, in timpul Primului Imperiu, cea mai importanta din Franta, apoi, in
timpul Restauratiei, pune bazele cristaleriei de la Baccarat. Tot Gabriel d’Artigues a fost cel care a initiat
tfondarea cristaleriilor de la Val Saint-Lambert si de la Seraing—sur— Meuse, de linga Liege.

In anul 1809 manufactura din Saint—Louis capitd, datoritd unei schimbiri a proprietarului, statutul
de Sticlaria si cristaleria Saint—Louis. Citiva ani mai tirziu s-a anuntat §i o fuziune cu atelierele de la
Baccarat, dar apropierea s-a limitat la o retea comuna de magazine, care a functionat in perioada 1832 —
1857.

Dupai infrangerea Frantei in rizboiul cu Prusia, din anii 1870 — 1871, noua frontierd situeazi
Saint—Louis in teritoriul german. A fost o perioadi dificild pentru manufacturd intrucit piata francezi
era pierduta in favoarea cristaleriei Baccarat, rimasi in teritoriul francez, in timp ce piata germani era
ocupati de cristaleriile si sticldriile din Silezia si Bavaria, aflate acolo de mult timp.

In 1918, revenirea regiunii la Franta creeazi cristaleriei din Saint-Louis o noui problemi - piata
germani se inchide, iar cea francezd este dominatd de cristaleria Baccarat, devenitd intre timp o glorie
nationali. In aceste conditii dificile, manufactura Saint-Louis a reusit nu numai si supravietuiasci, ci s si
prospere, ceea ce demonstreazd nu numai vitalitatea exceptionald a atelierelor, dar i capacitatea deosebiti
a celor care le-au condus.

Saint-Louis a fost prima cristalerie francezi care a produs, incd din 1848, presse-papier-uri cu
motive millefiori, dupi procedeul venetian reprodus de Bontemps,la Choisy-le—Roi. Aceste boulles presse-
papier vor cunoaste un succes enorm, timp de peste 20 de ani, §i vor trezi emulatia cristaleriilor din

Baccarat si Clichy.
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SERVICIU DE MASA

Atelier Saint-Louis, 4/4 sec. XIX
Cristal, suflare in tipar, gravare,
slefuire

CARAFA
1:23,5cm,D:14,5 cm
Nr.inv.: 1764

BOL

1:7cm,D:13cm
Nr.inv.: 13674

PAHAR PENTRU CONIAC
1:177%cm,D: 6 cm
Nr.invu.: 13694

PAHAR PENTRU VIN
1:13,4cm,D:6 cm
Nr.inv.: 13694
PAHAR PENTRU VIN
1:14cm,D:7cm
Nr.inv.: 1369%
PAHAR PENTRU APA
1:12,3cm,D:6 cm
Nr.inv.: 13694
PAHAR PENTRU ORANJADA
1:10cm,D: 6,5 cm
Nr.inv.: 13694

Serviciul este constituit din 113
piese, cu un design de factura
istorista. Cristalul este deosebit
de fin, iar gravura cu motiv
lambrechin vegetal se remarca
prin eleganta si delicatete. Stil
eclectic.
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Preocuparea manufacturii Saint-Louis de a se mentine permanent in avangarda modei a
determinat-o si se intereseze de toate inovatiile in domeniu, si astfel, a lansat in 1855 imitatii remarcabile
de malachit, agat si alte pietre fin marmorate. Calitatea lor era comparabild cu a produselor din Boemia,
care constituiau modelele si sursa de inspiratie.

Incepand cu a doua jumitate a secolului al XIX-lea, atelierele Saint-Louis produc un cristal incolor
de o mare frumusete, cu proprietati optice foarte bune si cu o densitate care il face potrivit taierii si
gravirii. Acestui tip de cristal i se datoreazi reputatia dobanditd de manufacturd, devenitd unul dintre
cele mai importante ateliere producitoare de sticlirie artisticd din Europa. Serviciile de masd din cristal
au devenit o specialitate a atelierelor Saint-Louis si se remarcd mai ales prin strilucirea i claritatea
materialului, dar §i prin bogitia si perfectiunea decoratiei tdiate sau gravate. Cristalurile de Saint—Louis
nu au alt rival pe continent, decit pe cele produse la Baccarat, ori la Val Saint-Lambert.

Schimbarea esteticii initiatd de curentul Art Nouveau se va manifesta tarziu la Saint—Louis, citre
sfarsitul secolului al XIX-lea. S-au niscut atunci creatii de inalti calitate, cu un design influentat de ideile
promovate de Scoala de la Nancy, dar de o certd originalitate. Un creator important al atelierelor Saint—
Louis a fost in aceasta perioadd Paul Nicolas, artistul care a folosit si pseudonimul &’Argental.

In deceniul 1920 - 1930, perioada de evolutie a Art Deco-ului, numerosi artisti, ca Marcel Goupy,
Jean Luce sau Maurice Dufréne, au comisionat executia de modele proprii, gravate sau emailate artistic,
la Saint-Louis. Jean Sala a fost consilierul artistic al manufacturii, in perioada 1933 — 1939. In stilul lui
personal, plin de vervi si umor, a creat vase, cupe, candelabre, numeroase figurine cu subiect animalier, dar,
ca si in perioada Art Nouveau-ului, dominante la Saint-Louis au rimas superbele cristaluri cu tdieturi
clasice sau moderne.

Casa regala a Romaniei a achizitionat de la manufactura Saint-Louis, catre sfarsitul secolului al
XIX-lea, un serviciu de masi ce cuprinde carafe, boluri, pahare pentru coniac, vin, apd si oranjadi, suflat

intr-un cristal foarte fin, de o extraordinara claritate §i transparenti, cu linii clasice si decor istorist.
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rance’s oldest glassworks was founded in 1586 in Saint-Louis-lés-Bitche. This commune, known

as Miunzthal at the time, was situated right in the heart of the forested part of the Northern

Vosges mountain chain. Destroyed during the Thirty Years War, the glassworks was rebuilt on the
same site in 1767. The year of 1788 proved to be an important year in the history of the factory in Saint-Louis,
being the moment when its running was taken over by Aimé Gabriel d’Artigues (1773-1847). The latter would
become known as the most remarkable French glassmaker of his era, founding the crystal glassworks in Vonéche
near Namur, which during the First French Empire would become the most important glassworks in the country,
tollowed, during the Restoration, by the glassworks in Baccarat. And it was also Gabriel d’Artigues who founded
the glassworks in Val Saint-Lambert and in Seraing-sur-Meuse, close to Liege.

In 1809, following a change of ownership, the Saint-Louis glassworks became known as the Saint-Louis
crystal glassworks. A few years later, it was announced that there was to be a merger with the Baccarat glassworks,
something which, however, only took the form of a shared network of outlets that was operational between 1832
and 1857.

After the defeat of France in the Franco-Prussian War of 1870-71, the new border saw Saint-Louis become
part of German territory. These were difficult times for the manufacturer, for it had lost access to the French
market (to the benefit of the Baccarat glassworks, which remained in France), while the German market was
already dominated by the Silezia and Bavaria glassmakers, which had long-standing presences there.

The return of the region to France in 1918 created a new problem for the crystalworks of Saint-Louis:
they now no longer had access to the German market, while the French market had in the meantime become
dominated by the Baccarat glassworks. However, amid these difficult circumstances the Saint-Louis company
not only managed to survive, but to prosper, demonstrating both the exceptional vitality of its workshops and the
special talent of those in charge.

Saint-Louis was the first French crystalworks to produce, from as early as 1848, millefiori paperweights
using the Venetian technique revived by Bontemps at Choisy-le-Roi. These boules presse-papier proved to be a
great success over a period of more than 20 years, with the crystalworks of Baccarat and Clichy producing their
own imitations.

'The Saint-Louis glassmakers” desire always to be at the forefront of fashion meant it kept a keen eye
on innovations in the field, launching, in 1855, some remarkable imitations of malachite, agate and other finely
marbled stones. The quality of these products was comparable to those produced in Bohemia from which they
took their inspiration.

As of the second half of the 19th century, the Saint-Louis company began to produce a colourless crystal
glass of great beauty that had excellent optical qualities and a density that made it suitable for cutting and
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engraving. It was this type of crystal glass that was responsible for the excellent reputation of the manufacturer,
which had become one of the most important producers of artistic glassware in Europe. Its crystal tableware,
famed in particular for the brilliance and clarity of the material used, as well as the richness and perfection of its
cut or engraved decorations, was a speciality of the crystalworks from Saint-Louis. The manufacturer’s crystalware
is only rivalled on the continent by that produced by Baccarat and Val Saint-Lambert.

The aesthetic shift brought in by the Art Nouveau movement would not be seen at Saint-Louis until later,
towards the end of the 19th century, when the company began producing high-quality works whose designs were
influenced by the ideas promoted by the School of Nancy while also retaining a clear sense of originality. One
important name to work at the Saint-Louis glassmakers during this period was that of Paul Nicolas, the artist who
also signed his works using the professional name of “d’Argental”.

During the 1920s, the decade that saw the development of the Art Deco style, many artists, such as Marcel
Goupy, Jean Luce and Maurice Dufréne, had their designs made, engraved and enamelled at the Saint-Louis
crystalworks. Jean Sala served as artistic advisor to the company between 1933 and 1939. In his own personal style,
tull of enthusiasm and humour, he designed vases, cups, chandeliers and numerous animal figurines. However, just
as during the Art Nouveau period, it was the superb crystalware with its classic and modern designs that would
dominate production at Saint-Louis.

Towards the end of the 19th century, the Royal House of Romania purchased from the Saint-Louis glass
and crystalworks a set of tableware containing carafes, bowls and glasses for cognac, wine and juice that was blown
from extremely fine crystal of an extraordinary clarity and transparency and featured classical lines and historicist
decorations.
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talierele Daum au fost fondate in 1878, cind Jean Daum (1825 — 1885), notar de

profesie, a intrat in posesia unei fabrici de sticlirie de menaj situatd la Nancy, ca urmare

a unei peripetii cu o creantd neonorata. Inci din primul an de activitate, l-a asociat la
conducerea manufacturii si pe fiul sdu mai mare, Auguste (1853 —1909). Acesta isi luase licenta in drept,
la Paris, dar renunti la cariera de notar pentru a se ocupa de administrarea afacerii tatdlui siu. In 1885,1a
moartea lui Jean Daum, Auguste riméne singur la conducerea atelierelor, apoi il implici si pe fratele lui,
Antonin (1864 — 1930), care absolvise Scoala Centrali de Arte si Manufacturi. Administrarea eficientd a
lui Auguste si talentul creativ al lui Antonin vor da sticliriei o noud dimensiune economici si artistici,
mai ales dupi anul 1891, cind cei doi frati creeazd un departament artistic, care le oferd posibilitatea de
a intra in competitie cu Emile Gallé.

Datoritd coplesitoarei concurente a maestrului de la Nancy, fratii Daum au fost nevoiti si-si
gaseasca propria modalitate de exprimare artistica si, pentru a reusi, au facut apel la creatori talentati
si la artizani foarte priceputi, care le-au devenit colaboratori permanenti, stabilind astfel un model de
cooperare unic in epocd. Numele unor artisti ca Henri Bergé, Almaric Walter, Eugéne Gall, Jacques
Gruber, Louis Majorelle nu pot fi disociate de cel al atelierelor Daum.

Ca si Gallé, Antonin Daum se inspird din ceramica regionali si din sticliria secolului al XVIII-lea.
Orientul Apropiat, de unde preiau forme noi, ca de exemplu gaturile lungi, numite der/uzes, Evul Mediu,
Antichitatea sunt si ele surse de inspiratie. Stampele japoneze i invatid arta desenului ce lasd cAmp liber
imaginatiei poetice. Natura tratatd dupa preceptele Scolii de la Nancy va fi insi principala sursi a creatiei
artistice. Vor cauta permanent subiecte ilustrind o idee clard, viguroasd, usor de insusit, care sd evidentieze
frunusetea materialului. In acest spirit, florile, fructele, animalele, peisajele intervin mai putin pentru gratia
formelor si simbolul atitudinilor, cat pentru a sublinia o anumitd sclipirve, un anumit mineral sau anumite
reflexe ale minunatului material care este sticla, conform profesiunii de credintd enuntati, in 1904, chiar de
Antonin Daum.

Pentru a-si concretiza ambitiile, artizanii atelierelor Daum aplici tehnici complexe, rod al unor
constante cercetari. in'gelegerea in profunzime a materiei le permite utilizarea unor dificile tehnici de
lucru la cald: decoruri intercalate, tehnica pe care o breveteaza in 1899 si care duce la obtinerea unor

efecte vizuale fericite, pudre colorate aplicate intre doud straturi de sticld, pentru a simula textura pietrelor
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VAS

Design: Paul Daum
Atelier Daum, Nancy, 1925
-1934

Sticlq, suflare libera,
matisare prin sablare,
gravare prin tdiere cu
polizorul, slefuire

1:40 cm,D:30cm
Nr.inu.: 9278; C.147

Pe o forma clasica se
insereaza decorul modern

- suprafete rugoase, mate,
care alterneaza cu portiuni
lise, transparente, taiate

in adancime §i profilate in
forma de frunze stilizate,
ale caror neruuri sunt linii
dispuse ritmic. Stil Art Deco.
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PAHAR

Atelier Daum, Nancy, 1892 -1894

Sticld, colorare in masa, suflare in tipar,
martelare, gravare cu acizi §i la roata, pictare cu
email §i aur coloial; argint, presare, cizelare
1:12cm,D:6,3cm

Nr. inu.: 9281; C.155; LC.268

Combinatia de materiale - argint cizelat si sticla
de o calitate impecabild, colorata magistral intr-o
nuanta calda, combinatia de tehnici: gravare

cu acizi §i la roata, martelare, pictare cu email §i
aur coloidal, virtuozitatea executiei §i mai ales
motivul decorativ, de inspiratie vegetala, dau

un farmec deosebit acestei delicate piese. Stil Art
Nouveau.
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semipretioase. Aplicate pe suprafetele exterioare, aceste
pudre devin prin ardere wirrifieri, dind pieselor un aspect
rugos, specific casei Daum. Tipice pentru compania Daum
sunt si piesele cu decor de peisaj, suflate in tipar. Creatiile
cele mai uimitoare sunt realizate in tehnica aplicirii, sub
impulsul lui Eugéne Gall. In relief mai mult sau mai putin
pronuntat, ele necesiti o munci foarte dedicati, ce pune in
valoare intreaga stiintd si miiestrie a artistului. Tehnicile de
decorare la rece, cum sunt gravarea la roatd sau emailarea,
vor fi deseori combinate cu cele precedente. Gravarea prin
atac acid va fi si ea o particularitate a atelierelor Daum.
Combinatd cu martelajul, impins pani la limite extreme,
permite realiziri de o inalti valoare estetici. Nu trebuie
uitatd pasta de sticld realizatd de Almaric Walter sub marca
Daum, in atelierul pus la dispozitia sa de companie, pani in
anul 1915.

In perioada 1891 — 1914, atelierele Daum lanseazi
3000 de modele. Primul succes international a fost repurtat
la Expozitia Universali de la Chicago, din 1893, unde
piesele create de Jacques Gruber au fost premiate. Au urmat
noi distinctii primite la expozitiile din Nancy, in 1894, Lyon,
din acelasi an, Bordeaux si Bruxelles, in 1895 si 1897. Tot
in 1897, compania Daum isi deschide propria scoald de
desen, pentru a forma artistii gravori si decoratorii necesari
atelierelor sale. In anul 1900, la Expozitia Universali de la
Paris, casa Daum primeste, aldturi de Emile Gallé, marele
premiu, pentru lucriri cu decor intercalat. Acestd tehnicd va
deveni specialitatea atelierelor Daum.

Anul 1901 marcheaza definitivarea statutului Scolii
de la Nancy. Emile Gallé devine presedinte, iar Antonin
Daum vice-presedinte. In aceasti calitate rolul siu va fi
foarte important, in special dupd anul 1904, cind s-a produs
moartea prematurd a lui Gallé, si pani la desfiintarea Scolii,

in 1909. Dupai disparitia lui Auguste, fiii sii, Jean, Henri si
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Paul devin colaboratorii lui Antonin Daum. Henri este
administratorul companiei, in timp ce Paul, licentiat in
fizica si chimie, va prelua, treptat, locul lui Antonin.
Sistatd in timpul Primului Réizboi Mondial,
productia se reia in 1919, cind are loc o schimbare
in viziunea artisticd a creatorilor. Dupi o perioadi de
tranzitie, stilul va evolua citre o mai mare rigoare a
formei si a decorului, citre evidentierea limpezimii si
a supletii materialului, in detrimentul ornamenticii.
Creatiile casei Daum demonstreazi dorinta de a se
adapta unei estetici moderne, fird a o abandona total
pe cea precedenti. In plus, mesterii sticlari dovedesc o
stdpénire perfectd a tehnicilor de lucru, astfel incit pot

surmonta toate dificultitile inerente lucrului la cald. Sub

VAS ,,.BERLUZE”
Atelier Daum, Nancy, 1904-1914

Sticld, colorare in masa, sufiare liberd, pigmentare
1:38cm,D:10 cm

Nr. inu.:12691; C.156

Vasul ,,berluze” adopta o forma inspirata din arta Orientului Apropiat.
Sticla este aproape opaca §i pigmentata cu pudre de oxizi metalici,
aplicate pe obiect in timpul sufiarii. Stil Art Nouveau.
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BOMBONIERA

Atelier Daum, Nancy, cdtre
1898

Sticld, colorare in masa,
stratificare, sufiare libera,
modelare, gravare cu acizi §i
laroata

I:7cm,L:19cm

Nr. inu.: 15257

Apropierea de natura
promovata de Scoaladela
Nancy vizeaza, in cazul acestei
piese, nu numai decorul
compus din motive vegetale

si cromatica in tonuri de

verde si oranj, i 5i forma, care
sugereaza caliciul unei flori.
Stil Art Nouveau.

conducerea lui Paul Daum, influentat de conceptele Art Deco-ului, o noui esteticd prinde formi si se
afirmi, citre 1925. Decorurile florale devin linii ritmice, firi referire directd la naturd. Gravarea cu acid
va fi tehnica folositd pentru a reliefa mai mult sau mai putin profund linii geometrice, dreptunghiuri,
romburi, triunghiuri, cercuri, fatete. Foarte adinci uneori, aceastd gravurd poate atinge citiva centimetri.

In acord cu evolutia stilisticd a epocii, casa Daum isi continui adaptarea si dupi criza economici
din 1929. Tiierea cu polizorul rotativ inlocuieste gravarea cu acid. Mereu in ciutarea noului, Paul Daum
realizeazd opere bine echilibrate, lipsite de orice ornament, din sticla translucida groasi, incolord sau usor
colorati, tdiatd adanc in linii care structureazi obiectul in buciti sau felii. Produsele Daum au succes,
compania prosperi si deschide, sub conducerea lui Paul Daum, noi ateliere la Belle-Etoile, in Croismare.
Ele functioneazi pani in 1934. Un an mai tirziu, atelierele Daum primesc o comanda de 90.000 de piese
din sticli si cristal de la Compania Transatlantici, pentru decorarea pachebotului Normandie, ceea ce le

ajutd sd depaseasca perioada dificild a anilor premergitori celui de-al Doilea Riazboi Mondial.
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VAZA

Atelier Daum, Nancy, cdtre
1905

Sticla, colorare in masa,
stratificare, pudre intercalate,
sufiare in tipar, gravare cu
acizi, pictare cu email
1:325cm,D:14cm

Nr. inu.: 16562

Antonin Daum a folosit cu
succes tehnica pudrelor
colorate intercalate intre
doua straturi de sticla, pentru
oimbogdtire a cromaticii

si pentru crearea imaginii
unei texturi dense, de
piatra semipretioasa. Prin
gama coloristica aleasa,
prin tematica decoratiei

ca §i prin modul de tratare
a motivelor, lucrarile sale
respectd canoanele stilului
Art Nouveau.
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VAZA

Atelier Daum, Nancy, 1910

Sticlq, stratificare, pudre
intercalate, suflare in tipar,
gravare cu acizi, pictare cu email
1:32cm,D:16 cm

Nr.invu.: 19140
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VAS ,,PAYSAGE DE VERRE”

Atelier Daum, Nancy, catre 1904

Sticla, colorare in masa, stratificare, sufiare in tipar, gravare cu acizi si la
roata

1:20 cm, D :28 cm
Nr.inu.: 19143

Decoratia picturala a acestui vas denota o stapanire exceptionala nu numai
a mijloacelor plastice ci §i a celor tehnice. in conditiile in care gravura a fost
realizata prin atac acid, sunt remarcabile modul de redare a perspectivei,
améanuntimea detaliilor desenului, finetea degradeurilor. Stil Art Nouveau.
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LAMPA DE PLAFON

Atelier Daum, Nancy, 1910

Sticla, colorare in masa, stratificare, sufiare in tipar, gravare cu acizisila
roata; fier forjat

1:20 cm, D: 48 cm

Nr.inu.: 19144

Desenul naturalist, cu flori de creasta cocosului redate cu fidelitate, in culori

calde, ca i liniile epurate ale corpului §i elementelor de sustinere situeaza
piesa in tipologia Art Nouveau.
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he Daum Glassworks were founded in 1878, when Jean Daum (1825-1885), a notary by trade,

acquired a local glassworks in Nancy in lieu of an unpaid debt. He was joined in this venture by

his eldest son, Auguste (1853-1909), who had originally trained as a lawyer in Paris, but gave up
his career as a notary to help run his father’s business. After the death of Jean Daum in 1885, Auguste was for
a while left in sole charge of the glassworks, before bringing in his brother Antonin (1864-1930), a graduate of
the Central School of Art and Manufacture. The combination of Auguste’s efficient management and Antonin’s
creative talent would give the glassworks a dimension, in particular after 1891, when the two brothers established
an artistic department within the company, thereby allowing it to compete with Emile Gallé.

Given the intense competition from Gallé, the Daum brothers were forced to create their own artistic style.
To this end they called upon the services of some very talented artists and craftsmen with whom they would form
a lasting partnership in what was a unique form of collaboration at the time. The names of Henri Bergé, Almaric
Walter, Eugene Gall, Jacques Gruber and Louis Majorelle will forever be associated with the Daum glassworks.

Like Gall¢, Antonin Daum took inspiration from the ceramics and glassware produced in the region during
the 18th century. The Middle East, from where they adopted new forms, such as the long-necked vase known as
“Berluze”, the Middle Ages and Antiquity were also among their sources of inspiration. From Japanese etching
they learned the art of drawing, giving free reign to poetic imagination. Nature viewed according to the principles
of the School of Nancy would be the main source of their artistic creativity. They were constantly looking for
“motifs depicting a clear, vigorous and easy to comprehend idea, as well as a richness of matter.” In this same spirit,
Antonin Daum said in his mission statement of 1904 that “flowers, fruit, small animals, landscapes come into play
not so much for their graceful shapes or symbolic significance, but more to emphasise the glow, the reflections and
the gem-like qualities of the marvellous substance that is glass.”

In order to realise their ambitions, the craftsmen of the Daum glassworks used complex techniques
developed through their constant research. Their in-depth knowledge of glass allowed them to use difficult hot
forming techniques, e.g. décor intercalaire, a technique, patented by the company in 1899, that allowed them to
create exquisite visual effects; and a technique involving the application of coloured powder between two layers of
glass to simulate the texture of semi-precious stones. (Applied to the outer surfaces, after firing this powder forms
a glaze that affords the objects a rough appearance that would become synonymous with the Daum glassworks.)
Other typical Daum glassware items included their blown-in-mould objects decorated with landscape scenes.
The most impressive works were created with the use of applied elements under the coordination of Eugéne
Gall. With their low and high relief decorations, these required a lot of dedicated work and showcased the great
knowledge and skill of the artist. Cold decoration techniques, such as engraving at the wheel and enamelling,
were frequently used in combination with the aforementioned methods. Acid etching was also a characteristic
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decorative technique of the Daum glassworks. Combined with an extreme application of the
martelage finishing eftect, this technique was used to create objects of superlative artistic value.
Also worthy of mention is the glass paste method developed by Almaric Walter under the Daum
trademark at the workshop placed at his disposal by the company until 1915.

Between 1891 and 1914, the Daum glassworks launched 3,000 different models. Its first
international success came at the International Exhibition in Chicago in 1893, where the objects
created by Jacques Gruber received various awards. This success was followed by the receipt of
further awards at exhibitions in Nancy and Lyon in 1894, in Bordeaux in 1895, and in Brussels
in 1897. The latter year also saw Daum open its own school of drawing to train the engravers
and decorators the company required. Together with Emile Gallé, Daum would receive the
grand prize at the International Exhibition in Paris of 1900 for works involving the use of décor
intercalaire, a technique that would become the speciality of the Daum glassworks.

The School of Nancy was officially founded in 1901, with Emile Gallé being made
president and Antonin Daum vice president. In this capacity, Antonin would play an important
role, especially from 1904, the year of Gallé’s death, until the closure of the school in 1909.
Following the death of Auguste, his sons Jean, Henri and Paul would work together at the
company alongside Antonin. Henri became manager, while Paul, who had a degree in physics
and chemistry, gradually took over from Antonin.

After being interrupted during the First World War, production at the factory resumed in
1919, when there was also a change in artistic vision among artists in general. After a period of
transition, the dominant style would evolve towards a greater rigour of form and decoration and
an accentuation of the clarity and suppleness of the material to the detriment of ornamentation.
The works produced by the Daum glassworks demonstrated a desire to adapt to this modern
aesthetic without entirely abandoning the previous style. Moreover, the Daum glassmakers
demonstrated their mastery of technique, allowing them to overcome all obstacles inherent to
working at high temperatures. Under the management of Paul Daum, who was influenced by the
ideas of Art Deco, a new aesthetic would take shape and begin to flourish towards 1925. Floral
decorations would become rhythmic lines with no direct reference to nature. Acid etching was
used to create geometric shapes, rectangles, rhombuses, triangles, circles and facets in varying
degrees of relief. At times very deep, these etchings could reach depths of up to a few centimetres.

In keeping with the stylistic evolution of the times, the Daum glassworks continued to
adapt after the crisis of 1929. Acid etching was replaced by the rotary grinder. Always looking
to innovate, Paul Daum produced well-balanced ornament-free objects from thick translucent
colourless or lightly coloured glass cut with deep lines to create different sections. The products
made by the Daum glassworks were very popular, and as a result the company prospered, opening,
under the management of Paul Daum, a new glassworks in Belle-Etoile, Croismare, which would
remain in operation until 1934. One year later, the Daum glassworks would receive a commission
for 90,000 items of glass and crystalware from the Compagnie Générale Transatlantique for its
Normandie ocean liner, thus helping it overcome the difficult period preceding World War II.
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rtist talentat si tehnician de geniu, Emile Gallé (1846 — 1904) domini istoria artei

sticliriei timp de mai multe decenii, la sfarsitul secolului XIX si inceputul secolului XX.

S-a niscut la Nancy, ca fiu al lui Charles Gallé, un mester sticlar ce detinea o
faianterie si un atelier de sticlirie de menaj, la Saint Clément. In timpul studiilor dovedeste o inclinatie
deosebita pentru literaturd, filozofie, botanicd si chimie. Rizboiul din 1870 - 1871 si anexarea, de citre
Prusia, a Alsaciei si a unei parti din Lorena il determini si se inroleze intr-un regiment de infanterie. Total
indignat de ocupatia germani, va rimine mult timp marcat de ridzboi si de infringerea Frantei, urmata
dupi citeva luni de instaurarea Comunei din Paris. Dupi demobilizare pleaci la Londra, unde descoperi
colectiile muzeului South Kensington si plantele din Kew Gardens. Intreprinde apoi cilitorii in Franta,
Italia si Elvetia, in cursul cdrora viziteazd muzee si admird decoratia sticliriei medievale, a obiectelor
islamice, a pieselor de orfevririe din secolul al XVIII-lea, impregniandu-se de prospetimea culorilor i de
frumusetea formelor. Continud sd acumuleze cunostinte artistice, tehnice si chiar stiintifice, iar in 1864 se
alituri tatilui siu la conducerea atelierelor din Saint Clément. Isi desivarseste studiile teoretice si practice
prin numeroase vizite si stagii in diverse sticlirii din Europa. In 1867 Emile Gallé merge la Meisenthal,
pentru a-si incepe ucenicia la celebra companie Burgun, Schwerer et Cie, care colabora cu Charles Gallé si
care tocmai primise medalia de argint la Expozitia Universald de la Paris. Aici il intilneste pe Christian
Désiré, cu care stabileste o stransi relatie de prietenie, ce se va sfarsi doar la disparitia lui Emile Gallé. Pe
cei doi tineri ii apropia nu numai pasiunea comund pentru materialul fascinant, sticla, dar si dorinta de a
se folosi de el pentru a-si exprima viziunile despre frumos si naturd. Conform unui eseu filozofic redactat
de Gall¢, frumusetea consti in adevdr, iar adevirul se afli in naturd.

In 1874, a transferat la Nancy afacerea familiei, pe care de acum inainte o va conduce si dezvolta
cu mult talent antreprenorial. Gallé insusi a scris despre ceea ce am numi astizi managementul unei
intreprinderi: fabricantul care se preocupd prea putin de ameliorarea utilajelor, de imbundtitirea productiei, de
a invadta el insusi secretele fabricatiei si de a fi la curent cu pretul concurentilor este in pericol de a-si vedea vechile
piete reducandu-se, forta secituitd si chiar s dea faliment.

In 1889, pe portile manufacturii Gallé intrau zilnic 300 de lucritori: sticlari, ebenisti si desenatori

carora patronul, care era cofondator al Ligii pentru drepturile omului, se striduia si le asigure instruirea prin
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VAS

Autor: Emile Gallé, Nancy, 1890
Sticla, colorare in masa, suflare
libera, pictare cu email
1:27cm,D:175 cm

Nr. inv.: 9272; C.191; LC.259

Sicla din care este suflata
aceasta piesd a fost colorata

in bleu cu oxid de cobalt §i are

o transparenta si o limpezime
remarcabile. Decorul, in parte
presat in sticla fierbinte, pe
suprafata interioara a vasului,

in parte pictat cu email, la rece,
pe exterior, este japonizant, cu
crizanteme in nuante delicate

de ivoriu, ruginiu, roz, lila. Pe
reversul bazei, apar gravate cu
varful stiletului numele autorului
si orasul de resedinta: Emile Gallé,
Nancy, ca si mentiunea ,modéle
et décor déposé”. Pe langa
valoarea artistica exceptionala a
piesei, este de subliniat calitatea
remarcabila a materialului §i
combinarea unica a tehnicilor
de executie: suflare libera in mai
multe etape, stantare la cald,
pictare cu email, aurire. Stil Art
Nouueau.
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LAMPA DE MASA
Atelier Emile Gallé, Nancy, 1904 -1914

m Sticla, colorare in masa, stratificare, suflare libera, gravare cu acizi

D 1:8%cm,D:30cm
= Nr. inu.: 12692

cursuri modeste pentru lucrdtori, predate de profesori
de desen, cu credinta in suflet si cu drag pentru viitorul
industriei noastre.

Emile Gallé a fost un artist in sensul complet
al termenului, creator al stilului Art Nouveau,
promotor al Scolii de la Nancy. El a imaginat,
a desenat, a executat, a ficut si fie realizate, sub
conducerea sa directd, opere de o calitate artistica
si tehnicd de exceptie, nu numai in domeniul
sticldriei, ci ¢i in cel al ceramicii sau al mobilierului.
A expus cu regularitate, iar comentariile sale
despre expozitiile de arte decorative ale vremii sunt
veritabile cursuri de tehnica si teoria artei sticlei.
Sursele de inspiratie sunt numeroase, dar cea
mai importantd dintre ele rimane natura, cireia
ii dedicd un adevirat cult si pe care a redat-o in
viziune occidentald sau extrem orientali, trasind-o
uneori cu claritate, alteori descompuniand-o in
partile organice sau pur si simplu schematizand-o
pani la limita abstractiunii. Gallé a fost si un artist

angajat, dedicand unele dintre piesele sale cauzei

nobile a libertitii Irlandei (Dragonul si pelicanul),

sau a sustinerii cipitanului Dreyfus (Galinetta).
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LAMPA DE NOPTIERA

Atelier Emile Gallé, Nancy, 1885
-1890

Sticld, colorare in masa,
stratificare, suflare in tipar,
gravare cu acizi, metal comun
1:27 cm,D: 275 cm

Nr.inv.: 15224

Tn anul 1885 Emile Gallé

il cunoagte pe Tokouso
Takashima, un student nipon
venitin Franta sa studieze
botanica, carefl initiaza in arta
japonezi. intre 1885 - 1890,

in creatia artistului francez

se resimt influente extrem
orientale. Formele sunt tot mai
simple, iar decorurile floral-
vegetale devin din ce in ce mai
fine, un factor favorizant fiind
si stdpanirea tot mai precisd a
tehnicilor de decorare. Stil Art
Nouueau.
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VAS

Atelier Emile Gallé,
Nancy, catre 1900

Sticl, colorare in masa,
stratificare, suflare
libera, degajare cu acizi,
gravare la roata
1:29,5cm,D:14cm
Nr.inu.: 15244

Creatiile lui Emile

Gallé din jurul anilor
1900 dezvaluie o noua
orientare - materia isi
pierde transparenta,
formele sunt
imprumutate din regnul
vegetal, iar decorurile
realizate prin degajare cu
acid sunt atent construite
si agezate in pagina cu
eleganta si originalitate.
Stil Art Nouveau.




VAS

Atelier Emile Gallé, Nancy,
4/4sec. XIX

Sticld, colorare in masa,
stratificare, suflare in tipar,
gravare cu acizi i la roatd
1:16cm,D:18 cm

Nr. inv.: 15245

Pasionat de botanici, Emile
Gallé isi aprofundeaza
cunostintele despre plante,
despre formele naturale

si le foloseste pentru o
decoratie elaboratd a
operelor sale. Tehnica
acidarii ii permite o mare
varietate a nuantelor in
structura sticlei. Stil Art
Nouveau.
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Poezia se integreazi firesc in creatia lui Emile Gallé, completind-o

si amplificindu-i farmecul. Poeme ale unor cunoscuti autori lirici precum
Teocrit, Charles Baudelaire, Jules Ferry, Sully Prudhomme expliciteaza
intentiile autorului in aga numitele wverreries parlantes, deosebit de apreciate
in epoci. Regina Elisabeta, sub influenta Elenei Bibescu, se intereseazi
de Scoala de la Nancy si mai ales de opera lui Emile Gallé. Intre artistul
francez si regina poetd se naste o corespondenta in care transpare pretuirea
reciproca. In urma demersurilor reginei Elisabeta, patrimoniul Casei regale
a Rominiei se imbogiteste cu pretioase vase ale maestrului de la Nancy:
Edelweiss, piesi creatd de Emile Gallé¢ pentru Camen Sylva, Cierge, Coup de
miel, Muza paradisiacd, iar autorul francez primeste ca dar al suveranei un
poem pe care il va grava pe una dintre celebrele sale opere. O parte dintre
lucririle citate au fost ddruite de regina Elisabeta membrilor familei, altele
innobileazi interioarele castelelor Peles si Pelisor, impreund cu alte vase

achizitionate ulterior de regina Maria.
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VAZA

Atelier Emile Gallé, Nancy, 4/4 sec. XIX

Sticla, colorare in masa, stratificare, suflare in tipar, gravare cu acizi
1:40 cm, D:15%5 cm

Nr.inv.: 15441

In ansamblul creatiei lui Emile Gallé, operele
emailate ocupd un loc special; lor le-a consacrat o mare
parte a studiilor sale, concretizate prin perfectionarea
unor retete de obtinere a emailurilor dure, a emailurilor
champlevés sau a emailurilor guasate. Decorurile
emailate au mai ales teme japoneze: dalii, orhidee,
lotus, crizanteme pictate in culori contrastante: bleu si
verde sau rosu si bleu. Piesele suflate si pictate personal
de Gall¢ sunt rare si extrem de valoroase. In castelul
Pelisor, in apartamentul reginei Maria, este expusi o
astfel de operd. Suflat de maestru dintr-o sticli colorati
in bleu, de o transparenti si o limpezime impresionante,
vasul este pictat de el in email cu un decor japonizant -
crizanteme in nuante de ivoriu, roz, lila. O alti piesi, cel
putin la fel de pretioasi, realizati de Emile Gallé in 1895
si expusd in castelul Peles este vaza intitulatd de autor
Muza paradisiaci. Corpul vasului, ovoidal - alungit, cu
linii elegante, fluide, este tratat plastic in degradeuri de
mov, cu zone ripsate si pulverizate cu aur. Incluziunile
minerale intercalate intre straturile de sticld constituie
ceea ce Gallé numeste decoratia internd; ea oferd piesei
somptuozitatea doritd de artist, prin efectele optice
create.

Experimentele tehnice ale maestrului de la

Nancy devin cu timpul tot mai complexe, astfel, dupa
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PUDRIERA

Atelier Emile Gallé, Nancy,
catre1900

Sticla, colorare in masa,
stratificare, suflarein tipar,
gravare cu acizi i la roatd
1:%cm,D:1,5 cm

Nr. inu.: 15442

tolosirea elementelor aplicate, a marchetdriei pe sticla, a martelajului, Gallé
ajunge si suprapund la temperaturd inalti mai multe straturi de cristal
translucid sau transparent, pozitionand intre ele emailuri, pudre colorante,
materiale vaporizante (ce permit crearea efectului de picituri de ploaie prin
geneza bulelor de aer intre straturi), diversi oxizi cu efect iridescent. Toate
aceste acrobatii tehnice sunt aplicate unui polimorfism extrem de bogat.
Receptiv la nenumiratele descoperiri tehnice ale epocii, aparute in
efervescenta creatd de curentul Art Nouveau, Gallé combini un procedeu
practicat de chinezi incd din secolul al XVIII-lea si redescoperit de Frangois
Eugene Rousseau - suprapunerea mai multor straturi de sticld de culori
diferite - cu procedeul economic de gravare cu acid brevetat de Kessler.
Pentru a da formd obiectului, sticlarul culege mai intii cu teava de suflat
din creuzetele cu sticld topitd, prima datd o portiune de sticld ce va forma
stratul de bazi al obiectului, apoi, pe rind, strat peste strat, celelalte culori

dorite de artist, in ordinea indicatd de el. Dupi ce a format acest sandvici,
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VAS DECORATIV
Atelier Emile Gallé, Nancy, 1/4
sec. XX

Sticla, colorare in masa,
stratificare, suflarein tipar,
tragere, modelare, gravare cu
acizisilaroata
l:44cm,DL:34,5 cm, DLA:
19cm

Nr.inu.: 19957

Dupa Primul Rrazboi Mondial,
atelierele ce pastreaza
numele maestrului de la
Nancy, conduse de ginerele
sau, Perdrizet, perpetueaza
un mare numar de modele
create de Emile Gallé, care
sunt transpuse in sticla cu
grija pentru calitatea artistica
si maiestria tehnica. Stil Art
Nouveau.
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are loc suflarea, care poate fi liberd sau in tipar. Dupi ce
obiectul este tratat termic pentru a se elimina tensiunile
interne, se deseneazid pe suprafata lui motivul decorativ
si se porneste la realizarea gravurii. De fapt, sculptura se
realizeazi printr-un proces chimic: detaliile desenului care
trebuie sd rimand in culoarea de suprafati se acoperd cu un
lac protector, care este un compus organic (ceard sau bitum)
inert la atacul acid, se scufundi obiectul intr-un amestec
de acid fluorhidric i acid sulfuric, iar zona neprotejatd va
fi corodatd. Astfel, se decoperteazi stratul de dedesubt,
diferit la culoare, pe care, in etapa urmitoare, se pot realiza
motive decorative ce vor fi protejate de lac, atunci cand
acidul va coroda stratul urmitor de culoare. Rezulti astfel
un obiect care este de fapt un basorelief in sticld colorati,
atacul acid conferind semirelief i profunzime decorului.
El poate fi supus unor tratamente mecanice sau chimice
suplimentare, pentru a-i imbogiti valentele estetice. Astfel,
anumite detalii ale desenului pot fi accentuate, precizate
sau rafinate prin gravura la roati.

Operele lui Emile Gallé au forme sau subiecte de
o inspiratie deconcertantd prin varietate: arta islamici,
extrem orientald, greceascd, romand, a Evului Mediu sau a
Secession-ului vienez, §i totusi, prin viziunea sa originald
si prin modul de abordare personal, artistul transformi
aceste filoane stilistice in creatii unice, departe de orice
adoptie mimetici.

Productia industriald inceputi de Gallé in anul
1884 are drept scop sid facd arta accesibild persoanelor
cu venituri modeste, prin sciderea preturilor de executie.
Gallé concepe modele simplificate, dar foarte frumoase, cu
cromaticd vie si linii pline de armonie si elegantd, prin care,
asa cum el insusi declara, isi propune si evite falsitatea si
bizareria din ciminele francezilor. Piesele industriale sunt

suflate in tipar, in mai multe straturi de sticld in culori
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diferite, si gravate prin atac acid. De aceastid
sectiune a companiei sale, Emile Gallé s-a ocupat
personal pand la disparitia sa, apoi productia a
continuat sub patronajul sotiei, Henriette Gallé,
pand in 1914. In perioada 1904 — 1914, piesele
realizate sunt de buni calitate §i perpetueazi, fird
nicio inovatie, modelele desenate sau aprobate de
Emile Gallé. Doamna Gallé adaugi la semnitura
maestrului o stelutd, care permite inliturarea
echivocului §i datarea pieselor. Muzeul Pelisor
expune doud piese Gallé cu stelutd: o lampi de
masi in forma de ciupercd, cu decor floral-vegetal
in nuante de maron, verde, galben, roz i o vazi
inaltd, piriform-alungitd, cu retea de flori si tije
vegetale verde inchis i lila, pe fond gilbui.

In anul 1923 manufactura, ce fusese
inchisi la izbucnirea Primului Rizboi Mondial,
se redeschide sub conducerea a trei gineri ai lui
Emile Gall¢, sub titulatura de Societatea Anonimai
a Intreprinderilor Gallé si este activa pand in 1936,
cand afacerea este lichidati.

Emile Gallé rimane reprezentantul cel
mai nobil, nu numai al unei epoci, ci al artei
sticldriei din toate timpurile. Fenomenul Gallé a
rescris istoria acestei arte si i-a prefigurat viitorul,
prin opera lui bogati si originald, care il definegte

pe deplin.

VAS

Atelier Emile Gallé, Nancy, citre 1900
Sticla, colorare in masa, stratificare,
pudre intercalate, suflare libera, gravare
cu acizi §i la roata

1:23cm,D:8cm

Nr.inu.: 15998
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VAS

Atelier Emile Gallé, Nancy, citre 1900

Sticla, colorare in masa, stratificare, suflare in
tipar, gravare cu acizi §i la roata
1:177%cm,D:21cm

Nr.inu.: 15999
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VAZA
Atelier Emile Gallé, Nancy, 1904 -1914
Sticld, colorare in masi, stratificare, suflare
in tipar, gravare cu acizi §i la roata

1:40 cm,D:12,5 cm

Nr. inv.: 16561

in cazul in care marca atelierelor este
insotitd de o stelutd, piesa poate fi
situata in perioada in care manufactura
era patronata de Henriette Gallé, sotia
artistului. Dupa disparitia lui Emile
Gallé, personalul atelierelor sale:
sticlari, desenatori, sculptori, gravori,
sub conducerea lui Victor Prouvé, fidel
colaborator al maestrului, a continuat
productia, acordand o mare atentie
acuratetii artistice §i tehnice. Stil Art
Nouveau.
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VAZA ,,MUSA PARADISIACA”

Autor: Emile Gallé, Nancy, 1895

Sticla, colorare in masa §i partiald, stratificare,
sufiare liberd, decor intercalat, ripsare,
puluerizare cu aur

1:52cm,D:15cm

Nr.inv.: 17519

Aceasta creatie a lui Emile Gallé reprezinti o
incununare a complexitatii tehnicilor folosite de
maestrul sticlar de la Nancy, ilustrand in acelasi
timp, in mod magistral, ceea ce Gallé numeste

la ,décoration interne” (decoratia interna).
Intre straturile de sticl3 sunt integrate organic
placute metalice §i oxid de mangan, care confera
structurilor interioare o stralucire iridescenta,
dar i oxizi coloranti sub forma de pudre, ce
creeaza efecte cromatice in nuante de bleu,
violet, brun. Ripsarile exterioare contribuie

la obtinerea unei varietati de impresii vizuale
dintre cele mai rafinate. La baza corpului, este
gravatd mentiunea ,,Gallé fecit 189", iar pe
reversul bazei, monograma EG cu cruce de
Lorena si titlul piesei, ,,Musa Paradisiaca”. Stil Art
Nouveau.
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FLACON DE PARFUM

Atelier Emile Gallé, Nancy, citre
1900

Sticla, colorare in masa,
stratificare, suflare libera, gravare
cu acizi, alama, stantare
1:22cm,D:9cm
Nr. inv.: 18837
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talented artist and technical genius, Emile Gallé (1846-1904) dominated the history of
glassmaking for several decades around the turn of the 20th century. He was born in Nancy

as the son of Charles Gallé, a glassmaker who owned a ceramics and glassware workshop in
Saint Clément. During his studies, he demonstrated a particular inclination for literature, philosophy, botany and
chemistry. The war of 1870-1871 and the annexation by Prussia of Alsace and part of Lorraine saw him enrol
with an infantry regiment. Angered by the German occupation, he would for a long time be affected by the war
and the defeat of France, which led to the installation of the Paris Commune. After demobilisation, he set off for
London, where he discovered the collections of the South Kensington Museum and the plants of Kew Gardens.
He then proceeded to travel around France, Italy and Switzerland, where he would visit museums and admire
the decoration of mediaeval glass, Islamic objects and 18th-century gold and silverware, absorbing the freshness
of their colours and the beauty of their forms. He continued to accumulate artistic, technical and even scientific
knowledge, and in 1864 he joined his father at the helm of the company in Saint Clément. He continued his
theoretical and practical studies through many visits to and apprenticeships at various difterent glasshouses around
Europe. In 1867, he went to Meisenthal to begin an apprenticeship with the famous Burgun, Schwerer and
Company — one of the companies Charles Gallé worked with and which had just been awarded the silver medal at
the Universal Exhibition in Paris. There he met Christian Désiré, with whom he entered into a close friendship
that would last until his death. The two young men were drawn together not merely by a common passion for
the fascinating material that is glass, but also by a desire to use this material to express their visions of beauty and
nature. According to a philosophical essay penned by Gallé himself, “Beauty is found in truth, and truth in nature.”

In 1874, the family business moved to Nancy, where Emile began to run and develop the company with
much entrepreneurial flair. He even wrote about what we today refer to as the “management” of a factory: “The
manufacturer who does not pay enough heed to improving his equipment and production, to learning himself the
secret of manufacturing and to being always aware of his competitor’s prices is in danger of seeing his markets
shrink, his strength sapped and even going bankrupt.”

In 1889, some 300 workers would pass through the gates of the Gallé glassworks every day — glassmakers,
cabinetmakers and designers, whose employer, a co-founder of the Human Rights League, strove to ensure their
training through “basic courses for workers given by drawing teachers with faith in their souls and a love for the
tuture of our industry.”

Emile Gallé was an artist in the true sense of the word. A founder of the Art Nouveau style and the School
of Nancy, he created, drew, made and had made under his direct supervision works of exceptional artistic and
technical quality not only in the field of glassmaking, but also that of ceramics and furniture. He frequently took
part in exhibitions, with his observations about the decorative art exhibitions of the time being veritable essays

on the technique and theory of the art of glassmaking. His sources of inspiration were many, the most important
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of which being nature, which he worshipped and portrayed from a Western or Far
Eastern perspective — at times through clear depictions, other times breaking it down
into its organic parts or simply schematicising it to the point of abstraction. Gallé was
also a politically engaged artist, using some of his works to help the noble cause of
Irish liberation (Dragon and Pelican) and in support of Captain Dreyfus (Galinette).

Poetry also fitted naturally into Emile Gallé’s work, complementing and
amplifying its charm. The verse of well-known poets such as Théocritus, Charles
Baudelaire, Jules Ferry and Sully Prudhomme was drawn upon to express the artist’s
intentions in his so-called wverreries parlantes, which were very popular at the time.
Queen Elisabeth of Romania, at the suggestion of Elena Bibescu, took an interest
in the School of Nancy in general and the work of Emile Gallé in particular. The
correspondence between the French artist and the “poet Queen” reveals a sense of
mutual appreciation. At the initiative of Queen Elisabeth, the Romanian royal house
acquired a number of precious vases made by the artist from Nancy: Edelweiss (a
work created by Emile Gallé for the Queen), Cierge, Coup de miel and Paradisical
Muse. As a gift from the Queen, the French artist received a poem that he would
engrave onto one of his famous pieces. Some of the aforementioned works were
given by Queen Elisabeth to members of her family, while others adorn the rooms
of Peles and Pelisor alongside various other items subsequently purchased by Queen
Marie.

In all of Emile Gallé’s oeuvre, his enamelled pieces occupy a special place. Tt
was to this process that he dedicated a large part of his studies, which he put into
practice by perfecting various methods of obtaining hard, champlevés and opaque
enamel. His enamelled decorations predominantly drew on Japanese themes: dahlias,
orchids, lotuses and chrysanthemums painted in contrasting colours, e.g. blue and
green or red and blue. Glassware blown and painted by Gallé is rare and extremely
valuable. One such example is on display in Queen Marie’s living quarters in Pelisor
Castle. Blown by Gallé in blue-coloured glass of an impressive transparency and
clarity, this vase was painted by Gallé in enamel with a Japanese inspired decoration
of chrysanthemums in shades of ivory, pink and lilac. Another item of equal if not
greater value, made by Emile Gall¢ in 1895 and on display in Peles Castle, is that
of the vase entitled Paradisical Muse. The body of this vase — oval, elongated, with
elegant, fluid lines — is rendered in shades of purple, with areas of rep weave motif
and gold powder. The mineral insertions interwoven between the different layers of
glass creates what Gallé called the “internal decoration” and the optical effects thus
created afford the piece the feeling of sumptuousness intended by the artist.

In time, the technical experiments conducted by Gallé were to become
increasingly complex, such that, after experimenting with applied elements, glass
marquetry and hammering, Gallé began to overlay several layers of translucent or
transparent crystal glass heated to high temperatures between which he placed
enamels, coloured powder, vapours (allowing for the creation of the water droplet
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effect thanks to the formation of air bubbles between layers) and various oxides that produced iridescence effects.
All of these technical acrobatics were combined with an extremely rich polymorphism.

Receptive to the numerous technical innovations to come out of the Art Nouveau movement, Gallé
combined a technique used by the Chinese as early as the 13th century and rediscovered by Frangois-Eugéne
Rousseau that involved the overlaying of differently coloured layers of glass with the cost-efficient procedure of
acid etching patented by Kessler. In order to create an object using this technique, the glassmaker first uses the
blowpipe to gather a portion of glass melt from the crucible that is to form the primary layer of the object, then
does the same, one layer at a time, for each of the other coloured layers in the order chosen by the artist. The
creation of this sandwich is followed by the blowing, which can either be free or mould blowing. Once the object
has been heat treated in order to eliminate any internal tension, the decorative motif is drawn onto the surface
and the etching begins. The “sculpture”is created by a chemical process: the parts of the design that are meant to
retain the colour of the surface layer are covered in a protective lacquer made of an organic compound (wax or
bitumen) that is resistant to the action of the acid; the object is then immersed in a mixture of hydrofluoric and
sulphuric acid that corrodes the unprotected area. The differently coloured layer beneath thus becomes exposed,
allowing decorative motifs to be applied that will in turn be protected by lacquer when the acid is used to corrode
the next layer during the following stage. The result is an object that is in effect a bas relief of coloured glass, the
workings of the acid affording a half-relief and depth effect to the decoration. The item can then be subject to
turther mechanical or chemical treatments — e.g. the accentuation, highlighting or refinement of various details by
wheel engraving — in order to enrich these aesthetic effects.

The works of Emile Gallé are impressively varied in terms of their shapes and thematic inspiration, which
includes Islamic art, Far Eastern art, Greek art, Roman art, mediaeval art and the art of the Vienna Secession.
Through his original vision and approach, the artist was able to transform these sources of stylistic inspiration into
unique creations of his own making.

The mass production of glassware begun by Gall¢ in 1884 was intended to make his artworks accessible to
those on more modest incomes by cutting production costs. Gallé thus designed some simplified and yet still very
beautiful objects with lively colours and lines full of harmony and elegance. In doing so, as Gallé himself said, he
wished to avoid the “falsity and bizarreness” of French homes. These mass production items were mould-blown
using several differently coloured layers of glass and then acid etched. Emile Gallé personally oversaw the running
of this department of his company until his death in 1904, when his wife, Henriette Gall¢, took over the running
of the company, which she did successfully until 1914. The products made by the factory between 1904 and 1914
were of a good quality and reproduced, with no changes, the designs created or approved by Emile Gallé. Henriette
Gallé added a small star next to her husband’s signature in order to eliminate confusion and help with the dating of
these products. Pelisor Castle contains two such Gallé objects with a small star next to the signature: a mushroom
table lamp with floral and plant motifs in shades of brown, green, yellow and pink; and a tall, elongated pear-
shaped vase with a dark green and lilac pattern of flowers and stalks and against a yellowish background.

Having ceased production upon the outbreak of the First World War, the factory reopened in 1923 under
the joint management of three of Emile Gallé’s sons-in-law. Renamed Société anonyme des Etablissements Gallé¢,
it remained in operation until 1936, when the business was closed.

Emile Gallé is the most noble representative, not only of an entire era, but also the entire art of glassmaking
throughout its long history. The “Emile Gallé phenomenon” rewrote the history of glassmaking and foretold its
tuture through his rich and original works, which define him entirely.
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ené Jules Lalique (1860 — 1945) este autorul unei opere considerabile prin amploare si

calitate, dar §i prin locul pe care il ocupd in istoria artei sticlei, dupa cum afirma nepotul
artistului intr-o scrisoare adresati lui Félix Marcilhac, un reputat istoric de arti, autorul
unui catalog raisonné al operei artistului.

René Lalique s-a niscut la Ay, in departamentul Marne. Tatil sdu, Jules Lalique, de profesie
comerciant, era stabilit la Paris, pe Rue Chapou, astfel incat micul René este crescut in capitala artelor,
unde incepe studiul desenului la colegiul 7urgoz, cu profesorul Lequieu tatil. La doisprezece ani obtinea
deja primul premiu la desen. $i-a continuat studiile la colegiul Barbe a Fontnenay-sous-Bois, pAnd in 1876,
an In care mama sa l-a inscris pe Lalique, care avea 16 ani, ca ucenic la fabricantul de bijuterii Louis
Aucoc. Simultan a urmat, timp de cateva luni, cursurile Sco/ii de Arte Decorative.

In 1878 pleca in Anglia, la colegiul Sydenham, de langd Londra. Aici urmeazi cursuri de desen,
pentru a se perfectiona in conceptia graficd a bijuteriilor si participd la toate concursurile de compozitie
de artd decorativd organizate de revistele i jurnalele englezesti. Revenit la Paris, in 1880, lucreazi ca
desenator de bijuterii la Vauilleret sila Auguste Petit apoi,in 1882, se instaleazi pe cont propriu, continuiand
si furnizeze desene fostilor angajatori. Isi lirgeste cercul clientelei adresindu-se marilor case de pe Rue
de la Paix: Jacta, Aucoc, Cartier, Renn, Gariod, Hamelin, Destapes, Arfvidson. In aceeasi perioadi, se decide
sd se initieze in sculpturd si se inscrie la cursurile de modelaj predate de fiul primului siu profesor de
desen, intr-o gcoali din Paris cunoscuti in zilele noastre ca Scoala Bernard-Palissy. In 1883 abordeazi si
domeniul gravurii in aquaforte.

La sfarsitul anului 1888, Jules Destapes ii vinde atelierul siu de bijuterii de la Gaillon, iar René
Lalique isi incepe cariera de fabricant de bijuterii, alituri de Briangon, un valoros colaborator al lui
Destapes. In 1890 isi instaleaz atelierul intr-un vast imobil situat pe strada Zhérése si creeazi primele sale
piese de mobilier. Numele lui René Lalique devine cunoscut de specialisti datoritd premiilor pe care le
primeste la concursul de orfevririe organizat de Uniunea Centrald a Artelor Decorative, in 1893, si datoritd
bijuteriilor de scend create pentru Sarah Bernhardt.

Dupi instalarea in atelierul de pe Rue Thérese, Lalique lucreazd mult in sticld, utilizind mici

motive care completezd decoratia bijuteriilor sale. Achizitioneazi o instalatie completd de sticlar si este
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CARAFA ,,COTES PLATES”
Atelier René Lalique, Paris,
1919

Sticla, suflare in tipar, matisare
prin acidare

1:25 cm,DL:18 cm, DLA: 8 cm
Nr. inu.: 12748

Geometria fluida a volumelor,
delimitate de linii care
unduiesc si se prelungesc
dinspre gat pe corp, ca si
contrastul dintre suprafetele
satinate si transpareata
verticalelor, inscriu piesa
printre cele mai frumoase
exmplare ale stilului Art Deco.

MUZEULNATIONALPELES
COLECTIADESTICLA




7y~

MUZEULNATIONAL PELES
COLECTIADESTICLA

VAS , TORTUE”

Atelier René Lalique, Paris, 1926
Sticlq, suflare in tipar, patinare
1:27 cm,D:1%% cm

Nr.inv.: 14102

Corpul sferoidal, profilat in godroane largi si decorat inintregime cu motiv ,,carapace de broasca
testoasd”, este patinat in tonuri de cafeniu. Variatia liniilor ce compun desenul, ruperile de ritm ale
volumelor, jocul suprafetelor in usor relief, efectele coloristice ale luminii ce stabate labirintul de

mat si transprent al motivului decorativ creeaza o placuta impresie vizuala. Stil Art Deco.
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VAS ,,CHAMARANDE”

Atelier René Lalique, Paris, 1926

Sticlq, suflare in tipar, patina opalescenta
1:19cm,D:155cm

Nr.inv.: 14124

Patina opalescenta genereaza un interesant joc
al luminii, prin parcurgerea diferita a corpului
aproape transparent, cu linii pure, de a anselor
pline, decorate in relief cu flori §i ramuri de maces
ce se prelungesc cu delicatete pe corp. Stil Art
Nouveau.

incurajat de Jules Henrivaux, directorul Manufacturii Saint-Gobain si de artistul sticlar Leon Appert

sd-si intensifice cercetdrile in obtinerea de noi forme si culori.

In anul 1895 Lalique participi la sectiunea de arte decorative a Salonului de pe Champs Elysée,
unde obtine o medalie, iar numele siu devine foarte cunoscut. Doi ani mai tirziu, bijuteriile sale strilucesc
la 0 noui manifestare oficiali, aducindu-i consacrarea si recunoasterea unor artisti de talia lui Emile
Gallé, care scria despre el in Gazette des Beaux Arts: bijuteriile lui posedd cel putin toate calititile necesare:
elegantd a desenului, sobrietate, un tact impecabil, frumusete a materialelor, o tandrd virtuozitate, talent si
pasiune, intelegerea coloritului, simtul rafinat al muzicalitatii. In acelasi an, René Lalique devine Cavaler
al Legiunii de onoare. In fiecare an, participdrile lui la saloane capitd aspectul unor evenimente artistice
toarte asteptate. Gratie creatiilor lui René Lalique, bijuteria a devenit un veritabil obiect de arta.

In anul 1900 elaboreazi proiectul unei vaste constructii, pe malul Senei, unde amplaseaza biroul
de desen, atelierele de fabricatie, sili de expozitii si resedinta personald. Din cauza riscului de incendiu,

pozitioneazi cuptoarele de sticld pe o proprietate a sa de la Clairefontaine, langid Rambouillet. Timp

e v,
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VAS,,SIX FEUILLES DE CHARDON"

Atelier René Lalique, Paris, 1922

Sticld, sufiare in tipar, matisare prin acidare
1:16 cm, D:14 cm

Nr. inu.: 14125

Ciulinul este unul dintre motivele decorative favorite ale creatorilor Art Nouveau, datorita semnificatiilor lui
simbolice. Supraviefuirea pe termen nelimitat a plantei, chiar dupa uscarea sa, a transformat ciulinul intr-un
simbol al perenitétii, al for{ei regeneratoare a naturii. Ca toate plantele cu tepi, este si un simbol al apararii
periferice a inimii impotriva atacurilor din afara; sub deviza ,,Qui s’y frotte s’y pique” (,.Cine se atinge de el se
inteapa”), ciulinul este emblema Lorenei i a orasului Nancy, spatiul in care curentul Art Nouueau a capatat forta
de a cuceri mapamondul. In plus, prin aspectul strilucitor al florii, ciulinul oferd o relatie speciala cu lumina. in
decoratia acestui vas, frunza de ciulin este dispusa in registre verticale §i repetata de sase ori. Jocul de lumini §i

umbre obtinut datorita suprafetei reliefate si satinate sporeste farmecul piesei. Stil Art Nouveau.
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CALIMARA ,MIRABEAU”

Atelier René Lalique, Paris, 1927
Sticla, presare in tipar, matisare
partiala, patina opalescenta
1:9cm,L:27 cm, LA:14cm

Nr. inu.: 15222

Pe o placa dreptunghiulara,

cu laturile decorate in relief cu
ghirlanda de sorg, se ageaza
capacul detasabil, cu maner-
placa verticala decorat in

relief cu ghirlanda vegetala si
pasari. Sobrietatea conferita

de forma rectangulara si de
joculintre liniile verticale si
orizontale este compensata de
varietatea sinuoasa a decorului
si de contrastul intre suprafefele
satinate §i cele transparente. Stil
Art Nouveau.

bijuterii si obiecte de podoaba. Ciile de evolutie erau tot mai limitate, §i a

fi continuat in acelasi registru ar fi insemnat si se repete si ar fi ajuns la o
creatie manieristi. Atunci s-a intors citre sticld, consacrandu-i, progresiv
si aproape incongtient, o parte din ce in ce mai importanti a creatiei lui.
Acest fapt nu s-a petrecut intr-o zi sau in citeva luni, ci pe nesimtite, putin
cate putin, intre 1895 si 1905. In cele din urma, sticla a pus stipanire pe
imaginatia lui §i a venit ziua in care René Lalique a devenit, in exclusivitate,
un artist sticlar. Cedand pentru ultima datd in fata pasiunii sale pentru
bijuterii, a realizat in 1912 o expozitie in care a reunit, intr-un simbolic
adio, opale, fildesuri, aur alb §i materiale transparente, care anuntau noua
sa orientare.

In 1913 a achizitionat sticlaria de la Combs-la-Ville, unde, prin
numeroase experimente, a dobandit o cunoagtere completd a sticlei,

material ale cdrui efecte de lumind si transparenti vor revolutiona propria
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PLATOU

Design: René Lalique

Atelier VDA France, 1921

Sticla, presare in tipar, matisare
partiala prin acidare
l:2cm,D:27 cm

Nr.inv.: 15437

René Lalique a pus in valoare intregul
arsenal al tehnicilor de sufiare sau
presare in tipar pentru realizarea
modelelor sale, utilizind ca material
vitrogen o compozitie de semi-
cristal, cu 12% oxid de plumb, ceea

ce are efecte benefice nu numaiin
plan estetic, ci si asupra plasticitatii
topiturii. Stil Art Nouveau.

16C

productie artistici. Aceastd noud operd avea si devind expresia

perfectd a geniului sdu creator si artistic. Pind in 1914 Lalique a
creat intre 700 si 800 de modele de sticlirie, unele dintre ele fiind
reluate dupi rizboi si produse intre 1919 si 1924.

Frangois Coty, celebrul producitor de parfumuri, era
de pirere cd un parfum este mai intdi vdzut si abia apoi mirosit,
asadar forma flacoanelor juca un rol esential in succesul promovirii
produselor sale. El a apelat la René Lalique pentru a revolutiona
aspectul sticlelor de parfum, iar artistul gi-a pus in valoare talentul,
reusind sd creeze un nou gen in sticlaria de arta.

Dupi Primul Rizboi Mondial, omul de afaceri René Lalique
a Inteles cd sticldria artisticd de scard industriald avea si cunoasci o
formidabild dezvoltare. El a profitat de faptul cd guvernul francez
era interesat de implantarea de noi capacititi industriale in teritoriile
reintegrate, Alsacia si Lorena, §i a achizitionat o suprafatd de 12
hectare de teren pe Rhin-ul de Jos, la Ban de Wingen-sur-Moder,
unde a construit noua sa uzini, pe care a denumit-o Verrerie d’Alsace.
Axatd in special pe realizarea de piese utilitare, uzina din Alsacia
pastra un inalt nivel al calititii si esteticii produselor. Evolutia
mijloacelor tehnice, ca de exemplu introducerea matritelor din fonti
otelitd si mai apoi din otel, a permis sciderea pretului de cost, si
astfel se puteau vinde servicii intregi, nu doar piese disparate.

Imaginatia creatoare a lui René Lalique s-a manifestat nu

numai in domeniul artistic, ci §i in cel tehnic, el perfectionand retete



SET DE BOLURI ,,COQUILLES”
Atelier René Lalique, Paris,
1924

Sticla opalescentd, presare
in tipar

1:55cm,D:13cm

Nr.inu.: 15961

Setul este compus din opt
piese decorate cu value de
scoica in forma de evantai.
Stilizarea cochiliilor §i
tratarea desenuluiin cheie
geometrica, modularea
volumelor si efectele

de lumina obtinute prin
varierea opalescentei de la
centru spre marginea piesei
sunt specifice creatiilor
maestrului parizian. Stil Art
Deco.

de sticld ce se potriveau noilor mijloace de productie mecanizati si concepand

noi procedee de fabricatie, pe care le-a brevetat. Cu o deosebitd intuitie, a stiut
s realizeze acordul intre ideile sale estetice si posibilititile de punere in operi
ale materialului utilizat.

Conceptual, Lalique este impotriva abundentei culorilor in sticli si preferd
efectele date de transparenta si limpezimea materialului. Creatia sa denotd o
rezervi clasicd, in acord cu temperamentul lui linistit, dar imaginativ. G. Kahn,
care i-a consacrat lui Lalique un articol publicat in 1921 in revista LArt et les
Artistes, scria ca pentru el, linia si transparenta sticlei deveniserd ghidul si scopul.
Desi sticla era albd, Lalique obtinea efecte de culoare prin jocuri de lumini,
prin clar gi umbri, prin mat si transparent, prin linii care variau considerabil in
timpul tratirii volumelor si a decorurilor. Desi solidificati, sticla este la Lalique
un minunat material cu o suplete inimaginabild, ce ii oferd sansa unor infinite
utilizari.

Succesul rasunitor repurtat la Expozitia de Arte Decorative si Industriale
Moderne de la Paris, din 1925, i-a adus lui Lalique un val de comenzi masive,
ce veneau din intreaga lume. Pentru a le putea onora, el a construit o vasti retea
de agentii in Anglia, S.U.A., America de Sud, Africa de Nord, prin care isi
distribuia produsele. Prestigiul artistic al lui René Lalique a rimas intact pani
la moartea sa, in 1945.

Regina Maria, cu binecunoscutul siu simt artistic, nu a rimas indiferentd
in fata farmecului exercitat de creatiile sobre, rafinate i elegante ale lui Lalique.
Ea a achizitionat mai multe piese, pe care le-a folosit pentru decorarea castelului

Pelisor, una dintre casele ei de vis.
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GARNITURA DE PAHARE ,LOTUS”
Atelier René Lalique, Paris, 1924
Sticla, sufiarein tipar

PAHAR PENTRU VIN DE MADERA
1:9,8cm,D:6,3cm

Nr. inu.: 19962

PAHAR PENTRU VIN DE BORDEAUX
1:10,8cm,D:7cm

Nr. inu.: 15964/1

PAHAR PENTRU APA
1:1,9cm,D:7% cm
Nr.inu.:15964/2

PAHAR PENTRU SAMPANIE
1:8,6cm,D:10 cm

Nr.inu.: 15963

Garnitura cuprinde in total 29 de pahare si este
sufiata dintr-o sticla alba, foarte fina. Proportiile
elegante si rafinamentul decorului constituit din
16 frunze de lotus confera atractivitate acestui
ansamblu. Stil Art Deco.
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ené Jules Lalique (1860-1945) was the author of a body of work that was, according to a letter
from the artist’s grandson to Félix Marcilhac, a renowned art historian and the author of a
catalogue raisonné of Lalique’s work, “significant both in terms of its size and quality, as well as
the place it occupies in the history of glassmaking.”

René Lalique was born in Ay, in the Marne region of France. His father, Jules Lalique, a mercantile agent,
lived in Paris, on the Rue Chapou, meaning the young René grew up in the capital of the arts, where he would first
study drawing at College Turgot under Lequieu Sr., winning his first prize for drawing by the age of twelve. He
then studied at the Barbe college in Fontenay-sous-Bois until 1876, when his mother enrolled the then 16-year-
old Lalique as an apprentice to the jewellery maker Louis Aucoc. He simultaneously spent a few months studying
at the School of Decorative Arts during this time.

In 1878, he moved to England, and Sydenham College, near London. There he attended courses to perfect
his abilities in the art of jewellery design, while also taking part in all the decorative art design competitions run
by English magazines and journals. Returning to Paris in 1880, he found employment as a jewellery designer
for Vuilleret and Auguste Petit, before going freelance in 1882 while continuing to make designs for his former
employers. He grew his clientele by selling his designs to the major jewellery houses on the Rue de la Paix, i.e.
Jacta, Aucoc, Cartier, Renn, Gariod, Hamelin, Destapes and Arfvidson. Around the same time he decided to
venture into sculpture and attended the courses given by the son of his first drawing teacher at a school in Paris
known today as Ecole Bernard Palissy. In 1883, he also tried his hand at etching.

At the end of 1888, Jules Destapes sold to him his jewellery workshop in Gaillon, and so René Lalique
began his career as a jewellery maker in collaboration with Briang¢on, a former well-respected collaborator of
Destapes. In 1890, he opened a workshop in an extensive building located on the Rue Thérése and created his first
items of furniture. The name René Lalique became well known among specialists owing to the prizes he won at
the metal arts competition organised by the Central Union of the Decorative Arts in 1893, as well as the stage
jewellery he created for Sarah Bernhardt.

After opening his workshop on the Rue Thérese, Lalique increasing began to work in glass, using it to
complement the decoration of his jewellery. He duly purchased a complete glassmaking installation and was
encouraged by Leon Appert to intensify his studies of new shapes and colours.

In 1895, Lalique took part in the decorative arts section of the Paris Salon, on the Champs Elysée, winning
a medal and making a name for himself. Two years later, his jewellery was well received at another official event,
earning him the recognition of artists of the calibre of Emile Gallé, who wrote about him in the Gazezze des beaux-

arts: “His jewellery possesses all the necessary qualities: elegance of design, sobriety, an impeccable tact, beauty of
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material, a gentle virtuosity, talent and passion, an understating of colour and a refined sense of musicality. That
same year, René Lalique became an Officer of the Legion of Honour. Every year his participation in art salons
would generate lots of excitement around the events in question. Thanks to the designs of René Lalique, items of

jewellery became veritable objets d’art.

In 1900, he drew up plans for a large building on the banks of the Seine that was to serve as his design
studio, workshop and exhibition space, as well as his own private residence. Given the risk of fire associated
with a glassworks, he installed the furnaces on one of his properties in Clairefontaine, near Rambouillet. Over a
period of 15 years, he explored all the decorative possibilities of fauna, flora, and portraiture with respect to their
application to jewellery and ornamental objects. However, he was finding it increasingly difficult to innovate, and
to have continued in the same vein would have meant repeating himself. He therefore turned his attention to
glass, gradually dedicating a growing section of his work to this material. This shift did not occur within a matter
of days or a couple of months, but, rather, unawares, bit by bit, between 1895 and 1905. Eventually, glass would
come to dominate his creative endeavours and the day came when René Lalique became an out-and-out glass
artist. Indulging his passion for jewellery one last time, however, in 1912 he hosted an exhibition which, in a kind
of symbolic farewell, brought together opals, ivories and white gold, as well as transparent materials heralding his

new direction.

In 1913, he acquired the glassworks in Combs-la-Ville, where, after much experimentation, he achieved a
complete knowledge of glass, a material whose light and transparency effects would revolutionise his own artistic
production. This new body of work would become the perfect expression of his creative and artistic genius. By
1914, Lalique had produced somewhere between 700 and 800 different glassware designs, some of which were
revived after the war and produced again between 1919 and 1924.

Francois Coty, the famous perfume producer, believed that a perfume is first seen and only then smelt, with
the shape of the bottles playing an essential role in the commercial success of his products. It was therefore only
natural for him to call upon René Lalique to revolutionise the look of his perfume bottles, a collaboration that saw

the artist put his talents to great use in the creation of a new genre of artistic glassware.

As a businessman, René Lalique understood that the market for industrially produced artistic glassware
was about to expand dramatically following the end of the First World War. He took advantage of the fact that
the French government was looking to develop new industrial capacities in the regained territories of Alsace and
Lorraine, purchasing a 12-hectare plot of land in Wingen-sur-Moder, in the Bas-Rhin region, where he built a
new factory, which he named Verrerie d’Alsace. Primarily focused on the manufacture of utilitarian glassware, the
factory in Alsace maintained high quality and aesthetic standards for its products. Technological developments,
such as the introduction of cast iron and, later, steel moulds, allowed for a reduction in cost prices and therefore

the commercialisation of entire sets, not just individual pieces.

René Lalique applied his creative imagination not only artistically, but also to the technical aspects of
glassmaking, perfecting glassmaking formulae that were suited to the new mechanised means of production and
developing new production techniques that he duly patented. Showing great intuition, he was able to strike a
balance between his aesthetic ideas and the practical possibilities offered by the material he was working with.

On a conceptual level, Lalique was opposed to the excessive use of colour in glass and preferred the eftects
achievable by exploiting the transparency and clarity of the material. His works are characterised by a classical
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restraint that is in keeping with his calm but creative temperament. G. Kahn, who published an article about
Lalique in 1912 in LArt et les artistes magazine, wrote that, “for him, the line and transparency of glass became
his guide and purpose.” Although the glass was colourless, Lalique obtained effects of colour through the play of
light, through the use of clear and shadow, matte and transparent, through lines that varied significantly depending
on shape and decoration. Although solidified, in Lalique’s hands glass became a magical material of an incredible

elasticity, allowing him to put it to an infinite number of different uses.

Following his resounding success at the Exhibition of Modern Industrial and Decorative Arts of 1925 in
Paris, Lalique was flooded with large commissions from all over the world. In order to meet this new demand, he
established an extensive network of offices in Great Britain, the USA, South America and North Africa to market

his products. René Lalique’s artistic prestige remained intact until his death, in 1945.

Queen Marie, with her well-known love of the arts, was not immune to the charms of the sober, refined and
elegant creations of René Lalique. Indeed, she purchased a number of his works, using them to decorate Pelisor

Castle, which was one of her “dream houses”.
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aul Nicolas (1875 — 1952) s-a nascut la Laval-sous-Bruyere, in Lorena ocupati, in urma
rizboiului din 1870 — 1871, de citre Germania. In anul 1888, datoriti refuzului de a adopta
cetdtenia germand, familia sa este expulzatd, si se muti la Sainte-Anne, in Laxou. Tanirul
Paul intri la Scoala de Arte Frumoase din Nancy, unde urmeaza cursuri de arhitectura si desen, pentru care
dovedeste aptitudini deosebite. Ca si fratele siu mai mare, Emile, era pasionat de botanici. Impreuni
colindau pddurile din imprejurimi in cdutare de plante pentru ierbare si de subiecte pentru acuarelele lui
Paul. La absolvirea scolii, in 1893, lui Paul Nicolas i s-a decernat medalia de argint pentru relevee ale unor
monumente istorice. In acelasi an, Emile Gallé publici un anunt in mai multe periodice locale, in dorinta
de a recruta desenatori si pictori pe sticld. Paul Nicolas, inarmat cu superbele sale desene, se prezinti in
Rue Garenne, unde este primit imediat de Gallé. Intuind potentialul tanirului, Emile Gallé il integreazi
in compania sa, si astfel incepe initierea lui Paul Nicolas in meseria de decorator al sticlei. In paralel, Paul
este interesat de intreaga activitate a manufacturii, acumuland cunostinte din domenii diverse si manuind
chiar teava de suflitor. Cei doi frati Nicolas devin prieteni ai lui Emile Gallé si sunt introdusi de acesta
in cercurile intelectuale, culturale si artistice din Nancy. Emile Nicolas se numiri chiar printre membrii
fondatori ai Scolii de la Nancy. In aceasti primi perioadi a carierei sale, Paul Nicolas primeste medalia
de bronz la Expozitia Universali de la Paris, din anul 1900.

Dupi Primul Rizboi Mondial, in anul 1919, Paul Nicolas piriseste compania Gallé si, inarmat cu
pretioase cunostinte artistice si tehnice, isi fondeaza propriul atelier de decorare, la care coopteazi alti trei
sticlari ai atelierelor Gallé: Villermaux, Mercier si Windeck. Aceasti asociatie, numitd Gravorii reuniti,
isi avea sediul pe strada Republicii, la numarul 64, in casa lui Paul Nicolas, din Nancy. Pentru procurarea
pieselor brute, Paul a incheiat un contract cu cristaleriile Sains—Louis. Timp de un an foloseste semnitura
Saint=Louis Nancy, apoi pe cea de d’Argental. Cei trei colaboratori se intorc la casa Gallé, in 1923. Dupi
dizolvarea asociatiei, Paul Nicolas isi continud activitatea sub pseudonimul d’Argental, asociat uneori
cu crucea de Lorena. In aceasti intensi perioadi a activititii sale, Paul Nicolas realizeazi lucriri in
traditia Scolii de la Nancy, cu un decor naturalist, gravat cu acizi. Se regisesc, printre modelele sale teme

florale in spiritul Art Nouveau-ului si dragi lui Emile Gallé: orhideea, anemona, irisul, nufirul. Formele
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sunt simple, iar decorul se desfdsoari prin jocul generat de straturile suprapuse diferit colorate, dezvelite
partial prin corodarea cu acid. Lucririle lui Paul Nicolas, de foarte buni calitate, sunt recompensate prin
numeroase premii decernate la mari expozitii, dintre care mentionim doar Medalia de Onoare primitd
la Expozitia Internationald de Arte Decorative si Industriale Moderne de la Paris, din anul 1925. Acestei
perioade din creatia lui Paul Nicolas ii apartin si piesele detinute de Muzeul National Peles.

Dupi marea crizd economici din 1929, Paul Nicolas, departe de a se multumi cu reeditarea unor
modele care nu mai au succesul de odinioari, se indepirteazid progresiv de Art Nouveau si creeazi opere
ce dovedesc o ciutare personald citre stilizare si o apropiere de conceptele Art Deco-ului. Creatiile
anilor 1930 sunt cele mai interesante pe plan artistic, datorita originalititii si tehnicititii lor, ca si pentru
utilizarea culorilor reci, ca verdele sau albastrul. Aceste productii sunt semnate in general P. Nicolas, cu
sau fird addugarea Nancy, dar foarte rar datate. Evolutia stilistici este dublatd de un interes sporit pentru
diversificarea mijloacelor tehnice folosite, artistul ajungind si utilizeze de-a lungul carierei intreaga
paletd a tehnologiilor de decorare pentru sticli si cristal: emailare, gravurd cu acid sau la roati, tiiere,
aplicatii la cald, intercaliri etc.

Dupi al Doilea Rizboi Mondial, datoritd sistarii contractului cu cristaleriile Sainz—Louis, Paul
Nicolas isi procurd piesele brute de la casa Daum. Pentru arderea decorurilor emailate, el foloseste
cuptorul celui mai apropiat prieten, Almaric Walter. Continui si creeze piese remarcabile, unele dintre
ele fiind premiate la expozitii internationale de arte. O parte dintre aceste lucriri au fost oferite de autor
unor personalititi ale epocii, ca presedintele Lebrun, beiul Tunisului sau Marea Ducesd de Luxemburg.
Paul Nicolas si-a insotit permanent creatiile in domeniul sticliriei de un mare numir de acuarele si
desene. Numeroase documente grafice, provenind in mare parte din arhiva familiei si pastrate in colectii
publice sau private, ilustreazi talentul de desenator al lui Paul Nicolas, ca si ciutirile estetice si tehnice
pe care le-a intreprins de-a lungul carierei.

Persoanele avizate in arta sticldriei au recunoscut intotdeauna in Paul Nicolas un artist de mare

calitate si originalitate.

VAS

Autor: Paul Nicolas (d’Argental), citre 1925

Sticld, colorare in masa, stratificare, suflare in tipar, gravare cu acizi
1:8cm,L:14cm,LA:8,5cm

Nr.inv.: 18779

Influenta §colii de la Nancy este evidenta in tema aleasa pentru decor -
»Paysage de verre”, intr-o cromaticd bazata pe nuante de brun rogcat pe
fond galben marmorat - dar si in finetea detaliilor peisajului i a nuantarilor.
Totusi, forma rectangulara a vasului prefigureaza evolutia artistului catre

abstractizare, catre estetica promovata de stilul Art Nouveau.
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aul Nicolas (1875-1952) was born in Laval-sous-Bruyere, in occupied Lorraine, which fell into
German hands during the war of 1870-1871. In 1888, after refusing to adopt German citizenship,
his family was expelled, moving to Sainte-Anne, in Laxou. A young Paul attended the School of
Fine Arts in Nancy, where he studied architecture and drawing, subjects in which he had demonstrated a special
aptitude. Like his elder brother, Emile, he was passionate about botany and together they would wander through
the local forests in search of plants for their herbaria and subjects for Paul’s watercolours. After finishing his
schooling in 1893, Paul Nicolas was awarded a silver medal for his drawings of historical monuments. That same
year, Emile Gallé placed an advertisement in a number of local newspapers for glassware designers and painters.
Armed with his superb drawings, Paul Nicholas arrived in the Rue de la Garenne, where he was received right
away by Gallé. Recognising his potential, Emile Gall¢ hired the young artist and thus began Paul Nicolas’initiation
into the profession of glassware decorator. While in this role, he also showed an interest in the workings of the
factory, amassing knowledge in various different fields and even trying his hand at glass blowing himself. The two
Nicholas brothers became good friends with Emile Gall¢, who introduced them to the intellectual, cultural and
artistic circles of Nancy. Emile Nicolas even became one of the founding members of the School of Nancy. During
this first part of his career, Paul Nicolas received the bronze medal at the Universal Exhibition in Paris, in 1900.
In 1919, Paul Nicolas left the Gallé company and, armed with his priceless artistic and technical knowledge,
tounded his own decoration workshop, taking with him three other glassmakers from his former employer
(Villermaux, Mercier and Windeck), with whom he formed an association. Called Grawveurs réunis (“United
Engravers”), this association was based at 64 Rue de la République, i.e. Paul Nicolas’s home in Nancy. In order
to ensure a regular supply of blank objects, Paul struck a deal with the Saint-Louis crystal glassmakers. For the
following year he would sign his works “Saint-Louis Nancy”, before adopting the “d’Argental” signature. His
three collaborators returned to Gallé in 1923. After the dissolution of the association, Paul Nicolas continued to
sign his works “d’Argental”, sometimes in combination with a Lorraine cross. Throughout this intense period
of his career, Paul Nicolas worked in the tradition of the School of Nancy, using naturalist and acid-engraved
decorations. His designs featured the floral motifs in the Art Nouveau style much loved by Emile Gallé, i.e.
orchids, windflowers, irises and waterlilies. His works have simple shapes and their decoration resides in the effect
of the differently coloured overlapping layers partially revealed through acid corrosion. Paul Nicolas” high quality
glassware would win him many awards at important exhibitions, such as a Medal of Honour at the International
Exhibition of Modern Decorative and Industrial Art in Paris in 1925, to name but one. It is from this stage of Paul
Nicolas’ career that the items in the collection of Peles National Museum date.
After the great economic crisis of 1929, not satisfied with reproducing designs that no longer had the same
success as in the past, Paul Nicolas gradually moved away from the Art Nouveau style and began producing works
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that reflected his personal quest for stylisation, thus bringing him closer to the principles of Art Deco. The works
he produced during the 1930s are his most interesting from an artistic point of view, owing to their originality
and technical quality, as well as in terms of their use of cold colours, such as greens and blues. These products were
generally signed “P. Nicolas”, sometimes with the addition of “Nancy”, and only very rarely dated. This stylistic
evolution was accompanied by a renewed interest in the diversity of the available technical means, with the artist
using the entire gamut of existing glass and crystal decorative techniques throughout his career: enamel, acid or
wheel engraving, cutting, applied elements, glass inlays, etc.

After World War Two, with his agreement with the Saint-Louis crystal glassmakers having come to
an end, Paul Nicolas began to source his blank objects from the Daum crystal studio. He fired his enamelled
decorations at the furnace belonging to his closest friend, Almaric Walter. He continued to produce remarkable
items of glassware that won him awards at international art exhibitions. Some of these works were given by the
artist as gifts to various important personalities of the day, including President Lebrun, the Bey of Tunis and the
Grand Duchess of Luxembourg. Apart from his famed glassware, Paul Nicolas also was prolific in the production
of watercolours and drawings. Indeed, the many graphic artworks belonging to the family archive and public
and private collections bear witness to Paul Nicolas’ talent for drawing, as well as the aesthetic and technical
experimentation he performed throughout his career.

Connoisseurs of the art of glassmaking have always recognised Paul Nicolas as an artist of great quality and

originality.
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asta de sticld este un material cu remarcabile calititi plastice si de aceea este revendicat
deopotrivi de sticlari si de ceramisti. Compozitional, acest material de graniti, care nu
este nici ceramicd purd, nici integral sticla, este constituit dintr-un amestec ce include un
anumit procent de material argilos, impreuni cu sticli fin micinati. In functie de raportul dintre cele
doud componente, obiectul poate fi modelat liber, ca un lut, dacd materialul cuprinde suficient component
argilos pentru a rimane in stare plasticd, sau turnat din barbotini, ca un portelan, daci sticla micinata
este cea care predomini. In ambele cazuri, fasonarea obiectului se face la rece. In timpul arderii, se
dezvolta o cantitate mai mare de faza lichida decat in cazul ceramicii, dar nu suficientd pentru a se obtine
o structurd omogend. De aceea pastele de sticld au aspect heterogen, aseminitor pietrelor semi-pretioase.
Tocmai acest efect este exploatat de artistii care lucreazi in acest material, fiecare dintre ei pastrind cu
grija retetele descoperite pe cale experimentala.

Pasta de sticld, abandonati din antichitate, a fost redescoperitd in anul 1880 de Henri Cros, un
artist savant ce cauta un material fuzibil, care sd poatd fi lucrat in stare lichidd sau sub formd de pastd, si
care trebuie sd devind dur si translucid dupd ardere, putand fi modelat ca o sculpturd, dar si posede farmecul si

coloritul materialelor naturale, dupa cum insusi marturisea.

Gabriel Argy-Rousseau (1885 — 1953) se distinge intre toti creatorii in pasti de sticli prin
materialul siu, prin perfectiunea tehnicii si prin culorile puternice si contrastante. Neobosit cercetitor,
tehnician desivarsit, artist complet, el va dezvolta o tehnici pe care o va transforma in mijloc de expresie
personal, si care ii va permite realizarea unei opere originale.

Niscut la Meslay-le-Vidame, in departamentul Eure-et-Loir, intr-o familie de muncitori agricoli,
Joseph-Gabriel Rousseau, care va adopta mai tirziu pseudonimul de Gabriel Argy-Rousseau, atras de
fizicd si chimie, intrd la Scoala Nationali de Ceramicd de la Sévres, in 1902. Aici dobandeste o formatie
primordiald pentru viitoarea lui carierd, prin studierea atat a tehnicilor ceramicii cét si a modelajului,
desenului si picturii. Tot la Sévres i-a intalnit pe Henri Cros si pe fiul lui, Jean, care l-au initiat in tainele

proaspit redescoperite ale pastei de sticld. Dupi ce a absolvit Scoala Nationali de Ceramicd, in 1906, cu
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CUPA

Autor: Gabriel Argy-Rousseau, Paris, 1/4 sec. XX
Pasta de sticla, modelare, pigmentare
1:10,2cm, D:16 cm

Nr. inu.: 12615

Cupa gen bol, cu buza drug si corp usor godronat,
decorat cu brau vegetal in volute, este modelata
intr-un material nobil, fin §i translucid, cu o
remarcabild omogenitate pentru o pasta de
sticld, care se regaseste doar in creatia lui Gabriel
Argy-Rousseau. Culorile sunt perfect armonizate,
iar decorul stilizat se impleteste cu liniile corpului,
pentru a se pune in valoare reciproc. Stil Art
Nouveau.
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CuPA

Design: Henri Bergé

Executie: Almaric Walter

Atelier Daum, Nancy, 1921-192%

Pasta de sticla, modelare, pigmentare
1:13cm,D:14,2cm

Nr.inv.: 12628

in form& de floare cu patru petale, in nuante de roz §i mov, piesa a
fost modelata manual, la rece, procedeu ce ii confera remarcabile
calitati plastice. Prin ardere, materialul s-a vitrifiat doar partial, iar
compozitia a ramas neuniforma, ceea ce a generat placute efecte
de piarta semi-pretioasa. Acest fenomen este tipic pentru pasta de
sticla, material de granitd, care apartine in egala masura domeniilor
ceramica si sticla. Stil Art Nouveau.

titlul de inginer ceramist, decide si se consacre in intregime acestui material, pe care il considera cel mai
personal dintre toate procedeele de prelucrare a sticlei sau cristalului, cdci, dupa cum afirma, e/ permite
artistului sa-si exprime cu usurintd gandurile.

Din 1914 Gabriel Argy-Rousseau prezinti oficial primele lui creatii in pastd de sticld la Salonul
artistilor francezi. In 1921, intalnirea cu Gustave Moser-Millot va conduce la crearea societitii Les Pites
de Verre Argy—Rousseau. Operele realizate de artistul parizian sunt remarcabile si au ca surse de inspiratie
arta din Grecia anticd, de unde extrage o anumiti viziune clasici, cea din Japonia, care ii influenteazi
ritmul si punerea in pagini a lucririlor, sau din Mesopotamia, de unde preia ideea motivelor cu o mare
fortd de sugestie. Temele favorite vor fi femeia si mai ales natura — descompusi, stilizatd, abstractizati
sau realisti. Subiectele generale sunt recompuse in interpretiri libere, in care se recunoaste imediat
personalitatea artistului. Creatia lui Gabriel Argy-Rousseau restituie in toatd splendoarea lor culorile
pastei de sticli, cele mai frecvente fiind violet, bleu, rosu, verde. In general, combinatiile sunt contrastante:
violet pe fond alb, rosu pe fond galben, violet sau gri. Motivele decorative sunt bine desenate si detasate
de fond. Tehnica lui Argy—Rousseau, de o rard perfectiune, si care ii apartine numai lui, permite crearea
unor efecte de neuitat. Intruct procedeul pastei de sticli era extrem de complex si costisitor, se vede

obligat sa urmeze, dupa 1931, calea altor artisti contemporani, cea a pastei de cristal.

Almaric Walter (1870 — 1959), absolvent, ca si Gabriel Argy-Rousseau, al Sco/ii Nationale de
Ceramicd de la Sévres, a prezentat in 1903 la Salonul artistilor francezi primele lui paste de sticld, executate
dupid modelele a diferiti sculptori. Un an mai tirziu, a incheiat un acord prin care fratii Daum ii puneau

la dispozitie un atelier, la Nancy, in care sd lucreze numai pasti de sticld. Punerea la punct a tehnicii de
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lucru a lui Almaric Walter a fost destul de laborioasd, dar, odatd incheiat acest proces artistul a putut
realiza reproduceri ale unor piese de Tanagra si a altor antichititi, dupd mulaje aduse de Antonin Daum
de la Viena. Vor urma si alte piese, ca de exmplu Loie Fuller dansind, dupd modelul lui Victor Prouvé.
Henri Bergé, decoratorul sef al atelierelor Daum, ii va furniza cea mai mare parte a urmitoarelor modele.
Din indelungata colaborare a celor doi artisti se vor naste peste o sutd de tipologii diferite, care au fost
puse in operid de Almaric Walter pinid in 1915. Printre realizirile sale se numiri citeva nuduri feminine,
dar mai ales modele inspirate din fauni: crabi, soareci, pesti rosii, soparle etc. Coloritul intens si profund
caracterizeazi operele celor doi creatori. Lucririle desenate de Henri Bergé si modelate de Almaric
Wialter au intrunit aprecierea specialistilor in pastd de sticla ai epocii, fiind recompensate cu diplome de
onoare si medalii de aur la manifestiri europene ca: Expozitia Universald din 1900, de la Paris, Expozitia
de la Nancy, din 1909, sau Expozitia de la Bruxelles, din 1910.

Dupi Primul Rizboi Mondial, Almaric Walter a hotirit si se instaleze pe cont propriu, la Nancy,

continuind productia de pastd de sticld, cu aceeasi tehnicd si in mare parte cu aceleasi modele ca la Daum.
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CuPi Materialul, aproape opac, cu multe formatiuni cristaline

Autor: Jean Sala, Paris, 1/4 sec. XX asemdnatoare celor din pietrele geme, creeaza o prima impresie

Pasta de sticla, colorare in masd, modelare, decor aplicat ca vasul ar fi fost sculptat in ametist brut. Componentul vitros a

1:13,6 cm, D:15 cm degajat o mare cantitate de gaze, care au ramas captive in peretii

Nr.inv.: 12676 piesei, generand un placut efect plastic. Prin forma, textura,
cromatica si decorul aplicat vasul se circumscrie stilului Art
Nouueau.

Henri Bergé i va furniza in continuare cele mai multe dintre modelele noi. Activitatea de productie s-a
incheiat in 1935, cind Almaric Walter a fost nevoit si-si vinda atelierul.
Castelul Pelisor gizduieste in Budoarul reginei Maria o creatie Art Nouveau, din pasti de sticli,

semnatd de Almaric Walter si de Henri Bergé.

Henri Bergé (1870 — 1937) a fost elevul lui Jules Larcher la Scoala Municipali de Arte Frumoase,
din Nancy. Talentul deosebit manifestat in domeniul desenului artistic si al picturii decorative justifici
alegerea lui Henri Bergé de citre compania Daum ca succesor al lui Jacques Gruber la conducerea
atelierului de decorare. Concomitent a fost si profesor de desen la scoala din Loritz, care pregitea
designeri pentru domeniul artelor aplicate.

Henri Bergé este autorul a nenumirate desene publicitare, dintre care se evidentiaza cel pentru
Casa de Artd a Lorenei, sau meniurile ornate imprimate la A4/bert Bergeret, la Nancy, apoi la Artele Grafice
Moderne. Din pictura decorativa a lui Henri Bergé s-au pastrat putine lucrari, dar mai existd un vitraliu

semnat de el la Muzeul Scolii din Nancy si un altul la Petit Trianon, din Malzéville, langd Nancy.

Jean Sala (1895 — 1976) a fost un catalan ce se trigea dintr-o familie de sticlari din tatd in fiu. Si-a
ficut ucenicia pe lang3 tatil siu, absolvind simultan Scoala de Arte Frumoase din Paris. A studiat tehnicile
de elaborare si decorare a sticlei practicate de fenicieni, romani, arabi si a deprins procedeele vechilor
sticlari venetieni. In cursul procesului siu creativ a desenat obiectele, le-a studiat volumele, eleganta,
culoarea. Una dintre bucuriile lui era si-si lase imaginatia sd lucreze asupra unei portiuni de sticld
incandescentd, dovedind o cunoastere aprofundati si o stipanire extrem de buni a tehnicilor specifice
artei sticlei. Uneori, adduga propriile tuse de culoare chiar in cuptor. Decorurile lui Jean Sala evolueazi
treptat citre abstractiune. In perioada 1933 — 1939, Jean Sala a preluat conducerea departamentului
artistic al cristaleriei Sains—Louis, desenind el insusi un serviciu de masd, vase, cupe, candelabre si figurine
zoomorfe, printre care cunoscutii sii pesti. A expus impreund cu tatdl siu, pand in 1920, apoi individual, in
expozitii nationale sau internationale. In anul 1937, 1a Expozitia Universali de la Paris, face demonstratii

publice ale artei sale.
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dte de verre is a material used by both glassmakers and ceramicists on account of its remarkable

plastic qualities. In terms of its composition, this material, which is neither pure ceramic nor one

hundred percent glass, is made from a mixture of a clay-like material and finely ground glass.
Depending on the ratio of these two ingredients, the object can either be freely shaped, like clay, where the
mixture contains enough of the clay-like ingredient to keep it in a plastic state, or cast, like porcelain, where the
main ingredient is the ground glass. In both cases, the object is shaped while cold. During firing, a larger quantity
of liquid phase is formed than with ceramic, but not enough to produce a homogenous structure. This is what
gives pite de wverre its heterogeneous appearance, similar to that of semi-precious stones. And it is this effect
that is exploited by artists working with this material, who keep their formulae — developed through extensive
experimentation — a closely guarded secret.

Pite de verre, which was last used in antiquity, was rediscovered in 1880 by Henri Cros, a learned artist
who, as he himself said, was looking for “a fusible material that could be worked in a liquid state or in the form of
a paste and which would become hard and translucent after firing, allowing it to be shaped like a sculpture while
still possessing the charm and colouring of natural materials.”

Gabriel Argy-Rousseau (1885-1953) stands out among all the artists working in pdze de verre in terms of his
material, his mastery of technique and his strong and contrasting colours. A tireless researcher, a master technician
and accomplished artist, he would develop a technique that would become a personal means of expression, thus
allowing him to create an original body of work.

Born into a family of agricultural workers in Meslay-le-Vidame, in the department of Eure-et-Loir, Joseph-
Gabriel Rousseau, who would later adopt the professional name of Gabriel Argy-Rousseau, was drawn to the
subjects of physics and chemistry and began studying at the National School of Ceramics in Sévres in 1902. The
education he received there, involving the study of both ceramic-making techniques and modelling, drawing and
painting, would be essential to his future career. It was also in Sévres that he would meet Henri Cros and his son,
Jean, who initiated him into the recently rediscovered art of pdte de verre. After graduating as a ceramics engineer
in 1906 from the National School of Ceramics, he decided to dedicate himself to the pite de verre technique, which
he considered the most personal of all the ways of producing glass or crystal, for, as he himself said, “it allows the
artist to express his thoughts with great ease.”

In 1914, Gabriel Argy-Rousseau presented his first creations made using pdre de verre at the Salon of French
Artists. In 1921, a meeting with Gustave Moser-Millot would lead to the creation of the Les Pites de Verre Argy-
Rousseau company. The works produced by the Parisian artist are remarkable and take their inspiration from the
art of Ancient Greece (from which he borrowed a classical vision), the art of Japan (which influenced the rhythm
and composition of his works) and the art of Mesopotamia (from which he adopted the use of motifs with great
suggestive power). His favourite themes would be the female form and, in particular, nature, which he depicted in
deconstructed, stylised, abstracted or realistic forms. General themes are expressed in free interpretations in which
the artist’s personality is immediately recognisable. The work of Gabriel Argy-Rousseau expresses the colours of
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pite de verre — the most typical of which being purple, blue, red and green — in all their splendour. The decorative
motifs are well designed and stand out from their backgrounds. Argy-Rousseau’s technique — which is of a rare
perfection and belongs only to him — allows for the creation of some unforgettable effects. Given the complexity
and costly nature of working in pdte de verre, after 1931 the artist was forced to follow in the footsteps of some of
his contemporaries and switch to working in pate de cristal.

Almaric Walter (1870-1959), who like Gabriel Argy-Rousseau was a graduate of the National School of
Ceramics in Seévres, exhibited his first works in pdze de verre (based on the works of various sculptors) at the Salon
of French Artists in 1903. One year later, he signed an agreement with the Daum brothers, who placed at his
disposal a workshop in Nancy where he would be able to work exclusively in pdte de verre. Developing his own
technique was a painstaking process, but once perfected it allowed him to reproduce Tanagra figurines and other
antiquities using moulds brought by Antonin Daum from Vienna. Other works would follow, such as his Loie
Fuller Dancing, based on the work by Victor Prouvé. Henri Bergé, the head decorator at the Daum glassworks,
would design most of the models for his following works. The long collaboration between the two artists would
result in over one hundred different models, which Almaric Walter used until 1915. His works include a number of
female nudes as well as a large number of models inspired by the animal kingdom: crabs, mice, red fish, lizards, etc.
'The works of the two artists, with their characteristic use of intense and deep colours, earned them the appreciation
of other pate de verre specialists at the time, and they would receive honorary diplomas and gold medals at various
European exhibitions, such as the Universal Exhibition of 1900 in Paris, the Nancy Exhibition of 1909 and the
Brussels Exhibition of 1910.

After the First World War, Almaric Walter decided to strike out on his own in Nancy, continuing to work
in the same pdte de verre technique and, to a large extent, the same models as those used at Daum. Indeed, Henri
Bergé would continue to supply him with most of his new models. Production ceased in 1935, when Almaric
Walter was forced to sell his workshop.

Queen Marie’s boudoir at Pelisor Castle contains an Art Nouveau-style object made in pite de verre by
Almaric Walter and Henri Bergé.

Henri Bergé (1870-1937) was a pupil of Jules Larcher at the Municipal School of Fine Art in Nancy. The
special talent he demonstrated in drawing and decorative painting justified the Daum company’s choice of Henri
Bergé as the successor to Jacques Gruber as head of decoration workshop. At the same time he also worked as a
drawing teacher at the school in Loritz, which trained designers to work in the applied arts.

Henri Bergé also created countless publicity materials, such as those for the Maison d’Art de Lorraine,
the illustrated menus printed by Albert Bergeret in Nancy, and other materials for Arss grafiques modernes. Only a
tew of Henri Bergé’s works of decorative painting still exist today, such as a stained-glass window at the School of
Nancy Museum and another at the Petit Trianon, in Malzéville, near Nancy.

Jean Sala (1895-1976) was a Catalan artist born into a family of glassmakers. He learned his craft as
an apprentice to his father, while simultaneously studying at the School of Fine Arts in Paris. He studied the
techniques of glassmaking and decoration practiced by the Phoenicians, Romans and Arabs, also learning the
ancient techniques of the Venetian glassmakers. As part of his creative process he would draw his objects while
studying their volumes, elegance and colour. One of his greatest joys was setting his imagination free on a portion
of incandescent glass, thus demonstrating his deep knowledge and complete mastery of the techniques required in
the art of glassmaking. He sometimes even added his own touches of colour while the object was in the kiln. Jean
Sala’s decorations were to become increasingly abstract. Between 1933 and 1939 he was in charge of the artistic
department of the Saint-Louis crystal glassworks, even designing a set of tableware, vases, cups, chandeliers and
zoomorphic figurines, including his famous fish. He exhibited his works together with those of his father until
1920 and then individually at national and international exhibitions. In 1937, he gave public demonstrations of his
art at the Universal Exhibition in Paris.
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arius Ernest Sabino (1878 — 1961) niscut la Acireale, ca fiul unui
sculptor in lemn sicilian, a ajuns la Paris impreuni cu familia, la varsta
de patru ani. Dupi ce a absolvit Scoala Nationali de Arte Decorative,
la dorinta tatalui sdu, a frecventat cursurile de sculpturi ale Academiei Franceze de Arte
Frumoase.

Atras de noutatea electricititii, Marius Sabino se lanseazi in fabricarea de corpuri
de iluminat, deschizdndu-si propriile ateliere la Noisy-le-Sec. Materialul preferat este
un semi-cristal incolor sau opalizat, foarte gros, pe care il sufld sau il preseazi in tipar, in
sistem mecanic, apoi il satineazi prin acidare, operatie care accentueazi difuzia luminii.

La inceputul anilor 1920, Marius Sabino isi diversifici activitatea si creeazid o
intreagd serie de obiecte decorative: cupe, vase, bibelouri, o colectie de pesti si o alta
de fermecitoare figuri feminine, pe care le realizeazi cu aceleasi procedee tehnice de
fasonare si finisare, dar unde opalescenta devine dominanti. Uneori foloseste colorarea
in masi, aurirea sau emailarea, pentru decoruri in relief. Isi concepe singur modelele,
intr-un stil bogat in valori plastice, absolut personal, care demonstreza o buni stipanire
a modelajului si a sculpturii.

Pentru a rezista concurentei, Marius Ernest Sabino a utilizat, alituri de marca
numelui sau, pe cele VERART si VERNOX.

Prin originalitatea designului si prin calitatea executiei, unele dintre creatiile
lui Marius Sabino sunt de un nivel artistic ce le face comparabile cu cele ale lui René
Lalique, meritind a fi considerate printre mirturiile semnificative ale stilului Art Deco,

la apogeul sau.
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CUPA ,,ONDINES”
Design: Marius Ernest Sabino

Atelier Verrerie d’Art Sabino, Paris, 1930 - 1935

Sticla opalescentad, presare in tipar, matisare prin acidare
l:6cm,D:33 cm

Nr. inv.: 13767

Modelul este inspirat de piesa omonima creata de René
Lalique, in 19Z1. Stil Art Nouveau.
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VAS

Autor: Marius Ernest Sabino

Atelier Verrerie d’Art Sabino, Paris, 1920 -1930
Sticla, sufiarein tipar, opalizare prin patinare
1:24cm, D:2% cm

Nr.inv.: 14222

Originalitatea decorului cu motiv zoomorf marin,
intr-o reprezentare stilizata §i geometrizats, calitatea
materialului, ca §i acuratetea executiei denotd un
inalt nivel artistic i transforma acest vas intr-o
lucrare comparabila cu creatiile lui René Lalique. Stil
Art Deco.
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arius-Ernest Sabino (1878-1961), who was born in Acireale as the son of a Sicilian wood
carver, moved to Paris together with his family at the age of four. After finishing his studies at
the National School of Decorative Arts, with the encouragement of his father he went on to
study sculpture at the French Academy of Fine Arts.

Fascinated by the advent of electricity, Marius Sabino began manufacturing light fittings and opened his
own workshop in Noisy-le-Sec. His preferred material was a very thick colourless or opalescent demi-crystal glass,
which he blew or mould pressed mechanically and gave a satin finish by acid etching, an effect which accentuates
the diffusion of light.

At the start of the 1920s, Marius Sabina diversified his production, creating an entire series of different
decorative objects — cups, vases, bibelots objects, a range of fish and another of enchanting female figures — all of
which he manufactured using the same techniques of moulding and finishing, but with added opalescence. He
sometimes used mass colouring, gilding and enamelling to achieve relief decorations. He worked using his own
designs, which were richly expressive and very personal and demonstrated his extensive command of modelling
and sculpture.

Besides using his own name, Marius-Ernest Sabino also marketed his products under the trade names of
Verart and Vernox.

Thanks to their originality of design and quality of manufacture, in aesthetic terms some of Marius Sabino’s
creations are comparable to those of René Lalique and can be considered some of the more representative examples

of the Art Deco style.
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ddurile virgine ale Bavariei §i Sileziei constituiau pozitia ideald pentru amplasarea
sticliriilor. Intrucat nu puteau fi colonizate si nici folosite pentru agriculturd, pidurile erau
concesionate de seniori sticlarilor, cu drept de succesiune, pentru a le face profitabile. Un
motiv suplimentar pentru aparitia sticldriilor a fost acela cd in zona existau suficiente rezerve de cuart,
mineral ce reprezenta aproape o treime din compozitia sticlei. Forta motrice necesard actiondrii rotilor
de mori i a fierdstraielor din sticlarii era §i ea asiguratd de numeroasele parauri din munti. Fabricarea si
rafinarea sticlei a fost, timp de mai multe generatii, una dintre arterele economice cele mai importante
ale Padurii Bavareze.

Principalele centre istorice de sticlirie, in mare majoritate manufacturi de dimensiuni medii, cu circa
300 de lucritori, se aflau in proprietate familiald si se transmiteau din generatie in generatie. Lemnul era
combustibilul folosit la topirea sticlei, dar i sursd pentru unul din componentii principali ai materialului
vitros, oxidul de potasiu. El se obtinea prin filtrarea suspensiei de cenusd de lemn de fag si evaporarea
extractului pani la cristalizarea oxidului. In timp, padurile din jurul sticlariilor erau distruse. Transportul
materialului lemnos pe distante mari nu era rentabil, de aceea sticliriile se amplasau pe terenuri inalte si
impadurite, care permiteau o aprovizionare lesnicioas.

Sticla germani produsi in aceste centre se numea waldglas sau sticld de padure. Ca intotdeauna,
compozitia materialului supus topirii este raspunzitoare de proprietitile sticlei obtinute, oxidul de
potasiu dandu-i o nuantid verzuie sau maronie, o viscozitate mai mare si o plasticitate mai mica decat a
compozitiilor cu oxid de sodiu obtinute la Murano. Venetienii nu aveau acces la cantititi foarte mari de
lemn, in schimb aveau la indemani alge marine, din care extrigeau oxid de sodiu, prin acelasi procedeu
prin care, in Germania, se obtinea oxidul de potasiu. Compozitiile lor erau fluide si de o mare plasticitate,
rezistau bine la reincilziri repetate si permiteau suflarea in forme complicate si obtinerea unor obiecte
fine, cu pereti subtiri, de o transparentd si o delicatete de neimitat. Compozitiile cu oxid de potasiu,
datorita viscozitdtii mai mari si a plasticititii mai reduse, au o aptitudine mai micd la suflare, ceea ce se
traduce in posibilitatea obtinerii unor forme mai simple, mai masive, cu pereti mai grosi. Exista insa si

un avantaj al acestor compozitii: sticla obtinuti are o sonoritate superioar, indice de refractie mai bun si
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PAHAR

Atelier german, 2/2
sec. XIX

Sticld, colorarein
masa, sufiare libera,
pictare cu email, aur
coloidal

1:16 cm,D: 6 cm

Nr. inu.: 1631

Eleganta formei,
finetea sticlei,
delicatetea motivelor
pictate cu email
policrom contribuie
n egald masurd la
farmecul acestei
piese. Stil eclectic.
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CARAFA

Atelier german, 4/4 sec. XIX

Cristal, suflare in tipar, taiere, fatetare, gravare, slefuire,
argint, turnare, stantare, gravare, cizelare
1:31cm,D:15 cm

Nr. inu.: 8811; A.200; C.878

Corpul carafei este gravat in maniera Art Nouveau, cu
motiv vita de vie, in timp ce componentele din argint: ansa,
mansoanele, capacul au o decoratie istorista, in volute. Stil
eclectic.

este mai durd, ceea ce faciliteazd decorarea prin
gravare, tiiere, emailare. Dintre aceste tehnici
de decorare, emailarea a devenit foarte populari
in Germania si era foarte bine executati.
Emailul este si el un material vitros, mai
usor fuzibil decit sticla pe care se aplicd, bazat
pe oxid de staniu sau acid arsenios si fondanti
vitrifiabili. Uneori pigmentii sunt liberi, in
suspensie, alteori ei rezultd dintr-o combinatie
chimici. In marea majoritate a cazurilor,
compozitiile de email sunt sirace in dioxid de
siliciu (inalt refractar) si foarte bogate in oxid
de plumb si borax. Emailurile pot fi opace
sau transparente, iar numirul colorantilor
este restrdns. Procedeul de emailare a sticlei
este similar cu cel al ceramicii; el presupune
doud etape: cea de pictare si cea de ardere.
Singura diferentd este ci arderea emailului
pentru sticld nu se face decit in cuptorul cu
mufld, cici la flacira directi s-ar obtine o
temperaturd prea mare si sticla s-ar inmuia, iar
obiectul s-ar deforma. Temperaturile indicate
pentru arderea emailului sunt de 400 - 800°C.

Culoarea definitiva nu apare decat dupi ardere.
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Atelier german, 4/4 sec. XIX
Cristal, sufiare in tipar,
taiere, fatetare, slefuire;
argint, turnare, presare,
gravare, cizelare, aurire
partiala

1:40cm,D:22 cm

Nr. inu.: 8818; A.207; C.876

Datorita decoratiei bogate,
bazata pe volute si
elemente floral-vegetale
a argintului, completata de
cea a cristalului taiat, piesa

capata un aspect somptuos.

Stil eclectic.

= . =i 7
=) IS .
k. e 7, 2 — TP . =8
| —— i = 5 i
S ; Wi | 1 J 1
| ; RN

A g

|
¥
i

i




CANA

Atelier german, 4/4 sec. XIX

Sticla, sufiare in tipar, matisare prin
acidare; metal comun, turnare,
cizelare, argintare
1:195cm,D:1Z2cm

Nr. inu.: 8864; A.260a; C.439

Suprapunerea unui suport din metal
argintat, decorat cu doua masti
feminine in medalioane legate intre
ele prin volute si ghirlande de flori si
fructe, peste corpul alb satinat al canii
contribuie la obtinerea efectului vizual
dorit de creator. Stil eclectic.

Germania, si mai ales Bavaria, exceleazi in tehnicile privind chimia culorilor. Inci din secolul al
y S ) p
XVII-lea, aceastd zoni a fost, si riméne si astdzi, cel mai important producitor si exportator al pretioaselor
pudre de email colorat pentru sticld, cu care se lucreazd in atelierele de decorare la cald din intreaga
Europa.
De obicei, emailarea este insotitd de aurire, pentru obtinerea unor decoruri cu un plus de stralucire.
Sauzay indica, In 1884, urmitorul procedeu de aurire: se dizolvdi o cantitate de aur in apd regald, se precipiti
y ’ ’ P 3
aceastd solutie fie cu oxid de potasiu, fie cu sulfat feros, se filtreazd precipitatul si dupd amestecare cu o cantitate
foarte micd de borax calcinat se face o pastd adaugindu-se esentd de terebentind. Se aplicd aceastd pastd pe piesd
cu pensula, apoi se arde piesa in cuptorul cu mufla; astfel se volatilizeazd terebentina si se vitrifiaza boraxul.

Ultima operatie este cea de lustruire cu un polizor din hematit, apoi cu unul din agat. Aceasti tehnici are ca
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SERVICIU PENTRU MASA
Atelier german,

4/4sec. XIX

Sticla, suflare in tipar,
matisare, gravare, slefuire

BOL
l:6cm,D:10cm
Nr.inv.: 193%0
PAHAR PENTRU APA
1:10cm,D: 5cm
Nr.inu.: 19364
PAHAR PENTRU VIN
1:9¢cm,D: 5cm
Nr.inu.: 19364

PAHAR PENTRU LICHIOR
I:5cm,D:3cm
Nr.inv.: 15367

Serviciul este compus din
36 de piese personalizate
cu monogramele regilor
Carol | si Ferdinand. Stil
eclectic.
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VAS PENTRU PUNCH

Atelier Edmund Wollenweber,
Miinchen, 4/4 sec. XIX

Cristal, suflare in tipar; argint, turnare,
presare, cizelare, aurire partiala

1:47 cm,D:38,%5 cm

Nr.inu.: 8694; A.71; C.879

Apropiindu-se mai mult de arta
plastica decat de cea decorativa,

acest vas este remarcabil prin gratia
statuetelor in ronde-bosse, prin finetea
si eleganta ornamentelor suportului

si ale capacului, prin stralucirea

si transparenta cristalului de o
impecabila calitate. Stil rococo.

rezultat un decor rezistent, in timp ce decorarea cu pudri de aur deleiati si aplicati cu pensula, fird ardere,
se uzeazd prin simpla frecare. Aurirea cu foiti se aplicd, in general, pe piesele gata gravate.

In privinta motivelor decorative, mai curind imitatori decat inovatori, sticlarii bavarezi adapteazi
gustului national influentele din Boemia sau Silezia.

In conformitate cu canoanele estetice ale vremii, modelele realizate se inscriu in curentul
istorist si se inspird din iconografia Evului Mediu si a Renagterii: personaje feminine sau masculine in
costumatie somptuoasd, purtind insemne nobiliare sau cavaleresti, personaje istorice, steme heraldice,
decoruri cu valoare de simbol, inscriptii. Deseori, manufacturile germane primeau comenzi de piese
unicat, personalizate cu insemnele nobiliare si numele comanditarului, sau cu o decoratie ce comemora

evenimente importante din viata privatd a acestuia: logodni, cdsatorie, nagtere, botez.
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CARAFA

Atelier Edmund Wollenweber,
Miinchen, 4/4 sec. XIX

Cristal, suflare in tipar, taiere, slefuire;
argint, turmare, cizelare, aurire
partiala

1:28 cm,D:1% cm

Nr. inv.: 8817; A.206; C.87%

Decoratia in godroane torsadate a
corpului carafei face ca lumina sa

se amplifice, conferind §i mai multa
stralucire cristalului. Ornametatia
bogata a argintului, bazata pe motive
clasice: motiu perlat, mascaron,
ramuri vegetale, contribuie esential la
aspectul istorist al acestei piese . Stil
eclectic.

MUZEULNATIONALPELES
COLECTIADESTICLA
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SERVICIU DE TOALETA CUTIE Fiecare piesa

Atelier Dresda, 4/4 sec. I:8cm,L:4cm componenta a

XIX PUDRIERA serviciului este

Cristal alb si coloratin 1:85%cm,L:5%5%cm personalizata cu

masa, suflare in tipar, CUTIE cifrul ducelui Alfred

taiere, fatetare; argint, l:2cm,L:4,5cm,LA: de Edinburgh, tatal

presare, poansonare, 35cm reginei Maria - initiala A

cizelare, aurire parfiala ~ FLACON DE PARFUM surmontata de coroand

Nr.inv.: 9822; M.81; OV.1 1:245cm,D: 11,5 cm sileuincoronat. Stil
eclectic.

De mai micd anvergurd comparativ cu centrele istorice, sticliriile din Koéln, in Renania, din
Weisswasser, in Saxonia si din Geislingen, in Wiirtemberg au avut contributii originale la arta sticlariei

nationale.

Ferdinand Benedikt von Poschinger (1867 — 1921) a mogstenit una dintre cele mai vechi sticlirii
din padurile bavareze, ce fusese fondati in 1629 la Hirschberg, aproape de Buchenau. In 1808, bunicul lui
Ferdinand Benedikt, Benedikt von Poschinger (1785 — 1856), care era deja proprietarul unor importante
ateliere situate la Oberzweiselau si la Buchenau, a achizitionat manufactura de la Hirschberg. In 1893
Ferdinand Benedikt preia conducerea sticliriei, care era deja cea mai importanti din Bavaria.

In perioada 1898 — 1899, Ferdinand Benedikt von Poschinger incearcd lansarea unei colectii de
1000 de piese de artd, unicate numerotate, dupd modelul atelierelor 7%ffany si Loetz. Tentativa a fost un
esec comercial, datoritd pretului de cost ridicat al obiectelor. Retindnd lectia, Ferdinand Benedikt revine
la productia de serie, dar continui si produci piese de inalti calitate, de un nivel comparabil cu creatiile
contemporane ale atelierelor Loesz’ Witwe, beneficiind de designul unor artisti valorosi, ce au propus cea
mai originali sticlirie Jugendstil din Germania. Creatorii au pregitit indelung participarea atelierelor la
Expozitia Universali de la Paris, din anul 1900, efort ce s-a vizut rasplitit prin cistigarea medaliei de aur.
Julius Diaz (1870 — 1957) si Carl Schmoll Eisenwerth (1879 — 1947) au fost angajati pentru proiectele
vizand piesele din sticld irizatd, iar Hans Christiansen (1866 — 1945) pentru cele de vitralii.

Cel mai important dintre artigtii decoratori ai atelierelor Poschinger a fost Carl Georg von
Reichenbach (1872 — 1940), un creator din Miinchen, a cirui operi se subsumeazi Jugendstil-ului.

Regina Maria a comandat, in anul 1906, atelierelor Poschinger un serviciu de masi, ce avea si
contribuie la ambientarea Sufrageriei bizantine, din palatul Cotroceni. O parte dintre aceste piese au fost

aduse de regini la Castelul Pelisor si fac parte din expunerea permanenti a Camerei de aur.
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VAS CU CAPAC

Atelier Theresienthal, Zwiesel, 4/4 sec. XIX

Sticla, colorare in masa, suflare liberd, modelare, pictare
cu email

1:37cm,D:15 cm

Nr.inv.: 1920

Piesa de reprezentare cu decor istorist pictat cu email
policrom - scena figurand intalnirea din 1616 a imparatului
Sfantului Imperiu Roman de Natiune Germana, Matthias
al Il-lea de Habsburg (1557 - 1619) cu cei 7 printi electori,
printre care se numara §i prinful de Brandenburg,
membru al familiei de Hohenzollern, §i stramos al regelui
Carol I. Tn stil Neorenastere germana.

Atelierele Theresienthal au fost construite in 1836 de Franz Steigerwald, care primise concesiunea
unei fabrici de cristal in provincia Zwiesel. Un an mai tirziu s-a ndscut compania Krystallglasfabrik
Theresienthal. Ca urmare a unor neintelegeri aparute intre Franz Steigerwald si actionari, acesta se retrage,
impreund cu fratele siu, Wilhelm, iar fabrica declari falimentul in 1840. In 1861 manufactura este
cumpirati de Johann Michael von Poschinger (1794 — 1863), din Oberfrauenau, care o readuce la viati,
prin schimbarea profilului de productie de la geamuri la sticld cavi, ceea ce a contribuit la dezvoltarea
considerabild a manufacturii. Productia se axeaza pe piese decorate in manierd istoristd: pahare in stil
medieval, pocale sau diverse obiecte decorative pentru centrul mesei in stil neobaroc. In aceasti perioads,
creatorii modelelor au fost Franz Keller-Lenzinger si Rudolfvon Seitz. Cristalul produs la Theresienthal
a fost premiat la Expozitia Germani a Industriilor de la Berlin, iar in 1867 a primit medalia de bronz la

Expozitia Universald de la Paris.
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VASE

Atelier bavarez, 4/4 sec. XIX

Sticld, colorare in masa, suflare liberd, pictare cu
email

1:28cm,D:10,5 cm

Nr. inu.: 2523; C.232; C.233

Decorul uneia dintre piese reda un personaj
feminin, in timp ce al doilea vas este pictat cu
portretul mestesugarului Hans Sachs. Atitudinea i
vestimentatia ambelor personaje trimit catre epoca
Renagsterii. Desenul este minutios, academic, iar
culorile folosite sunt bine armonizate, nuantate

si aplicate cu mare precizie, ceea ce vorbeste
despre maiestria pictorului, dar si despre calitatea
exceptionala a emailului, ce permite realizarea unor
detalii de mare finete. Stil Neorenastere germana.

Dupi 1880, Hans Christiansen si Bruno Mander au fost promotorii esteticii Art Nouveau in
manufacturile detinute de familia von Poschinger, din valea Theresienthal.

Cristalul Theresienthal a devenit foarte apreciat si a fost achizitionat, de-a lungul vremii, de
membri ai mai multor case regale europene, printre clientii manufacturii numirandu-se regele Ludwig

I al Bavariei si nepotul siu, Ludwig al II-lea, Wilhelm al II-lea, imparatul Germaniei si desigur, regele

Carol I al Romaniei.

Atelierele Wollenweber din Miinchen au furnizat casei regale a Roméniei mai multe piese de
orfevririe, dar si piese din sticld degajati cu acizi §i pictatd cu email, cu monturi din argint, cu o decoratie
ce se inscrie in Jugendstil. Este vorba despre un set constituit din doui salatiere cu suport si tacimuri

pentru salata.

Wiirttembergische Metallwaren Fabrik (WMF) a fost fondatd in 1853, la Geislingen, in
Wiirtemberg, ca atelier de reparatii metal. Prin fuziuni si achizitii, grupul WMF devine cel mai mare
producitor si exportator de obiecte casnice din metal. Deseori, companiile achizitionate furnizau in
continaure obiecte sub brandul propriu. De exemplu, firma austriacd Albert Kohler (& Co, achizitionatd de

grupul WMEF in 1910, produce si distribuie produse sub marca proprie pe piata austro-ungara, pina spre

1914.
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JARDINIERA

Atelier bavarez, 4/4 sec. XIX

Sticld, colorare in masa, suflare in tipar, modelare,
pictare cu email, aurire partiala

1:177%cm,L:14,% cm

Nr. inu.: 9260; C.242; LC.247

In decoratia acestui vas de facturi istorista se
insinueaza principii estetice apartinand stilului
Art Nouveau: laitmotivul liniei arcuite, miscarea
curbilinie, cromatica vie.

In 1881 compania WMF deschide un atelier de decorare si tiiere a articolelor de sticli destinate
sd primeascd o monturd metalicd, iar in 1883 construieste la Goppingen o sticlirie. Angajat in 1903,
doctorul inginer Hugo Debach devine directorul manufacturii de sticld in 1904, iar in anul 1927 este
numit director general al grupului WMEF. Produsele realizate in aceastd perioadi au un design Jugendstil.
In laboratorul lui Hugo Debach se pune la punct tehnologia de realizare a cristalurilor Tkora, ceea ce
conduce la punerea in operd a unor creatii unice, in culori feerice, incepand cu anul 1921. Citiva ani
mai tirziu, Karl Wiedmann, unul dintre cei mai mari sticlari ai epocii, concepe procedeul de irizare
Myra, aplicabil unei productii de serie, din sticli sau cristal. Numerosi artisti si designeri reputati vor fi
creatorii modelelor. Este interesant de observat ci in anii 1947 — 1948 Karl Wiedmann, aflat in Franta ca
prizonier de rizboi, este angajat de casa Daum, unde introduce in fabricatie cristalurile colorate. Dupi

eliberare, el va prelua din nou conducerea departamentului artistic al atelierelor de sticlirie apartinind

concernului WMFE.

ATELIERELE BURGUN, SCHWERER & CIE, MEISENTHAL

Georges Walter descrie, in 1702, in cronica familiei, cum strdmosii sii, care aveau o sticlirie la
Soucht, au obtinut autorizatia ducelui de Lorena, Leopold I, de a-si transfera manufactura, din cauza
epuizdrii combustibilului, in locul numit Meiserbach. Fondatorii noii sticlirii se numeau Jean-Martin,
Jean-Nicolas si Etienne Walter, Sébastien Burgun si Martin Stenger. Dupi incheierea unui contract
de inchiriere pe 30 de ani cu ducele de Lorena, ei si-au amplasat cuptoarele la Meisenthal, pe locul unei
vechi sticldrii distruse.

Citre 1792, dupd Revolutia francezd, urmasii fondatorilor dobandesc dreptul de proprietate
definitivi asupra sticliriei de la Meisenthal. In anul 1800 manufactura avea 18 asociati si 56 de lucritori,
far productia se rezuma la pahare, sticle de ceas si geamuri. In 1823 atelierele adopti denumirea de
Sticlariile Meisenthal. incepénd cu 1824, manufactura de la Meisenthal se va numi Burgun, Schwerer et

Cie, iar in 1834 va prezenta, pentru prima datd, la Expozitia Regionald de la Metz, pahare din cristal,
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VAS CU CAPAC

Atelier bavarez, 4/4 sec. XIX

Sticld, colorare in masa, suflare in tipar, modelare, pictare cu email, aurire
partiala

1:36cm,D:17cm

Nr.inv.: 9346

Pictura cu email in nuante de rosu, lila, oranj, verde crud reprezinta un
personaj feminin redat in vestimentatia proprie epocii Renasterii. Stil
Neorenastere germana.

ce s-au remarcat prin regularitatea formei §i precizia
taieturilor transversale. In 1855 sticliria de la Meisenthal
este elogiatd la Expozitia Universalid de la Paris, pentru
vasele sale de mari dimensiuni si pentru opalinele de
inaltd calitate si puritate.

In anul 1860 Nicolas Mathieu Burgun, care
conducea manufactura Burgun, Schwerer et Cie, incheie,
pentru prima dati, o serie de afaceri cu producitorul de
sticld, ceramicd si mobili Charles Reinemer Gallé, din
Nancy. 1867 este anul in care fiul siu, Emile Gallg, isi va
incepe ucenicia la Meisenthal. Colaborarea dintre cele
doud manufacturi va fi din ce in ce mai strinsi, pani la
inceperea Rizboiului franco-german, din perioada 1870
— 1871, cind inceteazd temporar. Ea va fi reluatd in anul
1886, cind Emile Gallé, prieten al lui Antoine Burgun
si al lui Christian Désiré, incheie cu acestia un contract
secret, prin care se stipulau termenii unei cooperiri intre
atelierele sale din Nancy si cele din Meisenthal.

Tratatul de pace semnat la Versailles, in 28
iunie 1919, restituia Frantei Alsacia si partea din
Lorena ocupatd de Prusia cu 48 de ani in urmi, ca o
consecinti a infrangerii lui Napoleon al ITI-lea, la Sedan.

Teritoriile lorene retrocedate includeau tinutul Bitche si
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VAS

Atelier bavarez, 4/4 sec. XIX
Sticla, colorare in masa, suflare in
tipar, pastilare, pictare cu email,
aurire partiala

1:335cm,D: 11,5 cm

Nr. inv.: 9349; C.229a; LC.346

Personajul masculin redat intr-o
scena de gen, se incadreaza, prin
costumatie si prin decorul adiacent,
in iconografia specifica Neorenasterii
germane.
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circumscriptia Serrebourg, unde se aflau cristaleriile
Saint—Louis si sticliriile Vallerysthal si Meisenthal, ce
reprezentau impreund un potential de artd a sticlei

de importantd continentala.

Christian Désiré (1846 — 1907) a condus
atelierele de decorare ale companiei Burgun,
Schwerer et Cie de 1a Meisenthal, ateliere ce numirau
in 1886 aproximativ 350 de lucritori. Pentru a da de
lucru acestor pretiosi artizani erau necesare comenzi
generoase, pe care, in parte, le furniza Emile Gallé.
Calitatea artistici pretinsd de Gallé influenteazi
productia atelierelor din Meisenthal, fapt confirmat
de produsele excelente i originale realizate, sub
marca Verrerie d’Art de Lorraine, in aceastd perioadi.
In 1889 operele lui Christian Désiré strilucesc,
alituri de cele ale lui Gallé, la Expozitia Universald
de la Paris.

Christian Désiré si Antoine Burgun vor
intensifica ritmul colaboririi lor cu Emile Gallé, cu
atit mai mult cu cat succesul repurtat de maestrul din
Nancy a dus la coplesirea sa cu comenzi. Totusi, in
1895, datoriti unei cideri a pietei, Gallé va fi obligat
sd reducd sensibil comenzile ficute la Meisenthal.
Din acest motiv s-au produs in atelierul lui Christian
Désiré, constrans si giseascd un debuseu de inlocuire,
probabil la indicatia §i cu acordul lui Gall¢, anumite
modele concepute pentru Nancy, decorate cu motive
aproape identice, dar semnate Vallérysthale.

In 1901, odati cu transformarea atelierelor
Burgun, Schwerer et Cie 1in societate anonimi,
Christian Désiré si Emile Gallé devin proprietarii
unei pirti din capital, In timp ce majoritatea

capitalului era detinut de bancheri din Metz
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VASE DECORATIVE

Atelier bavarez, 4/4 sec. XIX

Sticld, colorare in masd, sufiare libera,
modelare, decor aplicat, pictare cu
email, aurire partiala

1:48cm,D:18 cm

Nr. inu.: 9351; C.793; LC.348A; 9352; C.794;
LC:348B

in afara de calitatea exceptionald a
picturii in email policrom, reprezentand
cavaler si personaj feminin in
costumatie din epoca Renasterii,

se remarca la aceste piese decorul
aplicat, constituit din panglici de sticla
modelata cu pensa i butoni din picaturi
usor trase si tiiate. In cadrul strict
ierarhizat al atelierelor, notorietatea
data de pozitia sociala o eclipsa pe

cea a creatorilor, de aceea semnatura
artistului insofeste foarte rar opera. Stil
Neorenastere germana.
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CANA DECORATIVA

Atelier bavarez, 4/4 sec. XIX

Sticla, sufiare in tipar, pictare cu email, aurire partiala;
cositor, turnare, stantare

1:43,5cm,D:14,5 cm

Nr. inu.: 93%3; C.231; LC.3%50

Piesa de reprezentare pictata cu scutul familiei de
Hohenzollern timbrat de trei casti comitale. La baza
scutului figureaza inscriptia ,,Grafen zu Hohenzollern”.

si Strasbourg. Ei schimbd conducerea
atelierelor si dau o noud orientare productiei
artizanale. Antoine Burgun, considerat prea
francofil §i prieten al concurentilor din
Nancy, este inlocuit cu Emile Wanner, un
adept al limitirii productiei artistice. In
aceste conditii, Christian Désiré hotiriste
sd pdrdseascd compania si isi muti atelierul
in propria casd, la Meisenthal. Dupi ce fiul
siu, Armand, se va implica in productia
artisticd, titulatura atelierului va fi Désiré
Christian i fiul, aga cum vor fi inregistrate
piesele care vor participa la expozitii in
urmadtorii ani.

Arta lui Christian Désiré este
inseparabili de cea a lui Emile Gall¢, cei
doi artigti impirtdsind aceeasi filozofie a
estetismului, acelasi limbaj de expresie si
dovedind aceleasi aptitudini pentru acrobatii
tehnice. Ca dovadd a inaltei consideratii
acordatd de maestrul Art Nouveau-ului

personalititii §i artei prietenului siu,
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VASE DECORATIVE

Atelier Theresienthal, Zwiesel, 4/4 sec. XIX

Sticla, colorare in masa, suflare in tipar, pictare cu email
1:39cm,D:12cm

Nr. inu.: 93%4; C.79%; LC.351A; 935%; .796; LC.351B

Decorul istorist, pictat in email policrom si compus din motive renascentiste - soldatiin
armuri in ancadrament bogat floral - vegetal, constituie subiecte agreate de nobilimea
germana. Stil Neorenastere germana.
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VAS CU CAPAC

Atelier bavarez, 4/4 sec. XIX

Sticla, colorare in masa, suflare in tipar, decor aplicat, pictare cu
email, aurire partiald; cositor, turnare, cizelare
I1=60cm;D=17cm

Nr. inu.: 9503; €.208; LC.552

Din punct de vedere stilistic, piesa este reprezentativa pentru
istorism. Forma elensata, prelung tronconica, talpa circulara in
retragere, capacul inelat montat in cositor si prins in sarniera
de ansa, butonii auriti si motivul floral discret, din picaturi de
email, ca §i personajul pictat - cavaler in armura cu spada i
lance - apariin esteticii istoriste. Stil Neorenastere germana.

Christian Désiré va figura printre primii artisti cooptati de citre Emile Gall¢ la fondarea Scolii de la
Nancy, in 1901.

Stilul rafinat, de inspiratie simbolista, al lui Christian Désiré se recunoaste cu usurinti. Procedeul
sdu original de realizare a decorurilor emailate, intercalate intre un fond de culoare deschisi si un strat
exterior incolor, pe care apoi roata sau polizorul sapd degradeurile de culoare si di relief, animand motivul
dintre straturi, face din operele lui Christian Désiré adevirate minuni estetice ale stilului Art Nouveau.

Muzeul National Peles detine trei piese Christian Désiré, toate clasate in categoria fezaur a
patrimoniului cultural national: doua dintre ele par a apartine aceleiasi familii, sunt vase mici, piriforme,
cu buza ondulati, de culoare verde, decorate cu crizanteme galbene pe fond matisat. La o analizd mai
atentd se observi cd la unul dintre vase crizantemele sunt pictate pe stratul de bazd, matisat in prealabil
prin acidare, si apoi acoperite cu un strat de suprafatd, incolor. Tijele si centrele florilor sunt pictate pe
stratul exterior, iar desdvarsirea decorului s-a ficut prin gravare la roati si sublinieri cu aur. Vasul pereche
este decorat prin pictare cu email in varianta traditionald, pe stratul unic. Cea de-a treia piesd, un vas
piriform, decorat cu frizd de pduni si motive florale si vegetale, prezinti o tehnicd i mai interesanta: vasul
din sticla coloratd in masi este suflat in tipar, in doud straturi, intre ele fiind intercalat decorul floral. Pe
anumite zone, ce ocolesc motivul floral, s-a presat un strat de pasti de sticla. Rezerve cu formi de frunze,
conturate cu email, inchid motivul floral. Decorul este desavarsit prin pictarea cu aur coloidal a unei frize
cu piuni, motiv preferat de artistii Art Nouveau, datoritd bogatei lui simbolistici.

Intercalarea unor decoruri intre straturile de sticli nu este o noutate in sine. La Murano se fabrica
de secole sticla canna sau millefiori, ce presupunea montarea de rondele taiate din baghete divers colorate
sub un strat de sticld transparenti. O tipologie specifici atelierelelor Daum, in epoca Art Nouveau,

este cea a vaselor ce par a fi realizate din pietre semipretioase, iluzie creeatd prin folosirea de pulberi
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colorate intre straturile de sticli. Deosebitd, la Christian Désiré,
este complexitatea decorurilor intercalate, efectele optice obtinute,
miiestria cu care s-au evitat dificultitile inerente lucrului cu un
material incandescent, fragil si care acumuleazd tensiuni interne
la orice diferentd de sectiune sau temperaturd intre elementele
morfologice, tensiuni ce duc invariabil la distrugerea obiectului in
lucru. O asemenea stipanire a legilor fizicii i a chimiei topiturilor
de sticld se regiseste doar la bunul prieten al lui Christian Désiré,
Emile Gallé.

Christian Désiré, un artist mult timp umbrit de personalitatea
lui Emile Gallé si rimas necunoscut, s-a stins la Meisenthal la mai
putin de trei ani dupi cel care i-a fost prieten, din tinerete pani la

sfarsitul vietii.

Manufactura Regenbiitte, care fusese fondati in 1865 de
Wilhelm Steigerwald, fuzioneazi in 1901 cu Glasshiitte Schliersee,
tormand compania Vereinigte Bayerische Kristallglasfabriken A.
G. Pani in 1914 cele doui sticlirii lucreazi in strinsi colaborare,
beneficiind de creatiile acelorasi artisti si producind deseori aceleasi
modele. Totusi, cele mai originale piese, care traduceau estetica
Jugendstil cu o vervi si o fantezie fird egal in Germania, au fost
executate la Schliersee, cu concursul unor artisti precum Jean Beck
(1862 —1938), un reputat ceramist din Minchen. Dupi 1920 el s-a
specializat in sticldrie irizati, in stil Art Deco.

In deceniile ulterioare Primului Rizboi Mondial, artistii noii
generatii vor propune un nou set de valori, care incearci s rispundi
nevoii de o bazi solidi §i rationald, mai potrivita spiritului cartezian
si ritmului accelerat al vietii cotidiene. Evolutia tehnologici din
ce in ce mai rapidd genereazi civilizatia modernd a maginii, care
reclamd un grafism clar si pur. Apare astfel o estetica diferitd, in care
principiul utile cum dolci este mai mult decit oricind in actualitate.
O serie de artigti ce creeazi in stil Art Deco, printre ei numirandu-

se si Jean Beck, reusesc s castige acest pariu - sd concilieze Frumosul
si Utilul.
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SET DE PAHARE

Atelier Theresienthal, Zwiesel, 4/4 sec. XIX

Cristal, colorare in masa, sufiare in tipar, torsadare, pastilare, pictare cu email
1:16 cm,D:7]1cm

Nr.inv.: 9783; LC.883

De lainceputurile istorismului si pana la modernism, sticlarii germani nu s-au remarcat in
mod deosebit prin fantezie, cu exceptia originalelor pahare cu calicii elegante, catarate pe
tije fine, decorate cu motive pictate in email sau aplicate. Stil Neorenagtere germana.
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CUPA OMAGIALA

Atelier Theresienthal, Zwiesel, 4/4 sec. XIX
Sticld, colorare in masa, suflare libera,
pastilare, decor aplicat, pictare cu email,
aurire partiala

1:36,5cm,D:21,5 cm

Nr.inv.: 16445

Piesa istorista de reprezentare pictata

n email policrom cu portretul lui Rudolf

al ll-lea, imparat al Sfantului Imperiu
Roman de Neam German, rege al Ungariei,
Boemiei §i Croatiei (1552 - 1612), personaj
ce a transformat Praga intr-o metropola
europeana a artelor i stiintelor sia
ncercat sa ridice Europa intr-o noua
cruciada impotriva turcilor, devenind
astfel o figura importanta intre personajele
istorice ale Evului Mediu tarziu. Stil
Neorenastere germana.
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VAS DECORATIV

Autor: Christian Désiré

Atelier Meisenthal, 1895 - 1903

Sticld, colorare in masa, suflare in tipar, stratificare, decor
intercalat, pasta de sticld, presare in tipar, aur coloidal, email,
pictare manuala

1:77cm,D:11cm

Nr.inu.: 9280; C.179

Tehnica de decorare a acestei piese este foarte complexa - vasul
din sticla colorata in masa este suflat in doua straturi, intre ele
fiind intercalat decorul floral. Pe anumite zone, ce ocolesc motivul
floral, s-a presat un strat de pasta de sticla. Rezeruve cu forma de
frunze, conturate cu email, inchid motivul intercalat. Decorul

este completat de o friza reprezenténd pauni si motiv vegetal,
realizata prin pictarea cu penita, in aur coloidal. Stil Art Nouveau.




VAS DECORATIV

Autor: Christian Désiré

Atelier Meisenthal, 1895 - 1903
Sticla, colorare in masa, suflare libera,
modelare, gravare cu acizi, pictare cu
email, irizare, aurire partiala
1:16cm,D:9cm

Nr. inu.: 9282; C.148; LC.269

Vas decorat prin pictare cu email in
varianta traditionald, pe stratul unic.
Pentru a conferi 0 mai mare expresivitate
motivului floral, artistul il reliefeaza prin
degajare cu acid §i iii precizeaza contururile
prin gravare la roata. Stil Art Nouveau.
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VAS DECORATIV

Autor: Christian Désiré

Atelier Meisenthal, 1895 - 1903
Sticld, colorare fn mas4, sufiare
libera, modelare, gravare

Cu acizi, ,somerso”, decor
intercalat, pictare cu email,
irizare, aurire partiala
I:16cm,D:9cm

Nr. inv.: 9283; C.180; LC.270

Aparent, vasul este realizat

in aceeasi tehnica cu ceaa
perechii sale, dar, in cazul
acestei piese, crizantemele
sunt pictate pe stratul de baza,
care a fost in prealabil matuit
prin acidare; dupa pictarea cu
email, vasul este acoperit cuun
strat subtire de sticld incolora.
Tijele i centrele florilor sunt
pictate pe stratul exterior, iar
desdvarsirea decorului s-a
facut prin gravare la roata

si sublinieri cu aur. Stil Art
Nouveau.
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VAS

Atelier german, 1/4 sec. XX
Sticla, suflare in tipar,
argint, turnare, decupare,
email, cloisonné
I:14cm,D:5%5%cm

Nr. inv.: 1726; Adm. 480

Conform filozofiei Art
Nouveau, frumosul
trebuie sa faca parte

din viata noastra de zi
cu zi. in cazul acestei
piese, ideea de frumos
se regaseste in liniile
unduitoare ale motivului
vegetal, in cromatica vie
si armonioasa a emailului,
in impresia de ritm i
muzicalitate a intregului
ansamblu decorativ.

Jugendstil.
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SALATIERA

Atelier Edmund Wollenweber,
Miinchen, 1/4 sec. XX

Sticla, suflare in tipar, degajare

Cu acizi, pictare cu email, argint,
presare, decupare, cizelare, aurire
partiala

1:15cm,D:24 cm

Nr. inu.: 9624; C.383

Piesa Jugendstil, cu reminiscente
istoriste, vizibile mai ales la
suportul din argint aurit.

Foto: Arpad Udvardi
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CuPA

Autor: Jean Beck,
Miinchen, 1920 -1930
Sticla, suflare in tipar,
irizare

1:20,5 cm,D:14,8 cm
Nr.inv.: 14122

Evolutia tehnologica

din ce in ce mai rapida
de dupa Primul Razboi
Mondial genereaza
civilizatiamodernd a
masinii, care reclama o
estetica diferita, cuun
grafism clar §i pur. Stil Art
Deco.

K

%
H

ol b sl




MUZEULNATIONALPELES
COLECTIADESTICLA

CuPA

Autor: Jean Beck, Miinchen, 1920 -1930

Sticla, colorare in masa, suflare in tipar, irizare
1:13cm,D:20 cm

Nr.inu.: 13751

Stil Art Deco
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SERVICIU DE MASA

Design: Carl Georg von
Reichenbach

Atelier Benedikt

von Poschinger,
Oberzwieselau, Miinchen,
1906

Sticla, suflare in tipar,
aurire partiala, pictare,
cabosoane.
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BOL
1:6,5cm,D:13cm
Nr. inu.: 187%%

CUPA CUPICIOR
I:16 cm,D:11,8 cm
Nr. invu.: 187%6
CUPA CUPICIOR
1:9,7cm,D: 11,5 cm
Nr. inv.: 18757

CUPA CUPICIOR
1:1%4cm,D:9cm
Nr.inv.: 18758
CUPA CUPICIOR
1:24cm,D:75%cm
Nr.inv.:187%9

Serviciul a fost comandat de
regina Maria pentru ambientarea
Sufrageriei bizantine din
palatul Cotroceni, edificiu cu
rol de reprezentare nationala.
Decorul este somptuos, format
din rezerve ce inchid motive
animaliere trasate cu penita

in rogu caramiziu pe fond aurit
si cabosoane diferit colorate:
violet, verde, turcoaz, albastru,
rosu. Jugendstil.
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he virgin forests of Bavaria and Silesia provided the perfect location for the establishment of

glassworks. Given that they could be neither inhabited nor farmed, these forests were leased to

glassmakers as concessions with succession rights in order to make them profitable. An additional
reason for the appearance of glassworks in these areas was the existence of significant reserves of quartz, the
mineral that makes up almost one third of the composition of glass. The energy required to turn the wheels of the
mills and the saws of the glassworks also came from the forests, in the form of the many mountain streams. So,
for many generations, the manufacture and refining of glass was one of the most important economic activities
carried out in the Bavarian Forest.

The main historical centres of glassmaking — mostly medium sized manufacturers with around 300
employees — were family-run businesses that were passed down from one generation to the next. Wood provided
the fuel used to melt the glass as well as a source of one of the main components of the vitreous material: potassium
oxide. The latter was obtained by filtering the beech-wood ash suspension and evaporating the extract until the
oxide crystallised. In time the forests around the glassworks would become depleted. Transporting lumber over
long distances was costly, which is why glassworks were always located on high forested ground, thus ensuring
easy supplies.

The German glass produced at these centres was called Waldglas — or forest glass. As always, the composition
of the material subjected to melting determines the properties of the resulting glass, with, in this case, the potassium
oxide affording it a greenish or brownish hue, an increased viscosity and lower plasticity than the compositions
containing sodium oxide from Murano. The Venetians did not have access to large quantities of wood, although
they did have a ready source of sea algae, from which they extracted sodium oxide (using the same procedure used
in Germany to obtain potassium oxide). Their compositions were fluid and extremely plastic, coped well with
repeated reheatings and could be blown into complicated shapes, resulting in the production of fine objects with
thin walls of an unrivalled transparency and delicacy. Glass made using potassium oxide, with its greater viscosity
and lower plasticity, is less suitable for blowing and thus resulted in the production of simpler, bulkier shapes
with thicker walls. However, there are also advantages: this type of glass has a greater sonority, refractive index
and hardness, allowing it to be engraved, cut and enamelled. Of these decorative techniques, it was enamelling —
performed to a very high standard — that was most popular in Germany.

Enamel is also a vitreous material — based on tin oxide or arsenious acid and vitrifiable fluxes — that is more
easily fusible than the glass it is applied to. Sometimes the pigments are free, in suspension, other times they are
the result of a chemical combination. In most cases, enamel compositions are low in silicon dioxide (i.e. highly
refractive) and very rich in lead oxide and borax. Enamels can be opaque or transparent, while the number of
colorants is limited. The technique of enamelling glass is similar to that used on ceramic materials and involves
two stages: painting and firing. The only difference is that the firing of the enamel on glass requires the use of a
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muffle furnace. (Use of a direct flame would produce too high a temperature and the glass would
become soft and the shape of the object would deform.) The recommended temperature for firing
enamel is somewhere between 400 and 800°C. The final colouring does not materialise until after
firing is complete.

Germany and, in particular, Bavaria excelled when it came to mastering the chemistry of
colour. From as early as the 17th century, this region became the most important producer and
exporter of the highly valuable coloured enamel powders for glass applied at high temperatures
that were used in decoration workshops all over Europe.

Enamelling is normally accompanied by gilding in order to achieve an added shine. In
1884, Alexandre Sauzay described the gilding process as follows: “In order to fix a gilt decoration
on a glass, a certain quantity of gold must be dissolved in aqua-regia. When the gold is dissolved,
the solution is treated either with potash, or better still with sulphate of protoxide of iron. The
precipitate which is formed is thrown on a filter, and when mixed with a very small quantity of
calcined borax it is reduced to a paste by means of spirits of turpentine. After this paste has been
applied to the glass by a brush, the glass is exposed to the fire of a muflle, which volatilizes the
spirits of turpentine and vitrifies the borax. The gold thus firmly fixed on the glass is burnished
first by means of blood-stone, and afterwards with agate.” This technique produces a durable
result, while decorations applied using gold powder dissolved and applied by brush, and with no
firing, simply wear off with rubbing. Gilding with gold leaf is generally used on objects that have
already been engraved.

In terms of the decorative motifs used, being more imitators than innovators, the Bavarian
glassmakers adapted motifs from Bohemia and Silesia to suit the national taste.

In keeping with the aesthetic canons of the day, their designs can be attributed to the
historicist movement, with their sources of inspiration being mediaeval and Renaissance
iconography, e.g. male and female figures in lavish dress with aristocratic or knightly insignia,
historical figures, heraldic symbols, decorations of symbolic value and inscriptions. German
manufacturers would often receive orders for unique items personalised with noble insignia and
the name of the beneficiary or a decoration commemorating important life events: an engagement,
a marriage, a birth, a baptism, etc.

Although smaller when compared with the historical centres of glassmaking, the glassworks
of Cologne (Rheinland), Weisswasser (Saxony) and Geislingen (Wirtemberg) all made their
own contributions to the art of Germany glassmaking.

Ferdinand Benedikt von Poschinger (1867-1921) inherited one of the oldest glassworks
in the forests of Bavaria, a glass workshop founded in 1629 in Hirschberg, near Buchenau. In
1808, his grandfather, Benedikt von Poschinger (1785-1856), who already owned important
glassworks in Oberzwieselau and Buchenau, acquired the manufacturer in Hirschberg. In 1893,
Ferdinand Benedikt took over the running of the glassworks, which by then was already the most
important in Bavaria.

In 1898-1899, Ferdinand Benedikt von Poschinger launched a collection of 1,000 unique
numbered objects in the same vein as Tiffany and Loetz. However, the initiative was a commercial
failure due to the high cost price of the objects. Having learnt his lesson, Ferdinand Benedikt
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reverted to mass production, albeit still producing high quality wares of a standard comparable to
that of the contemporary creations of Loetz Witwe, whose designers were responsible for creating
the most original Jugendstil glassware in Germany.

Ferdinand Benedikt’s team worked hard to prepare their company’s participation in the
Universal Exhibition in Paris 0of 1900, and their efforts were repaid with the award of the gold medal.
Julius Diez (1870-1957) and Karl Schmoll von Eisenwerth (1879-1947) were commissioned to
design items from iridescent glass, while Hans Christiansen (1866-1945) worked in stained glass.

The most important designer working at the Poschinger glassworks was Carl Georg von
Reichenbach (1872-1940), an artist from Munich who worked in the Jugendstil style.

In 1906, Queen Marie commissioned the Poschinger glassworks to make for her a table set
for the Byzantine dining room at Cotroceni Palace. Some of these items were brought by the queen
to Pelisor Castle, where they today form part of the permanent exhibition in the Gold Room.

The Theresienthal Glassworks were built in 1836 by Franz Steigerwald after being
granted a concession to open a crystal glassworks in the province of Zwiesel. One year later, the
Krystallglasfabrik Theresienthal glassworks was founded. Following disagreements between Franz
Steigerwald and the company’s shareholders, together with his brother, Wilhelm, Steigerwald
left the company, which declared bankruptcy in 1840. In 1861, the glassworks was acquired by
Johann Michael von Poschinger (1794-1863) from Oberfrauenau, who gave it a new lease of life
by changing the factory’s production profile from windows to hollow glassware, which resulted in a
significant expansion of the factory. The focus was on producing items decorated in the historicist
manner, e.g. drinking glasses in the mediaeval style, and cups and various decorative objects for
the centre of the table in the neo-baroque style. The designers working for the company during
this period were Franz Keller-Leuzinger and Rudolf von Seitz. The crystal glass produced at
Theresienthal received awards at the Industrial Exhibition in Berlin, while also winning the bronze
medal at the Universal Exhibition in Paris of 1867.

After 1880, Hans Christiansen and Bruno Mauder began to promote the Art Nouveau
style at the glassworks owned by the Poschinger family in the Theresienthal region.

Theresienthal crystalware became highly sought-after and over the years was purchased by
the members of many European royal houses, including King Ludwig I of Bavaria and his grandson
Ludwig II, the German Emperor Wilhelm II and, of course, King Carol I of Romania.

'The Wollenweber Glassworks of Munich supplied the Royal House of Romania with many
items of metalware, as well as acid-treated and enamel-painted glassware with silver mounts and
Jugendstil decorations, such as the set consisting of two salad bowls with supports and salad cutlery.

The Wiirttembergische Metallwarenfabrik (WMF) was founded in 1853, in Geislingen,
Wiirtemberg, as a metal repair workshop. Through a series of mergers and acquisitions, the WMF
group grew to become the largest national producer and exporter of household metalware. The
companies it acquired continued to produce objects under the brand of their previous owners. For
example, the Austrian firm Albert Kéhler & Co, bought by WMEF in 1910, continued producing
and selling on the Austro-Hungarian market under its own brand until up to 1914.

In 1881, the WMF group opened a workshop for the decoration and cutting of glassware
intended to receive a metal mount, while in 1882 it opened a glassworks in Géppingen. After
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joining the firm in 1903, the engineer Hugo Debach became director of the glass
manufacturer in 1904, before being made director general of the WMF group in 1927.'The
products manufactured during this period were all in the Jugendstil or Art Nouveau style.
Hugo Debach perfected the technique required for the Ikora line of crystalware, which,
as of 1921, led to the creation of some unique objects with magical colours. A few years
later, Karl Wiedmann, one of the greatest glassmakers of his time, invented the Myra
technique for achieving strong iridescence effects on mass produced glass and crystalware.
Many well-known artists and designers were employed to create designs for the group.
Interestingly, Karl Wiedmann, at the time a prisoner of war in France, was hired in 1947-
1948 by the Daum glassworks, where he introduced colour crystal glass to the production
line. After being released, he would again take charge of the artistic department at the glass
workshops of the WMF group.

THE BURGUN, SCHWERER & CO GLASSWORKS, MEISENTHAL

In 1702, Georges Walter wrote in his chronicle of how his predecessors, who owned
a glassworks in Soucht, were granted permission by the Duke of Lorraine, Leopold I, to
move their factory on account of exhausted fuel supplies to somewhere by the name of
“Meiserbach”. The founders of the new glassworks were Jean-Martin, Jean-Nicolas and
Etienne Walter, Sébastien Burgun and Martin Stenger. After signing a 30-year lease
with the Duke of Lorraine, they installed their kilns in Meisenthal on the site of a ruined
former glassworks.

Towards 1792, following the French Revolution, the founders’ heirs acquired the
definitive property rights over the glassworks in Meisenthal. In 1800, the company had 18
associates and 56 employees, with production limited to glasses, watch faces and windows.
In 1823, it changed its name to the Meisenthal Glassworks. As of 1824, the company
would be known as Burgun, Schwerer & Co, while in 1834 it would exhibit for the first
time, at the Regional Exhibition in Metz, a selection of crystal glasses that stood out in
terms of their regularity of shape and the precision of their transverse cuts. In 1855, the
glassworks in Meisenthal was praised at the Universal Exhibition in Paris for its large vases
and the high quality and purity of its opalescent glassware.

In 1860, Nicolas Mathieu Burgun, who was in charge of the Burgun, Schwerer &
Co glassmakers, for the first time entered into a series of business arrangements with the
glass, ceramics and furniture maker Charles Reinemer-Gallé of Nancy. In 1967, the latter’s
son, Emile Gall¢, began an apprenticeship at Meisenthal. The collaboration between the
two manufacturers grew ever closer until the outbreak of the Franco-German War, in
1870, when it was temporarily interrupted. The partnership was resumed, however, in 1886,
when Emile Gallé struck a secret deal with his friends Antoine Burgun and Christian
Désiré that stipulated the terms of the collaboration between his glassworks in Nancy and
that in Meisenthal.

Under the Treaty of Versailles, signed on 28 June 1919, France regained control
of Alsace and a part of Lorraine occupied by Prussia 48 years previously following the
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defeat of Napoleon III at Sedan. The territory in Lorraine that had been returned to French
hands included Bitche and Sarrebourg, where the Saint-Louis crystal glassworks and
Vallérysthal and Meisenthal glassworks were located, which together formed a centre of
artistic glassmaking of continental importance.

Christian Désiré (1846-1907) was in charge of the decoration workshop at the
Burgun, Schwerer & Co glassmakers in Meisenthal, which in 1886 had approximately
350 employees. In order to keep all these skilled craftsmen occupied, the company relied
on large commissions, some of which came from Emile Gallé. The high artistic standards 1
demanded by Gallé had a positive effect on the glassworks in Meisenthal, as can be seen B .....'.. .......'.. .. .. .' pe
from the excellent and original products made under the “Verrerie d’Art de Lorraine” brand
during this period. In 1889, the works of Christian Désiré shined alongside those of Gallé
at the Universal Exhibition in Paris.

Christian Désiré and Antoine Burgun were to intensify their collaboration with .'u'.'.'.'.'.'.'."__'::;'."
& 2

Emile Gall¢, all the more so as the success of the artist from Nancy saw him inundated
with new orders. However, in 1895, due to a fall in the market, Gallé was forced to reduce
considerably the number of orders he placed with the Meisenthal glassworks. Forced to
seek replacement orders, Christian Désiré’s factory — probably at the suggestion and with
the agreement of Gallé — began to produce objects originally intended for Gallé that were
decorated with almost identical motifs but signed “Vallérysthal”.

In 1901, after the conversion of Burgun, Schwerer & Co into a share company,
Christian Désiré and Emile Gallé became part owners of the company, while the majority
of the capital was held by bankers from Metz and Strasbourg. They preceded to shake up
the management of the company and give it a new direction. Antoine Burgun — considered
too Francophile and friendly towards their competitors in Nancy — was replaced by Emile
Wanner, who was in favour reducing the artistic component in the factory’s production.
As a consequence, Christian Désiré left the company to open his own glassworks based
at his own home, in Meisenthal. After his son, Armand, joined him in this venture, the
business changed its name to Désiré Christian & Son, a name under which they would also
participate at exhibitions in following years.

The art of Christian Désiré is inseparable from that of Emile Gall¢, the two artists
sharing the same aesthetic philosophy, the same means of expression and the same aptitude
for technical invention. As proof of the high regard in which he and his work were held by
the master of Art Nouveau himself, Emile Gallé, Christian Désiré was to be among the first
artists Gallé asked to be involved in the founding of the School of Nancy in 1901.

Christian Désiré’s refined style is easily recognisable. His original technique for
creating enamelled decorations — interlaid between a brightly coloured base layer and a
colourless outer layer, into which the wheel or grinder then cuts shading and relief effects,
thereby animating the motif depicted between the layers — makes Christian Désiré’s works
veritable aesthetic wonders of the Art Nouveau style.

Peles National Museum contains three of Christian Désiré’s works, all of which fall
under the “treasure” category of national cultural heritage: two of these works — small, pear-
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shaped vases with undulated rims, green in colour and decorated with yellow chrysanthemums
against a matt background — appear to belong to the same family. On closer inspection, on one of
these vases, the chrysanthemums are painted onto the base layer, which is first given a matte finish
using acid treatment and then covered with a colourless surface layer. The stems and centres of the
flowers are painted onto the outer layer, and the decoration is completed by wheel-engraving with
gilt accenting. Its twin is decorated in enamel painted in the traditional manner, i.e. on a single layer.
'The third item, a pear-shaped vase decorated with a frieze of peacocks and floral and vegetal motifs,
involves an even more interesting technique: the vase, made of mass coloured glass, is mould-blown

1M

,.o.oa‘

pe . YT Y L AL with the floral decoration applied between the two layers. In certain areas outside of the floral motif,

YTy : a layer of pidte de verre has also been applied. Leaf-shaped sections, outlined in enamel, complement
@, +-0...0 the floral motif. The decoration is completed by a frieze of peacocks, painted in colloidal gold, a
B LS4 Ak ' favourite motif among Art Nouveau artists owing to its rich symbolism.

'The interlaying of decorations between layers of glass is nothing new in itself. On Murano,
Canna and millefiori glass — involving the placing of discs cut from variously coloured rods beneath
a layer of transparent glass — had been produced for centuries. A type of glassware typical of the
Daum glassworks during the Art Nouveau era was that of vases that appeared to be made out
of semi-precious stones, an optical illusion created through the use of coloured powders between
different layers of glass. What was special about Christian Désiré’s works was the complexity of their
interlaid decorations, the optical effects thus achieved and his technical mastery in terms of how
he overcame the difficulties inherent to working with such an incandescent and fragile material,
which accumulates internal stresses during every stage of production and with every change of
temperature, invariably resulting in the destruction of the object in question. An equivalent mastery
of the laws of physics and the chemistry of molten glass can only be found with Christian Désiré’s
good friend Emile Gallé.

Christian Désiré, an artist who for a long time remained in the shadow of Emile Gallé, died
in Meisenthal less than three years after his life-long friend.

The Regenbhiitte glassworks, founded in 1865 by Wilhelm Steigerwald, merged with
Glashiitte Schliersee in 1901 to form the Vereinigte Bayerische Kristallglasfabriken AG. Until
1914, the two glassworks worked closely together, benefitting from the work of the same artists
and often producing the same designs. However, the most original works — those that interpreted
the Jugendstil aesthetic with an enthusiasm and imagination unrivalled in Germany — were made
in Schliersee with the help of artists like Jean Beck (1862-1938), a renowned ceramic artist from
Munich. After 1920, Beck would specialise in making iridescent glass in the Art Deco style.

'The decades following the First World War would see a new generation of artists promote
a new set of values with the aim of achieving a more solid and rational discourse that was more in
keeping with Cartesian philosophy and the fast pace of everyday life. The ever-increasing pace of
technological progress gave rise to the modern world of the car and called for a clear and pure form
of design. This led to the emergence of a different kind of aesthetic, one in which the principle of
utile cum dolci was more than ever the order of the day. A number of artists working in the Art Deco

style, including Jean Beck, were able to achieve this reconciliation of beauty and utility.
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ticla venetiana este, de mai bine de sapte secole,

suverana necontestati a acestei arte pe batrinul

continent. Culorile minunate, fantezia prodigioasi
a modelelor, virtuozitatea tehnicd fac din capodoperele in sticld
produse la Murano unele dintre comorile ce apartin atit trecutului
cat si prezentului.

Olegendi romantici din secolul al XIX-lea relateazi ci sticlarii
venetieni sunt descendentii romanilor care locuiau pe tirmul nordic
al Adriaticii. Ei ar fi fugit din calea hoardelor barbare care amenintau
Roma, in secolul al V-lea d. Hr., refugiindu-se in insulele izolate
ale lagunei venetiene. Odati stabiliti aici, au transmis generatiilor
urmitoare cunostintele lor despre producerea sticlei, dar mai ales
pe cele referitoare la tehnica suflirii la teavid. Dincolo de legendi,
arheologii au descoperit langi Venetia, pe insula Torcello, obiecte
din sticld care dateazd din perioada secolelor VII — VIII d. Hr.

Evolutia artei sticlei venetiene este strins legatd de mostenirea
est mediteraneeani si islamici. Datoritd navigatorilor venetieni si
a schimburilor comerciale cu Orientul si cu popoarele care aveau
traditie in prelucrarea sticlei — fenicieni, sirieni, egipteni — aceastd
artd s-a rafinat mai mult decat in alte tiri europene si a devenit
celebra. Un rol important in dezvoltarea sticliriei artistice venetiene
l-au avut mesterii sticlari din Bizant, care s-au mutat in Venetia,
dupi cucerirea Constantinopolului.

Insula Murano (de fapt un arhipelag, format din cinci mici
insule legate intre ele prin poduri, din laguna venetiani) a fost o

agezare romand ai cdrei locuitori se ocupau cu pescuitul §i cu
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FIGURINA ,, DRAGON”

Atelier Salviati, Venetia, 4/4 sec. XIX
Sticld; colorare in masa; suflare
libera; modelare; pulverizare cu aur
1:22cm,D:20 cm

Nr. inu.: 1593; C.153

Dragonul, strajerul comorilor
ascunse, paznic al nemuririi, al Lanii
de Aur i al Gradinii Hesperidelor,
este unul dintre motivele predilecte
ale artizanilor de la Murano. Este de
remarcat exceptionala abilitate a
modelatorului, care a dat viata unei
creaturi mitice, prin transformarea
unui material mineral incandescent,
folosind doar instrumente
rudimentare. Liniile fluide ale
gatului si aripilor, culorile delicate,
contrastul intre suprafetele matuite
si cele transparente, pulverizarea cu
aur, confera valoare artistica acestei
piese. Stil Neorenagtere italiana.
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CUPA CUPICIOR

Atelier Salviati, Venetia, 4/4 sec. XIX

Sticla, suflare liberd, ,,uetro a retorti”, decor
aplicat, torsadare, modelare
1:21cm,D:8,5cm

Nr. inu.: 2524; C.308

Ingeniosul decor al serpilor incolaciti in jurul
piciorului cupei a fost realizat intr-o tehnica
tipic venetiana, ce utilizeaza fire de sticla alba
opaca (,latticino”) si de sticla colorata. Prin
manevrarea iscusita a acestor fire se obtine
modelul fir risucit (,,uetro a retorti”).

Stil Neorenagtere italiana.

extractia sdrii. Transformarea ei intr-un centru al producitorilor de sticld a avut loc in anul 1291, cand
Republica Venetiani le-a impus sticlarilor s isi mute atelierele pe insuld. Motivul invocat a fost pericolul
reprezentat de cuptoarele de topit sticld, care provocaserd numeroase incendii. Cel nemdrturisit, §i cu
adevirat important, era temerea cd sticlarii ar putea comunica cu confrati din alte tiri si, astfel, s-ar
instriina secretul sticlei venetiene. Izolarea in aceastd co/ivie auriti care a fost insula Murano, a dat nagstere
la o comunitate inchisi, exclusivistd, ce s-a organizat in Corporatia Sticlarilor. Intre membrii ei exista
o concurentd acerbi, cu totii incercind si-si imbunititeascd permanent tehnicile. Acest perfectionism,
dublat de preocuparea pentru puritatea materiilor prime si pentru calitatea sticlei topite, a condus la
performantele deosebite ale sticlarilor venetieni.

In secolul al XTV-lea Venetia a devenit cea mai mare putere maritimi din spatiul mediteraneean, iar
comertul cu obiecte de lux era infloritor. Mesterii sticlari venetieni se inspirau dupd produsele realizate in
Damasc i Cairo, si o lungi perioadi de timp au importat materiile prime necesare de pe coasta estici a
Mediteranei. Sticla venetiani era transparenti si de o claritate ce rivaliza cu cristalul, iar secretele retetelor
ei erau bine pistrate. Iatd de ce Venetia a devenit cel mai important centru comercial si de export al sticlei
din intreaga Europi si era privitd peste tot in lume ca fiind sinonimul celor mai elegante si rafinate forme
de sticlarie. Uimitoarele fantezii in sticla produse la Murano impodobeau palatele nobilimii europene.

Ca parte a Republicii Venetiene, insula Murano se bucura de o anumitd autonomie interni. Avea
propriul cod de legi si propriul Sfat Suprem si chiar o moneda proprie si un ambasador la Venetia.

Daci un om de rand reugea, dupd o ucenicie care dura peste cincisprezece ani, sa ajunga mester
sticlar era innobilat si inscris in Cartea de aur a insulei. Avea dreptul si poarte spadi (privilegiu rar

acordat), dar era obligat si riméni pe teritoriul insulei Murano. Desi megterii sticlari erau considerati
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CUPA CU CAPAC

Atelier Salviati, Venetia, 4/4 sec. XIX
Sticla, suflare liberd, ,,uetro a fili”
1:20cm,D:9cm

Nr. inu.: 9226; C.154; LC.202

in decoratia piciorului acestui pocal este
vizibil un motiv filigranat tipic venetian, care
utilizeaza fire de sticla rosie, rasucite in spirala
(,,uetro afili”). Stil Neorenastere italiana.

egalii celor mai nobile familii din Venetia, ei erau urmiriti in permanentid de politia venetiand §i supusi
unei legi severe, care interzicea piridsirea insulei §i mai ales a domeniilor venetiene. Unele prevederi
legale ale Republicii Venetiene sunau astfel: dacad vreun lucrator sau mester sticlar va instraina arta sa din
Venetia in dauna Republicii, i se va trimite ordin sd se intoarcd in tard. Dacd nu se va supune acestui ordin, vor
i aruncate in inchisoare persoanele lui cele mai apropiate, pentru ca prin aceasta s fie silit sd se intoarcd. Dacd
nu va abandona totusi hotdrirea de a ramdne in strdindtate, se va trimite dupd el o persoand insdrcinatd cu
misiunea de a-1 ucide. Aceastd extremd duritate, care putea ajunge pani la intemnitare §i asasini plititi, avea
un motiv foarte serios - impiedicarea pierderii privilegiului economic oferit de veniturile din exportul de
sticldrie. Aceste venituri erau cu atit mai insemnate pentru Venetia cu cit tara era lipsitd de prea multe
resurse interne.

Succesul produselor venetiene este atit de mare incit sticlarii din intreaga Europd, mai ales din
Austria, Germania, Anglia, Spania, Franta vor incearca si le descopere tehnicile, si le imite, sd sufle si sd
lucreze in stil venetian sau in gen Venetia.

Topiturile venetiene puteau fi suflate $i modelate in forme fine i complicate datoritd compozitiei,
ce folosea ca fondant oxidul de sodiu. In cuptorul de topit sticli se introducea carbonat de sodiu, obtinut
din cenuga algelor marine. Nuanta de galben sau verde indusi topiturii de folosirea acestui compus era
contracaratd de venetieni prin adiugare de oxid de magneziu, numit §i sdpunul sticlarilor. Desi fragila,
sticla cu oxid de sodiu suporti foarte bine reincilzirile repetate, necesare modelirii formelor complicate
ale pieselor venetiene.

Inventarea, in 1450, a cristalinului, o topiturd de calitate, limpede si transparentd, de o mare
plasticitate, singura sticld nobild din Europa pani la inceputul secolului al XVII-lea, se datoreazi familiei
de artizani muranezi Barovier. Cristalinul venetian, mult mai strilucitor si a/b (incolor) decat alte sticle
realizate pani atunci, era obtinut pe bazi de sodi de Kali, provenind din Egipt, si celebra piatrd de Tessin,

in proportii ce constituiau marele secret al venetienilor.
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CANDELABRU

Atelier Murano, 4/4 sec. XIX

Sticla, colorare in masa, suflare liberd,
modelare

1:220 cm, D: 120 cm

Nr. inu.: 9364; C.835%; LC.362

Candelabrele Salonului Florentin, prin bogatia
ornamentala si cromatica, seincadreaza
perfect in atmosfera de stralucire si eleganta
a acestei sali de receptii. Talentul inegalabil

al modelatorilor muranezi este inca odata
ilustrat. Stil baroc.
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In timp ce sticlarii din intreaga Europd experimentau
obtinerea pretioasei compozitii venetiene, cei loreni au mers
la Murano, in 1492, si au negociat un schimb intre secretul
cristalinului venetian $i tehnologia lor de fabricare a oglinzilor
de mari dimensiuni si a plicilor mari de sticld pentru vitralii.
In urma acestui demers, oglinzile venetiene devin celebre, iar
lucrul in manierd venetiana a cristalinului se generalizeaza in
Franta si apoi in intreaga Europi. Termenul de criszalin incepe
sd dispard, ludndu-i locul cel de criszal, termen generic a cirui
raspandire duce la confuzii, mai ales dacd se ia in considerare
ceea ce se numeste criszal la sfarsitul secolului al XVIII-lea si
inceputul secolului al XIX-lea, adici acele compozitii de sticla
care contin oxid de plumb.

Dupi ce, timp de mai multe secole, a detinut suprematia
in Europa, industria venetiani de sticlirie este in pericol de
a se prabusi in 1797, cand trupele lui Napoleon cuceresc
Venetia. In haosul politic si social rezultat, atelierele de sticlirie
se inchid in masid. Putin sensibil la aceastd arti, Napoleon
desfiinteazi breasla sticlarilor in 1805. Megsterii se rispandesc
in Europa, iar Boemia devine principala producitoare de
obiecte din sticld i cristal. Stilul venetian intrd in decadenti,
iar popularitatea sticlei de Murano este eclipsatd de modelele

englezesc si boemian.
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PIESA DECORATIVA - ,,CARAVELA”
Atelier Salviati, Venetia, 4/4 sec. XIX
Sticla, colorare in masa, suflare libera,
tragere, modelare, decor aplicat,
pulverizare cu aur

1:39cm,L:23 cm

Nr. inv.: 9491; LC.540

Republica venetiand, cea mai mare
putere maritima in perioada secolelor
XIV - XVI, detinea monopolul comertului
cu piese din sticld, considerate obiecte
de lux si exportate in intreaga Europa.
Repertoriul decorativ al mesterilor din
laguna venetiana reflecta cu mandrie
aceasta stare de fapt. Arta modelatorilor
muranezi, unica in lume, transmisa de-a
lungul generatiilor, a permis perpetuarea
modelelor traditionale mult timp dupa

ce suprematia maritima a Venetieia
incetat. Aceasta piesa decorativa istorista
reprezinta copia unui vas miniatural, din
argint, daruit de ambasadorul Frantei
imparatului Maximilian I. Se remarca
folosirea motivelor decorative cu
valoare de simbol, in special a sarpelui,
intruchipare a infinitului si protector al
vietii. Stil Neorenastere italiana.
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Atelier Salviati, Venetia, 4/4 sec. XIX

Sticld, colorare in masd, ,,vinigoare”, sufiare libera,
modelare, decor aplicat, pulverizare cu aur

1:40 cm, D :21,5 cm

Nr.inu.: 9494; LC.543

Dincolo de valoarea ei artistica, aceasta piesa se
remarca prin multitudinea si complexitatea tehnicilor
de decorare la cald folosite. Corpul cupei este realizat
intr-o tehnica proprie atelierelor venetiene, sticla cu
vinisoare colorate. Procedeul consta in tragerea unor
fire subtiri de sticla in culorile dorite, apoi prelevarea
pe teava de sufiat a unei cantit&ti de sticla necesara
sufiarii obiectului §i rostogolirea ei peste firele dispuse
pe plansetd; urmatoarea operatie este reincalzirea
ansamblului si suflarea obiectului.

Cei doi dragoni innaripati, agezati fata in fata,
simbolizand astfel in spatiul medieval european
neutralizarea tendin{elor contrare, sunt magistral
modelati. Piciorul inalt, godronat si inelat, confera
suplete piesei, iar pulverizarile cu aur, pretiozitate. Stil
Neorenastere italiana.
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CANA-AIGUIERE

Atelier Salviati, Venetia, 1872 -1877
Sticld, colorare in masa, suflare libera,
modelare, pastilare, decor aplicat,
puluerizare cu aur

1:45%5%cm,LA:20 cm

Nr.inu.: 9495%; C.225

Acest model favorit al atelierelor
Salviati este remarcabil prin exuberanta
decorurilor modelate si aplicate la cald.
Stil Neorenagtere italiana.
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Abia in a doua jumitate a secolului al XIX-lea, interesul
manifestat de citre anticari §i colectionari a dus la renagterea
artei sticlariei la Murano. Acest reviriment a fost initiat de
douid personalititi de exceptie ale vremii, care, pasionati fiind
de sticlaria de artd, erau atenti la tendintele pietei: primul a
fost abatele Vincenzo Zanetti (1824 — 1883), care a fondat,
in 1861, un muzeu de arti a sticliriei la Murano, incercand
sd reinvie interesul pentru acest domeniu. Sesizind faptul ci
in Europa erau ciutate de colectionari piesele in stil antic, a
deschis, un an mai tirziu, o scoald de desen destinati studiului

sticlei antice.

Antonio Salviati (1816 — 1890) este cel de-al doilea
inspirat promotor al produselor de sticldrie artisticd venetiana.
El a creat, in 1859, un atelier de artd a mozaicului, iar citiva
ani mai tirziu, in 1866, a fondat, impreund cu primarul
din Murano, Antonio Colleoni, si cu trei asociati englezi
compania Salviati & Co, o societate pe actiuni, care in 1872
se numea Compagnia di Venezia e Murano Antonio Salviati and
Co. Astfel, a debutat resuscitarea artei sticlariei venetiene, care
ar i putut rimine pentru totdeauna in lunga noapte in care
au proiectat-o cidderea Republicii si cedarea teritoriilor sale
Austriei.

Mai intéi s-a redobandit stipanirea procedeelor tehnice
complexe, dezvoltate pand la limita posibilititilor de lucru la
cald, printr-o minutioasi cercetare si reinvitare a procedeelor
cunoscute in epoca Antichititii greco-romane si in perioada
renascentistd. Printre angajatii companiei Salviati se aflau
nume ce au devenit legendare: Vincenzo Moretti, genialul
sticlar care a redescoperit procedeul de fabricare a mozaicurilor
romane sibizantine, casi tehnica murrbinelor, Antonio Seguso,
artistul ce stipanea tehnica suflirii a Jantique, si Giovanni
Barovier, descendent al unui lung sir de sticlari din Murano

ce ajungea pand la Angelo Barovier, inventatorul cristalinului.
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FRUCTIERA S
Atelier Salviati, Venetia, 4/4 sec. A
XIX

Sticla, colorare in masa, opalizare,
sufiare libera, modelare,
torsadare, decor aplicat,
pulverizare cu aur
1:41cm,D:27 cm

Nr. inu.: 9498; C.837; LC.547

Atelierele Salviati au dat din

nou viatd, la sfarsitul secolului

al XIX-lea, unei tipologii
emblematice pentru atelierele
venetiene din epoca Renagsterii.
Dificultétile tehnice datorate
folosirii unor tipuri diferite de
sticla au fost surmontate de
inegalabilii modelatori uenetieni,
pastrand intacte delicatetea,
gratia si eleganta formelor. Stil
Neorenastere italiana.
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VAS

Atelier Salviati, Venetia, 4/4 sec. XIX

Sticla, colorare in mas4, ,,somerso”, sufiare libera, modelare, decor
aplicat, pulverizare cu aur

1:50cm,D:20 cm

Nr.inu.: 9499; C.227; LC.548

»Somerso” este o tehnica prin care se realizeaza simultan fasonarea

si decorarea la cald. Folosita de uenetieni inca din epoca Renasterii,

ea a fost preluata, la sfarsitul secolului al KIX-lea, de artigtii stilului Art
Nouueau. Procedeul consta in prelevarea pe {eava de suflat a mai multor
culori de sticl3, din ,,crogioli” (creuzete) diferite, strat peste strat, urmata
de suflarea obiectului. Astfel, in final, piesa va auea mai multe straturi de
culori diferite, care au fuzionat in timpul sufiarii. Corpul acestui vas este
format din doua straturi de sticla: alba si bleu. Decorul este completat de
lebada din sticla opalina si de ghirlandele de flori §i frunze, care au fost
realizate prin modelare la cald. Stil Neorenastere italiana.

Un ansamblu de murrhine a fost prezentat la
Expozitia Universald de la Paris, din 1878, unde a ficut
senzatie. Cu un an inainte, Antonio Salviati pirisise
compania din cauza unor neintelegeri cu actionarii
englezi si fondase o societate concurentd, Salviati dott.
Antonio. Giovani Barovier cu nepotii sii, Giuseppe,
Benvenuto, Benedetto si tehnicianul Antonio Camozzo
l-au urmat pe Salviati. Antonio Seguso, cu fiii, verii si
nepotii, ca si Vincenzo Moretti au ramas la Compagnia
Generale Venezia e Murano, noua denumire a societatii,
dupd retragerea fondatorului. Aceasti duplicare a
nucleului original va deveni o modalitate tipic venetiana
de multiplicare a sticliriilor. In acest mod, s-a trecut de la
cinci sau sase manufacturi, pe vremea lui Salviati, la circa
o sutd, un secol mai tarziu. O multiplicare ce a actionat
in profitul artei, cici concurenta si emulatia au favorizat
aparitia celor mai buni tehnicieni si a celor mai talentati
creatori si designeri.

Din anul 1884, Salviati cedeazd drepturile de

proprietate ale sticliriei familiei Barovier, pastrand
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Atelier Salviati, Venetia, 4/4 sec. XIX

Sticla, colorare in masa, opalizare, sufiare libera,
modelare, decor aplicat, pulverizare cu aur
1:99cm,D:22cm

Nr. inu.: 9501; C.838; LC.550

Produsele atelierelor Salviati reproduc formele §i
decorurile unor piese de succes din epoca renascentista,
darimbogatesc gama coloristica prin nuante delicate,
aparute datorita progreselor inregistrate in chimia
culorilor. Stil Neorenagtere italiana.
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pentru sine doar magazinele de vinzare din
Venetia, care beneficiau de un contract de
exclusivitate asupra produselor realizate de
manufactura ce ii purta incd numele. Dupi
decesul lui Antonio Salviati, fiul siu, Giulio si
asociatul lui, Maurizio Camerino, continui si
administreze magazinele $i urmiresc vinzarile
produselor realizate de familia Barovier si de
fratii Toso. In 1921 magazinele se unesc din
nou cu atelierele producitoare, pani in 1937,
anul inchiderii sticlariei Salviati.

Tematica abordati de creatorii atelierelor
Salviati se inspird, in ultimele decenii ale
secolului al XIX-lea, din operele antichititii
romane, dar si din cele ale secolelor XV — X VII,
imprumutind formele gratioase si rafinamentul
estetic din perioada Renagterii §i a barocului.
Repertoriul decorativ este format mai ales
din elemente cu valoare de simbol: personaje
mitologice, dragoni, serpi, lebede, animale
marine, motive floral-vegetale etc. Schimbarea
produsi in optiunile estetice ale colectionarilor
si amatorilor de sticlirie artisticd, la inceputul
secolului al XX-lea, determind adaptarea la
noul val si reformarea stilisticd a productiei,

conform principiilor Art Nouveau-ului.

Fratii  Angelo, Carlo, Giovanni,
Ferdinando si Liberale Toso au fondat, in
1854, o sticlirie care le purta numele, si in care
produceau, in perioada in care istorismul era
curentul stilistic la moda, piese ce copiau vechi
sticle venetiene. La granita dintre secolele XIX

si XX, principala lor activitate a fost productia
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POCAL CU CAPAC

Atelier Salviati, Venetia, 4/4 sec. XIX

Sticla, colorare in masa, opalizare, sufiare libera,
modelare, decor aplicat, pulverizare cu aur
1:7%cm,D:19cm

Nr. inu.: 9502; C.839; LC.551

Decorul exuberant, ce cuprinde motive floral-
vegetale, volute, fleuron i, mai ales, lebede
simbolizénd - prin albul si gratia lor - lumina
solard, nobletea si curajul, confera acestei piese
eleganta si rafinamentul impuse de canoanele
Renasterii italiene. Stil Neorenastere italiana.
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APLICA DE LUMINA (DETALII)
Atelier Murano, 1/4 sec. XX
Cristal, tragere, tdiere,
gravare, slefuire, argintare,
sticld, colorare in masa,
modelare, decor aplicat
1:90cm, D:5%0 cm

Nr. inv.: 9507; LC.5%6

de mubrrine, in care excelau. Cu exceptia lui Giuseppe Barovier, niciun alt sticlar din epoca antebelica
nu se putea compara cu fratii Toso, in stipanirea acestei exigente tehnici. Tot ei au fost cei care au tradus

intr-o manierd originali si convingitoare influenta Art Nouveau-ului.

Paolo Venini (1895 — 1959), Giacomo Cappellin (1887 — 1968) si alti asociati fondeazd, in 1921,
compania Venini & C., Vetri Soffiati Muranesi. Istoria acestor celebre ateliere se confundi cu cea a sticlei
venetiene de dupa Primul Rizboi Mondial. Inci de la inceput, au initiat o innoire radicali a esteticii
produselor, gratie pictorului Vittorio Zecchin (1878 — 1947) angajat ca director artistic. Modelele lui
delicate, cu linii pure, eliberate de excesul de decoratie, suflate intr-o sticld fini, transparentd, reiau sobra
eleganti a operelor ilustrate in picturile artistilor venetieni din epoca Renasterii.

Patru ani mai tarziu, intervine o rupturd intre cei doi parteneri, iar Giacomo Cappellin
achizitioneazi o alta sticlirie si fondeazi societatea Maestri Vetrai Muranesi, Cappellin and Co., la care
ii avea alaturi pe Vittorio Zecchin si pe toti mesterii care il urmasera in bloc, in calitate de colaboratori
si asociati. Vittorio Zecchin, care nu era un iubitor al stilului Novecento, aflat atunci in plin avant, se
retrage in 1926, fiind inlocuit de arhitectul Carlo Scarpa. Creatiile lui au influentat profund arta sticlei
de la Murano, pani dupi al Doilea Razboi Mondial. Sticliria produsid de compania Cappellin, situata in
avangarda creatiei artistice, expune finaciar societatea, care nu rezisti crizei mondiale declansatd in 1929

si isi declard falimentul in 1932, apoi este lichidatd in 1934.
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Dupi inchierea colaboririi cu Giacomo Cappellin,
in 1925, Paolo Venini, care rimisese singurul proprietar
al companiei Venini & C., Vetri Soffiati Muranesi, se
asociazd cu inginerul Francesco Zecchin si cu sculptorul
Napoleone Martinuzzi (1892 —1977). Datoriti influentei
lui Martinuzzi, ciruia i se incredintase conducerea
artisticd a atelierelor, stilul Novecento, al cirui adept era,
practicindu-1 si in sculpturile lui, va domina in creatia
majorititii sticldriilor din Murano. Aceastd influentd s-a
concretizat in obiecte masive, din sticld bogat colorati si

opacizatd, uneori cu inedite si fermecitoare irizari.

Atasamentul fati de traditia artei suflatului al
maegstrilor sticlari venetieni a oprit parcd timpul in loc
peste milenii, ei folosind si astdzi aceleasi tipuri de tevi de
suflat si de instrumente de modelare a sticlei ca pe vremea
romanilor. Motivele decorative, ca si semnificatiile lor
simbolice, isi au originile in epoca luminoasi a Renasterii,
si au stribitut nealterate veacurile, imbogitindu-se
in semnificatii. Datoritd geniului creator al megterilor
muranezi, sticla, acest material fin, pretios, curat si nobil,
capitd calititi estetice care descurajeazid orice imitatie.
Prin diversitatea tehnicilor de executie, prin inegalabila
miiestrie de suflitori si modelatori, sticlarii de la Murano

riman suverani ai artei sticlei.

VAS

Atelier Salviati, Venetia, 1/4 sec. XX

Sticla, colorare in masa, tragere, modelare,
suflare libera, decor aplicat

1:40 cm,D:27 cm

Nr.inu.: 13749

Vasul de forma tubulara este decorat cu o retea
din motive circulare, care a fost realizata prin
modelarea §i alipirea fiecarui element. Stil antic
roman.
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CARAFA

Atelier Salviati, Venetia, 1/4
sec. XX

Sticla, presare in tipar, sufiare
libera, tragere, modelare,
decor aplicat, matisare prin
acidare, irizare
1:24cm,D:12cm

Nr.inv.: 13754

in creatjile lor, artistii
atelierelor Salviati au
imprumutat rafinamentul
formelor si al decorurilor din
antichitate, sipentruale daun
plus de stralucire, au adaugat
delicate irizatii. Stil anteroman.
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VAS

Atelier Salviati, Venetia, 1/4 sec. XX
Sticlq, suflare libera, modelare, decor
aplicat, matisare, irizare
1:12cm,D:19 cm

Nr.inv.: 13777

Stil antic roman
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VAS

Atelier Salviati, Venetia,
1/Gsec. XX

Sticlg, suflare libera,
modelare, decor aplicat,
irizare

1:15cm,D:10 cm
Nr. inu.: 14004
Stil antic roman.
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SFESNICE

Atelier Murano, 4/4 sec. XIX

Sticla, colorare in masa, suflare libera,
tragere, modelare

1:18 cm,D:13 cm

Nr. inv.: 14189; C.189

Spiritul competitional al modelatorilor
venetieni explica, printre alte motive, de
ce priceperea si creativitatea sticlarilor
italieni sunt recunoscute in intreaga
lume. Stil eclectic.
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SERVICIU PENTRU LICHIOR CARAFA Serviciul se compune din
Atelier Salviati, Venetia, 1:26,5cm,D:9,%5 cm 15 piese de o rard finete,
4/4sec. XIX PAHAR decorate prin aurire §i
Sticla, suflare libera, 1:10,6 cm,D: 4,2cm pictare cu email alb i
pictare cu email, aurire PLATOU colorat. Stil eclectic.
partiala 1:3%5cm,D:32cm

Nr.inv.: 15444
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Atelier Murano, 1/4 sec. XX
Sticla, pigmentare, modelare,
bronz, turnare, cizelare,

argintare y-

1:26 cm,D:9cm /'

Nr. inu.: 15910 Y.
yn

(alitétile plastice ale suportului - "‘ .

sunt in perfect acord cu

rafinamentul abajurului. Stil
eclectic.
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VAS

Atelier Salviati, Venetia, 4/4
sec. XIX

Sticla, colorare in masa, suflare
libera, tragere, modelare,
irizare, pulverizare cu aur
1:25cm,D:21cm

Nr.inu.: 17237

Stil antic roman
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OGLINDA DE PERETE

Atelier Murano, Venetia, 4/4 sec. XIX

Cristal, tragere, taiere, slefuire, argintare, gravare, sticld, colorare
in masd, modelare, decor aplicat

1:20% cm, LA:100 cm

Nr.inu.: 4930; C.833

in secolul al XIX-lea s-a pus la punct procedeul de tragere a
placilor de sticla sau cristal, ceea ce a facut posibila realizarea
unor oglinzi de mari dimensiuni. Oglinda din Salonul florentin,
cu o forma profilata §i cu 0 bogata ornametatie florald, este
pozitionata astfel incat sa reflecte decoratia plafonului,
amplificand astfel impresia ca - printr-o calatorie in timp §i
spatiu - ne-am afia intr-un palat italian, din secolul al XVI-lea. Stil
neobaroc italian.
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OGLINDA DE PERETE
Atelier Murano, cdtre 1908

Cristal, tragere, tdiere, gravare, slefuire,
argintare, sticld, colorare in masa, modelare,
decor aplicat

1:320 cm, LA:16% cm

Nr.inu.: 9504; LC5%4

APLICA DE LUMINA

Atelier Murano, cdtre 1908

Cristal, tragere, tdiere, argintare, gravare,
slefuire, sticla, colorare in masa, modelare, decor
aplicat

1:90 cm, LA:50 cm

Nr.inu.: 9507; LC.5%6

Cele doud ansambluri decorative constituite din
oglinzi sprijinite pe console si incadrate de aplice
de lumina au un efect deosebit, de somptuozitate,
amplificat de efectul de ,trompe l'oeil” conferit
de oglinzile gigant, ce delimiteaza Coridorul de
Vest al Castelului Peles. Tehnicile de decorare la
cald cum sunt modelarea §i lucrul cu pensa au fost
combinate in mod fericit cu gravarea §i sfefuirea.
Stil neobaroc italian.
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OGLINDA DE PERETE

Atelier Murano, 4/4 sec. XIX
Cristal, tragere, tdiere, slefuire,
argintare, alama, presare,
cizelare, lemn
1:88cm,LA:52cm

Nr. inu.: 5345

in urma negocierilor secrete
dintre sticlarii loreni si cei
muranezi, incepand cu a

doua parte a secolului al
XV-lea, venetienii au intrat

n posesia procedeului de
obtinere a placilor de cristal
pentru oglinzi. El consta

in suflarea unui cilindru,
taierea lui pe generatoare,
urmati de aplatizare. in
secolele urmatoare, oglinzile
venetiene decorate cu motive
renascentiste sunt exportate
inintreaga lume. Oglinda

din imagine este o piesa
istorista, ce reia un model

din epoca Renasterii. Din
decorul ramei fac parte motive
floral-uegetale, putti, dragoni,
elemente ce simbolizeaza
speranta, abundenta, viatia
indelungata. Stil Neorenagtere
italiana.
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VAS

Atelier Salviati, Venetia, 1/4 sec. XX

Sticla, colorare in masa, suflare libera, modelare
I:Mcm,D:10 cm

Nr. inu.: 1727; C.245

Ceea ce impresioneaza la aceasta piesa, dincolo de talentul designerului
si de acuratetea executiei, este perfectul acord intre finetea sticlei si
delicatetea formei. Stil Liberty.
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VAS

Atelier Venini & Co., Soffiati Muranesi, Venetia, 1927 - 1930
Sticla, colorare in masa, suflare libera, modelare, irizare
1:125 cm,D:18 cm

Nr. inu.: 12631; C.213

Paolo Venini, care s-a numarat printre cei mai de seama designeri

venetieni ai stilului Nouecento, a realizat in manufactura sa de la Murano o
sticla opacd, bogat coloratd, irizata in nuante inedite.
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PLATOU

Atelier Maestri Vetrai Muranesi, Cappellin & Co.,
Venetia, 1925 - 1926

Sticld, colorare in masa, suflarein tipar
1:5cm,D:40 cm

Nr.inv.: 12737

Stil Art Deco.
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SIRAG DE MARGELE

Atelier Murano, 1/4 sec. XX
Sticla, ,,millefiori”

L:136 cm

Nr.inv.: 12673

HMillefiori” (mii de flori) este, probabil, cel mai vechi si cel mai cunoscut dintre decorurile
aplicate sticlei. Deja cunoscut in antichitate, a fost utilizat de chinezi si exploatat in mod
curent la Murano, incepand cu secolul al XV-lea. Aceasta tehnica presupune pregatirea

de baghete (numite ,muhrrine”) ce au in sectiune o multitudine de modele sau culori.
Obtinerea lor se poate face in doua feluri: fie prin mai multe imersii ale tevii de suflat in
creuzete cu topituri de culori diferite, urmate de trageri si rulari repetate, fie prin presarea
unei sfere de topitura intr-o matrita, operatie ce are ca efect ob{inerea unei forme de floare
sau de stea, urmata de acoperirea ei cu alte straturi de sticla distinct colorate i de 0 a doua
presare; in urma acestor operatii se obtin modele concentrice. in final, sfera de sticl3 este
incalzita §i trasa in doua directii diametral opuse, pana cand devine un bastonas delicat, ce
are pe intreaga lui lungime modelul sferei din care a fost realizat. Baghetele astfel pregatite
sunt taiate in sectiuni subtiri, se monteaza intr-o matrita, iar ansamblul obtinut se supune
tratamentului termic. Tehnica este deosebit de laborioasa i fiecare piesa relizata este un
unicat. Fiecare componenta a siragului de margele, care a apartinul reginei Maria, este
realizata dupa acest procedeu. Stil Art Nouveau.
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PLATOU

Atelier Maestri Vetrai Muranesi, Cappellin & Co.,
Venetia, 1925 - 1926

Sticl3, colorare in masa, suflare in tipar
1:9cm,D:4%5cm

Nr. inv.: 12738; Cust. 138

Stil Art Deco.
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SET DE PAHARE PENTRU VIN

Atelier Salviati, Venetia, 1/4 sec. XX
Sticla alba si colorata in masa, suflare
liberd, tragere, pictare cu sablonul,
aur coloidal

1:10,7cm,D:6 cm

Nr.inv.: 13482

Setul cuprinde 11 pahare personalizate
cu cifrul regelui Ferdinand. Frumoasa
culoare rosu-rubiniu a fost obtinuta
prin folosirea unor coloranti
constituiti dintr-un amestec de sulfura
si seleniura de cadmiu. Forma pura si
elegantd, culoarea calda, stralucirea,
limpezimea si finetea cristalului, cifrul
pictat cu aur coloidal contribuie la
aspectul cu adevarat regal al acestor
piese.

MUZEULNATIONALPELES
COLECTIADESTICLA

271




MUZE LNATIONALPELES

OCLE C?ﬁﬁaDEs‘E‘%"

SET DE BOLURI

Atelier Salviati, Venetia, 1/4 sec. XX

Sticla, colorare in masa, sufiare libera, modelare, aurire partiala
1:8cm,L:10cm

Nr.inv.: 13528

La inceputul secolului XX designerii atelierelor Salviati s-au

adaptat cerintelor estetice ale noului val i au realizat creatiiin
spiritul Artei 1900.
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VAS Dificultatile tehnice pe care le implica
Atelier Murano, 1925 - 1930 suflarea unei piese de dimensiuni atat de
Sticla, colorare in masa, suflare libera, mari, cu variatii importante ale sectiunii §i
tragere, modelare ale grosimii peretelui, sunt majore, datorita
1:40 cm, D:38 cm tensiunilor interne induse in sticla. Ele nu
Nr.inv.: 13729 ar fi putut fi surmontate fara o compozitie

adecvata a topiturii §i fara o admirabild
maiestrie a sufiatorului. Stil Art Deco.
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CUPA

Design: Vittorio Zecchin

Executie: Vetri Soffiati Muranesi Cappellin, Venini & Co., 1922 - 1925
Sticl, suflare libera, tragere

1:14,5 cm, D:28,% cm

Nr. inv.: 13753

Forma rafinata a cupei este subliniata de accentul de culoare al
firului rogu, ce ii bordeaza buza. Stil Art Deco.
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Atelier Salviati, Venetia, catre 1925

Sticla alba si colorata in masa, suflare liberd, tragere, filetare
1:28,% cm, D :29,5 cm

Nr.inv.: 13757

Compozitia sticlelor venetiene, cu oxid de sodiu ca fondant,
permite sufiarea unor piese de mari dimensiuni, cu pereti
foarte subtiri. Stil Art Deco.
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CuPA

Design: Vittorio Zecchin

Executie: Maestri Vetrai Muranesi, Cappellin & Co., 1925 - 1926
Sticla, colorare in masa, suflare libera

1:14,5cm,D:21cm

Nr. inv.: 13759

Vittorio Zecchin I-a urmat pe Giacomo Cappellin, dupa
despartirea de Paolo Venini, pentru a-l parasi insa un an

mai tarziu. In acest interval de timp, a continuat sa creeze
piese carora finetea, transparenta si delicatetea sticlei, in
combinatie cu liniile pure si rafinate ale designului, le conferd
0 eleganta sobra. Stil Art Deco.
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PIESA DECORATIVA - ,,CORABIE”
Atelier Murano, 1/4 sec. XX
Sticla, tragere, modelare

1:1% cm,L:40 cm,LA:10 cm
Nr. inv.: 13797
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FRUCTIERA

Atelier Salviati, Venetia, 1/4 sec. XX

Sticla, colorare in masa, suflare libera, modelare
1:12,5 cm, D: 33,5 cm

Nr. inu.: 13850

La inceputul secolului XX, designerii atelierelor Salviati s-au

adaptat cerintelor estetice ale noului val si au realizat creatiiin
spiritul Artei 1900.
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VAS

Design: Vittorio Zecchin

Atelier Maestri Vetrai Muranesi, Cappellin & Co., Venetia, 1925 -
1926

Sticla, suflare in tipar, matisare prin acidare

1:19,5 cm, D:28 cm

Nr. inv.: 13867

Evolutia stilistica a creatorilor muranezi i-a condus cétre
formele geometrice abstracte ale stilului Art Deco.
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VAS

Atelier Salviati, Venetia, 1/4
sec. XX

Sticla, colorare in masa, sufiare
libera, modelare, decor aplicat,
pulverizare cu aur
1:28 cm, D:22 cm

Nr. inu.: 14110

Forma gratioasa si conceptia
decorativa inovatoare,

cu stilizari ale valurilor

si cochiliilor de scoici, se
circumscriu curentului Art
Nouueau. Juxtapunerea

de tehnici: modelare,
aplicare, pulverizare cu aur
demonstreaza incd o datd
abilitatea sticlarilor muranezi.
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SERVICIU DE MASA

Atelier Murano, 1/4 sec XX
Sticla, presare in tipar, suflare
liberq, irizare

CARAFA
1:31cm,D:Tlcm

Nr. inu.: 13504

PAHAR PENTRU SAMPANIE
1:13,% cm, D: T cm

Nr. inu.: 13511

PAHAR PENTRU VIN
1:14cm,D:6,% cm

Nr. inu.: 13513

PAHAR PENTRU LICHIOR
1:10,% cm,D:%cm
Nr.inu.: 13514

BOL

l:6cm,D:12cm
Nr.inu.: 13674

FARFURIOARA
I:2cm,D:17cm
Nr. inv.: 13502

Serviciul este compus din 111
piese si impresioneaza prin
calitatea de exceptie a sticlei,
prin formele gratioase §i prin

delicatele irizatii. Stil Arta1900.
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PIESE DECORATIVE

Design: Napoleone Martinuzzi
Atelier Venini & Co., Vetri
Soffiati Muranesi, 1927 - 1930
Sticld, colorare in masa, suflare
in tipar, irizare

CACHE-POT
1:10cm,L:10 cm
Nr. inu.: 12755/1
CACHE-POT

1:18 cm,L:2% cm
Nr.inu.: 12755/2
PAHAR
1:8,7cm,D:6,3cm
Nr.inu.: 14014
PAHAR
1:7cm,D:6,3cm
Nr.invu.: 14011
PAHAR
1:10,7cm,D: 6,5 cm
Nr.inv.: 14007

Evolutia stilistica a creatorilor
muranezi i-a condus catre
formele geometrice abstracte
ale stilului Novecento (Art
Deco).
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or more than seven centuries Venice was the uncontested king of the art of glassmaking on the

Old Continent. The wonderful colours, prodigiously varied designs and technical virtuosity make

the masterpieces of glass produced on the island of Murano one of the true treasures of the world,
past and present.

According to a 19th-century legend, the Venetian glassmakers are descended from the Romans who used
to live in Aquileia, a glassmaking centre on the northern coast of the Adriatic Sea. The inhabitants of this city are
said to have fled from invading Barbarian hoards during the 5th century AD, taking refuge on remote islands of
the Venetian lagoon. Having settled there, they passed down their knowledge of glassmaking, in particular the
technique of pipe blowing, from one generation to the next. Legend aside, archaeologists have found glass objects
on the island of Torcello, near Venice, dating from the 7th-8th centuries AD.

'The history of Venetian glassmaking is closely related to that of the eastern Mediterranean and the Islamic
world. Thanks to Venetian navigators and their commercial trade with the East and populations with a history of
glassmaking (e.g. the Phoenicians, Syrians and Egyptians), the art of glassmaking developed to a far greater degree
here than in other European countries. And an important role in the development of Venetian artistic glassmaking
was played by glassmakers from Byzantium, who moved to Venice after the conquest of Constantinople.

'The island of Murano (in fact, an archipelago in the Venetian lagoon comprising five small islands
connected by bridges) was originally a Roman settlement whose inhabitants lived from fishing and salt extraction.
Its transformation into a centre of glassmaking occurred in 1291, when the Republic of Venice ordered its
glassmakers to move their workshops to the island. The reason given for this was the danger posed by the furnaces
used to melt the glass, which had been the cause of many fires. More importantly, it was feared the Venetian
glassmakers might communicate with other glassmakers from other countries and thus reveal the secrets of
Venetian glass. Their confinement to the “gilded cage” that was the island of Murano led to the creation of a closed,
exclusive community, which organised itself into the Glassmakers’ Guild. There was fierce competition between
the members of the guild, all of whom were constantly seeking to improve their techniques. This perfectionism,
combined with a preoccupation for the purity of the raw materials and the quality of the molten glass, saw the
Venetian glassmakers excel at their craft.

By the 14th century Venice had become the largest maritime power in the Mediterranean region and the
trade in luxury items flourished as a result. The Venetian master glassmakers took their inspiration from glassware
made in Damascus and Cairo and for a long time imported their raw materials from the eastern coast of the
Mediterranean. Venetian glass was transparent and almost as clear as crystal, while the secret formula used to
make it was kept a close secret. This made Venice the most important centre for the trade and export of glass in all
of Europe and the city became synonymous the world over with the most elegant and refined glassware available.
'The palaces of the European nobility were adorned with the astonishing glass creations fashioned on the island of
Murano.
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As part of the Republic of Venice, the island of Murano enjoyed a certain degree
of internal autonomy. It had its own legal code and its own Great Council. It even had its
own currency and sent an ambassador to Venice.

If an ordinary man succeeded in becoming a master glassmaker after completing an
apprenticeship lasting more than 15 years, he would be knighted and his name recorded
in the island’s Golden Book. He would have the right to carry a sword (a rare privilege)
but was not allowed to leave the island of Murano. Although master glassmakers
were considered the equal of members of the most noble families of Venice, they were
constantly followed by the Venetian police and subject to a severe law forbidding them to
leave the island and, more to the point, the Republic of Venice. The law read as follows:
“If a craftsman or master glassmaker divulges the secrets of his work in Venice to the
detriment of the Republic, he will be ordered to return to the country. If he fails to
obey this order, those closest to him shall be thrown into prison, forcing his return. If
he refuses to abandon his decision to remain abroad, someone tasked with his murder
will be dispatched in pursuit of him.” This harsh regime, the breach of which could lead
to imprisonment or assassinations, existed for a very good reason, i.e. to protect the
economic benefits derived from the export of glass. This source of income was particularly
important for Venice, for the country did not have many resources of its own.

Indeed, the success of the Venetian glassmakers was so great that glassmakers
from all over Europe —and Austria, Germany, England, Spain and France, in particular
— tried to discover their secret technique, to imitate them, to blow and work glass in the
Venetian style.

Venetian glass could be blown and moulded into fine and complex shapes owing
to its particular composition, which involved the use of sodium oxide as a flux. Sodium
carbonate, obtained from the ash of marine algae, was also added to the kiln. The yellow
or green tinge induced in the molten glass by the use of this compound was counteracted
through the addition of manganese dioxide, also known as “glassmaker’s soap”. Although
tragile, glass with sodium oxide lends itself well to the repeated reheatings required when
creating the complex forms typical of Venetian glass.

The invention, in 1450, of “cristallo”, a high-quality, clear and transparent molten
glass with a high level of plasticity that was the only fine glass in Europe until the early
17th century, is attributed to the Barovier family of Murano glassmakers. Venetian
cristallo glass, which was much brighter and “whiter” (colourless) than any other glass
at the time, was made using the ash of the kali plant from Egypt and pebbles from the
Ticino river. And it was the precise ratio between these ingredients that constituted the
great secret of the Venetian glassmakers.

While the whole of Europe was trying to reproduce Venetian cristallo glass, a
group of glassmakers from Lorraine travelled to Murano in 1492 and negotiated an
exchange of the secret to Venetian cristallo and their technique for making large mirrors
and large panes for use in stained glass windows. As a consequence, Venetian mirrors
became universally famous and the Venetian secret to producing cristallo glass spread
first to France and then to the rest of Europe. Eventually the term “cristallo” would fall
out of use, being replaced by “crystal”, the generic term whose spread has led to confusion,
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especially in connection with what became known as crystal glass at the end of the 18th century and the start of
the 19th century (i.e. any glass containing lead oxide).

Having reigned supreme in Europe for many centuries, in 1797 the Venetian glass industry found itself in
danger of collapse, when Napoleon’s troops conquered Venice. Amid the ensuing political and social chaos, many
Venetian glassworks were closed. With little interest in this art form, Napoleon disbanded the Glassmaker’s Guild
in 1805. The glassmakers of Venice spread across Europe, with Bohemia becoming the new principal centre for the
production of glass and crystalware. As a consequence of all this, the Venetian style would fall out of fashion and
the popularity of Murano glass would be eclipsed by that of English and Bohemian designs.

It was only during the second half of the 19th century that interest among antiquarians and collectors
led to a revival of glassmaking on Murano. This revival was initiated by two exceptional figures with a passion for
artistic glassware and a keen eye on the market. The first of these was the abbot Vincenzo Zanetti (1824-1883),
who tried to rekindle interest in this field by founding a glass museum on Murano in 1861. Noticing the demand
among European collectors for Ancient-style objects, Zanetti also opened a drawing school for the study of
Ancient glass the following year.

Antonio Salviati (1816-1890) was to be the second inspired advocate of Venetian artistic glassware. He
first opened a mosaic workshop In 1859, while a few years later, in 1866, together with the mayor of Murano,
Antonio Colleoni, and three English associates, he founded Salviati & Co, a share company that was renamed
in 1872 as the Compagnia di Venezia e Murano, Antonio Salviati & Co. Thus began the revival of Venetian
glassmaking, which otherwise might forever have remained forgotten under the long shadow cast by the fall of the
Republic and the ceding of its territories to Austria.

This renaissance involved a remastering of the complex and highly developed technical processes through
a process of painstaking research and a relearning of the technical procedures used during Greco-Roman times
and the Renaissance. The employees of the Salviati company included the now legendary names of Vincenzo
Moretti, the brilliant glassmaker who rediscovered the Roman and Byzantine method of making mosaics and
the technique for making murrine glass; Antonio Seguso, the artist who mastered the ancient technique of glass
blowing; and Giovanni Barovier, the descendent of a long line of glassmakers from Murano going back as far as
Angelo Barovier, the inventor of cristallo glass.

A selection of murrine glass was displayed at the 1878 Universal Exhibition in Paris, where it caused
a sensation. One year earlier, following a disagreement with its English shareholders, Antonio Salviati left the
company and founded the rival business Salviati dott Antonio. Giovanni Barovier and his nephews Giuseppe,
Benvenuto and Benedetto, as well as the technician Antonio Camozzo all followed Salviati to his new company,
while Antonio Seguso, with his sons, cousins and nephews, and Vincenzo Moretti remained at Compagnia
Generale Venezia e Murano (the new name of the company following the departure of its founder). This splitting
of the original nucleus would become a specifically Venetian method of increasing the number of glassmakers. The
number of manufacturers thus multiplied from five or six during Salviati’s time to around 100 a century later. This
expansion in the number of producers was to be of great benefit to the industry, for the competition and emulation
it generated encouraged the emergence of the best technicians and the most talented artists and designers.

In 1884, Salviati ceded his rights of ownership of the glassworks to the Barovier family, retaining only the
stores in Venice, which had an exclusive contract to sell the products made by the company that still bore his
name. After the death of Antonio Salviati, his son, Giulio, and his associate, Maurizio Camerino, continued to
run the stores and keep track of sales of the products made by the Barovier family and the Toso brothers. In 1921,
the stores and production facilities were reunited and remained as one business until the closure of the Salviati

glassworks in 1937.
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The decorative themes employed by the designers of the Salviati glassworks during the closing decades of
the 19th century were inspired by the works of Roman antiquity, as well as the art of the 15th-17th centuries, i.e.
the gracious forms and aesthetic refinement of the Renaissance and the baroque. This decorative repertoire was
predominantly comprised of symbolic elements: mythological figures, dragons, snakes, swans, marine animals,
flower and plant motifs, etc. The change in the tastes among collectors and lovers of artistic glass that took place
at the beginning of the 20th century saw the company adapt to the “new wave” by means of a stylistic rethinking
of its production in keeping with the principles of Art Nouveau.

In 1854, the Angelo, Carlo, Giovanni, Ferdinando, Gregorio and Liberato Toso brothers founded a
glassworks called Fratelli Toso, which, at a time when historicism was the order of the day, produced glassware
that sought to imitate old Venetian glass. At the turn of the 20th century, their main focus was to produce
murrine glass, and this was something at which they excelled. With the exception of Giuseppe Barovier, no other
glassmaker from the pre-war period could match the Toso brothers in their mastery of this demanding technique.
'The Toso brothers also interpreted the Art Nouveau influence in an original and convincing manner.

In 1921, Paolo Venini (1895-1959), Giacomo Cappellin (1887-1968) and their associates founded Vetri
Soffiati Muranesi, Venini & Co. The history of this glassworks is synonymous with the history of Venetian
glassmaking after the First World War. Right from the outset, the company implemented a radical renewal of
the aesthetics of their products with the help of the painter Vittorio Zecchin (1878-1947), whom they hired as
artistic director. The latter’s delicate designs, with their pure lines, freed from excessive decoration and blown in
fine, transparent glass, recall the sober elegance of the glassware depicted in the paintings of Venetian artists during
the Renaissance.

Four years later, the two founding partners would split, with Giacomo Cappellin buying another glassworks
and founding Maestri Vetrai Muranesi, Cappellin & Co., where he was joined by Vittorio Zecchin and all of the
master glassmakers, who followed him en masse, either as self-employed or associates. Vittorio Zecchin, who was
no fan of the Novecento style that was all the rage at the time, left the company in 1926 and was replaced by the
architect Carlo Scarpa. The latter’s designs would have a great influence on the glassware produced on Murano
until after World War II. However, the glassware produced by the Cappellin company, which was at the forefront
of artistic innovation, was to be a cause of financial hardship for the company, which would not survive the
financial crisis of 1929 and went declared bankrupt in 1932, before being liquidated in 1934.

In 1925, after he had stopped working with Giacomo Cappellin, Paolo Venini, who remained the sole
owner of Vetri Sofhiati Muranesi, Venini & Co., entered into partnership with the engineer Francesco Zecchin
and the sculptor Napoleone Martinuzzi (1892-1977). Owing to the influence of Martinuzzi, who became the
artistic director of the new company, the Novecento style (of which he was a proponent and which he used in his
sculptures) would come to dominate the production of the majority of the glassworks on Murano. This influence
took the form of solid objects made from richly coloured and opaque glass, sometimes with a surprising and
charming iridescence.

'The Venetian master glassmakers’love for the tradition of glassblowing seems to have caused time to stand
still, and they still use the same blow pipes and the same glass-shaping tools today that the Romans once used.
The decorative motifs, as well as their symbolic value, hail from the Renaissance and have survived unaltered for
centuries, all the while enriching their meaning. Thanks to the creative genius of the Murano craftsmen, glass —
that delicate, precious, pure and noble material — would come to acquire aesthetic qualities that defy all imitation.
On account of the diversity of their production techniques, of their unparalleled skill at blowing and modelling
glass, the glassmakers of Murano will forever be the kings of the art of glassmaking.
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acob Ulrich Holfeldt Tostrup (1806 — 1890) s-a niscut la Hjelmeland, tinutul Rogaland, ca
al patrulea copil al c@pitanului de infanterie Nicolay Tostrup. Pentru ci familia sa era lipsiti
de mijloace materiale, Jacob a intrat, la varsta de 13 ani, ucenic la un argintar local. Timp
de cinci ani, intre 1823 — 1828, a lucrat in atelierul celebrului bijutier norvegian Christopher Desingthun,
din Bergen, apoi, in anul 1830 a plecat la Sankt Petersburg, unde a lucrat pentru curtea imperiali rusa.
Dupi o scurti perioadi in care a locuit la Copenhaga, a revenit in tara natali si s-a stabilit in Kristiania
(azi, Oslo), unde a fondat, in 1832, compania de bijuterii Jacob Tostrup. incepﬁnd cu anul 1837, compania
devine tot mai prosperi, atelierele se extind si sunt dotate cu echipamente moderne. Jacob Tostrup a fost
un pionier in domeniul orfevririei, adaptindu-se noilor metode de lucru, care presupuneau mecanizarea
anumitor operatii. Spiritul liber, pragmatic, receptiv la ideile noi, 1-a indemnat sa acorde atentie unui
domeniu pe care astizi l-am numi marketing. A fost un pionier i in aceastd privinti, investind importante
resurse in studierea potentialelor piete de desfacere, in promovarea produselor si in publicitatea activa.

Compania Jacob Tostrup a produs in special bijuterii de artd dar, dupi 1860, s-a specializat in lucriri
decorative in filigran. O realizare deosebitd a lui J. Tostrup a fost originala insigni emailatd pentru Ordinul
Sfantul Olav, al Curtii Regale Norvegiene, creati de artist in anul 1848, la infiintarea ordinului. Datorita
succesului repurtat cu aceastd lucrare, J. Tostrup a devenit bijutier al Curtii Regale din Norvegia si a fost
investit cu titlul de Cavaler al Ordinului Sfantul Olav.

Dupi moartea fiului sdu, Olaf (1842 — 1882), Jacob Tostrup il coopteazi ca partener pe nepotul siu,
Torolf Prytz, care va prelua conducerea firmei, dupi disparitia proprietarului. Arhitect talentat, Torolf
Prytz a proiectat noul magazin al companiei, Tostrup Girden, ce a fost construit in perioada 1893 — 1898,
langi clidirea Parlamentului norvegian. Fiul siu si strinepotul lui Jacob Tostrup, Jakob Tostrup Prytz a

devenit si el un orfevru cunoscut.
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Atelier J. Tostrup, Kristiania,
1880-1890
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Jacob Ulrich Holfeldt Tostrup (1806-1890) was born in Hjelmeland, in the county of Rogaland,
Norway, as the fourth child to the infantry captain Nicolay Tostrup. Being from a poor family, aged only
13, Jacob became an apprentice to a local silversmith. He thus spent five years (1823-1828) working
in the studio of the famous Norwegian jeweller Christopher Desingthun from Bergen, before leaving,
in 1830, for Saint Petersburg, where he found employment with the Imperial Russian Court. After
living for a short while in Copenhagen, he returned to the country of his birth, settling in Kristiania,
on Kirkegata, where in 1832 he founded the Jacob Tostrup firm of jewellers. From 1837 onwards the
company began to enjoy increasing success, expanding its workshop and investing in modern equipment.
Jacob Tostrup was a pioneer in the field of silver and goldware, introducing new working methods
involving the mechanisation of various operations. A free spirit, pragmatic and open to new ideas, he
devoted much of his time to what we would today call “marketing”. In fact, he was a pioneer in this field,
investing considerable resources into the study of potential markets, the promotion of his products and
their advertising.

The Jacob Tostrup company mainly produced artistic jewellery, while after 1860 it began to
specialise in decorative filigree items. One of Jacob Tostrup’s greatest achievements was the original
enamelled insignia for the Royal Norwegian Order of St. Olav, which the artist created in 1848 when the
order was first established. Owing to the success of this work, Jacob Tostrup was appointed Royal Court
Jeweller and made a Knight of the Order of St. Olav.

After the death of his son Olaf (1842-1882), Jacob Tostrup made his grandson-in-law, Torolf
Prytz, a partner in the firm, which the latter would eventually take control of after the death of its
founder. A talented architect, Torolf Prytz designed a new company store called Tostrupgirden that was
built between 1893 and 1898 next to the Norwegian Parliament. His son (and great-grandson of Jacob
Tostrup) Jakob Tostrup Prytz would also go on to become a well-known goldsmith.
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EERDAM, N. V. KONINKLIJIKE NEDERILANDSCHE GLASFABRIEK este o

manufacturi de sticld fondatd in anul 1765 in orasul Leerdam, de pe malul rdului Linge,

de mesteri veniti din Germania. i astdzi orasul se bucurd de o mare notorietate printre
amatorii artei sticlei. In Muzeul National al Sticlei din Leerdam sunt expuse piese notabile, create de
artistii acestei manufacturi olandeze, de-a lungul timpului.

Orientarea citre modernitate a artei sticlei din Olanda incepe odati cu venirea la conducerea
manufacturii din Leerdam a lui Peter Marinus Cochius (1874 — 1938), in anul 1912. Fiind un teozof
ardent, el se considera in serviciul progresului umanititii. Unul dintre principiile aplicate de P. M.
Cochius in structurarea productiei atelierelor, impunea ca obiectele realizate industrial si fie nu numai
accesibile unui numir cit mai mare de cumpdritori, ci si estetice, in scopul dezvoltirii unei societiti cit
mai armonioase. Recunoastem aici doui dintre cele mai importante deziderate ale promotorilor stilului
Art Nouveau: artd pentru foti si utile cum dolci. Astfel, prin participarea frumosului la viata de zi cu zi a
cat mai multor membri ai societitii, aceasta devine mai educati, mai echilibrati si mai toleranti. Pentru
a-si pune in practici intentiile, P. M. Cochius face apel, in anul 1915, la prietenul siu, K. P. C. de Bazel
(1869 — 1923), teozof ca si el, cerindu-i, dupd cum insusi nota, sd creeze modele care si intre in productia
curentd a manufacturii, pentru a ne debarasa de aceste monstruoase produse care constituie zestrea de sticlirie a
caminelor modeste.

Arhitectul K. P. C. de Bazel a desenat, intre 1916 — 1923, servicii complete de masd, un mare
numir de vase si de obiecte decorative cu proportii ce respectau principiul numdrului de aur. Datoritd
dificultitilor generate de punerea la punct a tehnologiei, primele piese produse industrial prin presare in
tipar, dupd modelele lui K. P. C. de Bazel, au fost lansate abia in 1920. Astfel, se naste si prinde ridicini
in Tirile de Jos designul modern al sticlei.

In curind au fost cooptati si alti creatori talentati pentru modernizarea catalogului industrial.
Numele lor erau Cornelis de Lorm (1875 — 1942), angajat in anul 1917, si Chris Lanooy (1881 —
1948), care devine colaborator al manufacturii din Leerdam incepand cu anul 1919. Unul dintre cei

mai apreciati designeri ai manufacturii din Leerdam a fost Andries Dirk Copier (1901 — 1996), care
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dupa suflare, prin imersarea
obiectului in creuzetul cu
topitura si apoi scufundarea
luiin apa rece. Datorita socului
termic are loc craclarea
stratului superficial, urmata de
reincalzirea obiectului, pentru
inchiderea fisurilor prea mari.
Stil Art Deco.
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a intrat ca ucenic gravor, la numai 13 ani, in atelierul de decorare ce
era condus chiar de tatil siu. Exceptionalul simt artistic si talentul
de desenator pe care le-a ardtat A. Dirk Copier au fost remarcate de
Peter Cochius, care i-a devenit mentor, i-a subventionat studiile si 1-a
folosit ca desenator pentru articole publicitare si cataloage. Mai tarziu,
P. M. Cochius i-a incredintat supervizarea executiei modelelor create
de K. P. C. de Bazel si Cornelis de Lorm. Odati cu trecerea timpului,
Dirk Copier concepe propriile modele, din ce in ce mai numeroase,
iar incepand cu anul 1923 marcheazi creatiile de cercetare, executate
intr-un singur exemplar, prin inscriptia Leerdam Unica, ce apare pe
reversul bazei obiectelor. In urmitorii ani, Chris Lanooy, Chris
Lebeau si pictorul belgian Rudolphe Strebelle (1880 — 1959) au
contribuit si ei la conceperea de piese Unica. Incepand cu anul 1926,
unele dintre aceste creatii au fost dezvoltate in serii de inalti calitate,
sub eticheta Serica.

In 1927 Andries Dirk Copier este numit director artistic al
atelierelor din Leerdam, functie pe care o va pistra pani la retragerea
lui, in anul 1977. Timp de cincizeci de ani a fost strans legat de evolutia
manufacturii, iar actiunile si influenta sa au avut un rol determinant
in dezvoltarea unui model original de arti a sticldriei, care se situa in
mod constant in avangarda modernititii, fiind in acelasi timp specifici
Trilor de Jos. In 1940 A. D. Copier a initiat, la Leerdam, infiintarea
unei scolii tehnice publice pentru sticlari si a devenit primul ei director.
Mult timp a predat, a conceput programe de studiu si a prezidat
examene. In urmitorii ani scoala si-a extins domeniul de activitate
formand si decoratori si designeri. Printre absolventii promotiei 1948
s-a numirat si Willem Heesen (1925 — 2007), al cirui celebru studio
de sticlirie De Honde Horn, de la Acquoy, a executat unele creatii
personale ale lui Dirk Copier, incepand cu 1977. Floris Meydam
(1919 — 2011), angajat la Leerdam in 1935, a fost sticlarul olandez cel
mai talentat al celei de-a doua generatii a secolului XX. Creator vedeti
al manufacturii, Floris Meydam s-a aflat mereu in strinsi legituri cu
genialul Dirk Copier, a cirui coplesitoare personalitate a influentat

specificitatea stilisticd a artei sticlei din Olanda, in epoca moderni.
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he N. V. Koninklijke Nederlandsche Glasfabriek Leerdam was a glassworks founded in
1765 in the city of Leerdam on the banks of the Linge river by craftsmen from Germany.

The city is still well known among glass lovers today. The National Glass Museum in
Leerdam contains a number of notable works by artists who have worked for the Dutch manufacturer
down the years.

'The embracing of modernity with respect to artistic glassmaking in Holland began with the
appointment in 1912 of Peter Marinus Cochius (1874-1938) as manager of the manufacturer in
Leerdam. As an ardent adherent of theosophy, Peter Cochius believed himself to be at the service of
human progress. One of the principles he put into practice while organising the company’s production
activity was that mass produced objects should not only be accessible to as many buyers as possible, but
also be aesthetically pleasing to them, with the purpose of promoting a more harmonious society. In this
we can identify two of the most important principles of the proponents of the Art Nouveau style: “art for
all” and “utile cum dolci”. By making beauty a part of the everyday lives of as many members of society
as possible, society as a whole would become more educated, more balanced and more tolerant. In order
to put his ideas into practice, in 1915 Peter Cochius asked his friend K. P. C. de Bazel (1869-1923), who
was also a theosophist, “to come up with designs that would enter the company’s current production, so
as to rid ourselves of those monstrous glassware products found in ordinary homes.”

Between 1916 and 1923, the architect K. P. C. de Bazel designed complete tableware sets, as
well as a large number of vases and decorative objects with proportions that respected the golden ratio.
Owing to technological difficulties, the first mass-produced mould-pressed objects based on K. P. C. de
Bazel’s designs were only launched in 1920. This marked the birth of modern glassware design in the
Netherlands.

Other talented designers were soon brought on board to modernise the company’s portfolio of
designs. These included Cornelis de Lorm (1875-1942), who joined the firm in 1917, and Chris Lanooy
(1881-1948), who began working with the manufacturer in Leerdam in 1919. One of the company’s
most respected designers was Andries Dirk Copier (1901-1996), who, aged only 13, began his career
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at the Leerdam glassworks as an apprentice engraver in the decoration
workshop run by his father. His exceptional artistic sense and drawing
skills were recognised by Peter Cochius, who became his mentor,
financed his studies and used him as a designer on publicity materials
and catalogues. Peter Cochius entrusted him with supervising the
manufacture of the designs of K. P. C. de Bazel and Cornelis de Lorm.
In time, Andries Dirk Copier would produce designs of his own and,
in 1923, the company launched a series of unique experimental objects
based on his designs that had the words “Leerdam Unica” marked on
the underside of the base. The following years would also see Chris
Lanooy, Chris Lebeau and the Belgian painter Rudolphe Strebelle
(1880-1959) contribute designs to the “Unica” series. As of 1916, some
of these designs were produced in high-quality limited-edition series
under the “Serica” label.

In 1927, Andries Dirk Copier was appointed artistic director of
the Leerdam glassworks, a role he would retain until his retirement in
1977. For 50 years he would be closely associated with the development
of the company, and his actions and influence played a decisive role in
the creation of an original tradition of artistic glassmaking that has
always been at the forefront of modernity, while also being specific
to the Netherlands. In 1940, Andries Dirk Copier founded a public
technical school for glassmakers in Leerdam, where he would serve as its
first director. This role would see him teach, devise curricula and oversee
examinations. During the years that followed the school expanded
its scope to offer training to decorators and designers. Among those
to graduate in 1948 was Willem Heesen (1925-2007), whose famous
glass studio, De Ouda Horn, in Acquoy, would begin producing some of
Andries Dirk Copier’s own designs as of 1977. Floris Meydam (1919-
2011), who began working at the Leerdam glassworks in 1935, was
the most talented second-generation Dutch glass designer of the 20th
century. The company’s star designer, Floris Meydam, was always in close
contact with the brilliant Andries Dirk Copier, whose overwhelming
personality had a powerful influence on the stylistic identity of Dutch

glassmaking during the modern era.
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rima manufacturd de sticli din Romania a fost fondatd in anul 1650, la Targoviste si

apartinea lui Matei Voievod. Documentele atestd existenta unor ateliere de sticlirie la

Beliu, langi Ineu, in Transilvania, in anul 1727. In Moldova se infiinteazd o manufacturd de
sticld in satul Cilugira, din tinutul Roman, in 1740, printr-un hrisov al domnitorului Grigore Ghica. In
secolul al XIX-lea se construiesc mai multe ateliere de sticlirie in Maramures, Banat, Ardeal, Muntenia.
Astfel, in 1801 ia nagtere manufactura de la Poiana Codrului, in 1804 cea de la Tomesti, in 1830 se
infiinteazi ateliere de sticlirie la Avrig si in 1840, la Pidurea Neagri. In anul 1880, este fondati Fabrica
de sticld din Azuga.

Descoperirea zicimintelor de gaz metan in zona deluroasi a Ardealului a favorizat aparitia unor
ateliere de sticlirie in aceastd arie geografici. In anul 1919 s-a constituit o societate anonimi cu 16
actionari, care avea initial sediul la Budapesta, mutat ulterior la Medias, si care isi fixase ca obiectiv
infiintarea unei manufacturi de sticld in imprejurimile oragului, pentru a profita de faptul cid Mediagul a
fost unul dintre primele centre industriale din tard alimentate cu gaz metan. Constructia fabricii a inceput
in 1922, pe un teren pus la dispozitie de medieseanul Eduard Theil. Atelierele au devenit functionale in
1923, fiind devansate de cele de la Turda, care fuseserd deschise in 1921.

Fabrica de sticla Vitrometan Medias dispunea, la inceputul activititii sale, de 65 de angajati si
producea butelii pentru bere §i sampanie. Tehnicienii atelierelor reusesc, in anii 1929 — 1930, si puni la
punct procedeul de obtinere a sticlei albe. Primele cristaluri si primele emailuri pentru sticld din Roménia
se produc tot aici. Compania cunoaste o puternicd dezvoltare, in parte datorita capitalului striin, iar
produsele realizate, tot mai diverse, sunt exportate in mai multe tiri europene. Dupi ce, timp de aproape
un secol, a evoluat pani la a deveni port-drapelul artei nationale a sticliriei, realizind, pe langi productia
industriald, o varietate largd de piese artistice, din sticld sau cristal de foarte buni calitate, suflate si

decorate traditional, fabrica este inchisi in 2015.
Theodor Radivon (1849 —1924), care se recomanda ca fiu de comersant din Pitesci,ocupid in 1863 un

post de contabil la Casa Carapati, o importanta firma de comert cu obiecte de lux, care detinea privilegiul

de a fi furnizor al Curtilor Domnesti ale Romdéniei si Serbiei. In 1873 Theodor Radivon este cooptat ca
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SERVICIU DE MASA

Atelier Azuga, 1/4 sec. XX
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Nr. inv.:: 13517, 13523, 13622, 13674

Piesele acestui seruiciu, constituit
din 52% de componente, au fost
realizate in mai multe etape, in
perioada 1900-1930, la cererea Casei
regale. Sticla este de foarte buna
calitate, apropiindu-se de cristal,

iar decorarea a fost realizata cu
acuratete tehnica. Stil eclectic.
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CARAFA

1:29% cm,D:Tlcm
Nr. inv.: 13523

BOL

1:8,D:13m
Nr.inu.: 13674
PAHAR FLUTE
1:17.3cm,D: 6,5 cm
Nr. inv.: 13517
PAHAR PENTRU VIN
1:12,% cm, D: 5,6 cm
Nr. inv.: 13517

PAHAR PENTRU ORANJADA
1:10,2cm, D: 6,5 cm

Nr. inu.: 13622

PAHAR PENTRU APA

1:16 cm,D:75 cm

Nr.inu.: 15766

PAHAR PENTRU LICHIOR
1:9%5cm,D:7% cm

Nr. inu.: 13517
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asociat al companiei. Dupi ce Nicolae Carapati, proprietarul firmei, s-a
stins din viatd la Nisa, in 1888, Theodor Radivon a preluat conducerea
societitii, pe care a reformat-o. A construit un nou sediu, pe bulevardul
Elisabeta, astdzi Primiria Sectorului 5 Bucuresti, unde parterul era
ocupat de un Magazin de confientd — atelier special de joaillerie, bijuterie,
horlogerie.

Theodor Radivon se afirmid ca un important gravor, bijutier,
realizator de medalii, plachete, obiecte de cult §i piese decorative,
compania sa devenind furnizor principal al Casei Regale a Romdniei i
al Curtilor Metropolitane. Pentru a-si spori cifra de afaceri, foloseste
din plin reclama, sub toate formele de care putea dispune: ziare,
carti postale, foi volante, timbre comandate special. Revista Fruntagsii
comerciului §i industriei, publici in editura bucuresteand Zacid, in 1903,
un articol laudativ, in care sunt amintite medaliile de aur primite de
'Theodor Radivon la Expozitiunile din tard, precum si pe cea de argint
de la Expozitia din Paris, din anul 1900.

Pentru contributia adusid la dezvoltarea comertului cu obiecte
de lux, Theodor Radivon este distins cu titlul de Cavaler al Ordinului
Coroana Romaniei. Dupid 45 de ani de la intrarea in Casa Carapati, preda
afacerea fiului siu, Nicolae Radivon. El a reconstituit, in jurul anului
1920, istoria Casei Carapati — Radivon, cel mai mare magazin din tard in
ramura bijuterii, argintdrii, ceasornice §i obiecte bisericesti. Printre altele,
autorul mentioneaza faptul ci tatil sdu isi instalase in atelier un cuptor de
topit 5i niste foale moderne, aduse din strdindtate $i face o caracterizare a
magazinului §i a furnizorilor sii: era magazinul cel mai in curentul modei,
cel mai mare din tard, cel mai bine asortat cu cadouri pentru logodne, nunti
si botezuri. Marfa era lucratd in atelier, cu mesteri buni, sau la comanda, la
Paris, Pforzheim, Viena, la cele mai bune fabrici. Magazinul functioneaza

pand dupi al Doilea Rizboi Mondial, cind este desfiintat.

Orasul Azuga este situat pe valea superioari a Prahovei, la
confluentaraurilor Prahova i Azuga,lao distantide 133 km de Bucuresti
si 33 km de Bragov. Denumirea Azuga este de origine romani si deriv

din latinescul adjuga, adici lingd jugul muntelui. Locurile au purtat mai
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VAS

Atelier Vitrometan, Medias, 1941
Sticla, colorare in masa, suflare
in tipar, taiere, gravare, slefuire,
sablare

1:32cm,D:27 cm

Nr.inu.: 13730

Acest vas unicat a fost creat
pentru a fi oferit reginei Elena.

Pe buza piesei este gravata
inscriptia ,,Reginei noastre Elena -
Vitrometan Medias - 20 mai1941”.
Decorul modern, care sugereaza
creuzetele de topit sticla invaluite
de flacari, se reliefeaza net pe
fondul satinat al vasului. Culoarea
verde crom a sticlei, ca si jocul intre
suprafetele lucioase ale motivului
decoratiu i cele mate ale fondului,
confera piesei valoare estetica. Stil
Art Deco.
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SET DE PAHARE PENTRU APA

Atelier german, 1/4 sec. XX

Designul si executia decorului: regina
Maria

Sticl3, sufiarein tipar; argint, laminare,
cizelare; pictare cu email
1:125cm,D:75% cm

Nr.inu.: 2529

Regina Maria a fost nu numai o iubitoare
a artei mederne, i §i 0 creatoare activa,
care aldsat in urma o opera originala

si recognoscibila. Pictura ei, in mare
majoritate realizata in tehnica acuarelei,
are ca tema predilecta subiectele florale.
De data aceasta, regina Maria §i-a
exersat talentul pictand in email florile
preferate, pe un set de pahare pentru
apa. Finetea desenului, sensibilitatea

si delicatetea interpretérii temei,
cromatica vie §i armonioasa, specifice
creatiilor reginei Maria, transforma
acest set de pahare intr-o creatie cu
valoare memorialistica si artistica. Stil
Art Nouveau.
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intdi denumirea de Intre Prahove, iar prima casd construitd pe

aceste meleaguri a fost a lui George Zangur, ridicati pe la 1800,
langd drumul Predealului, pe dreapta viii Azugii. Urmitoarele
case se vor ageza de la Zangur in sus, pe vale.

In perioada 1830 — 1832, Aslan din Ragnov a construit in
aceastd zond o gldjerie, pentru care a adus mesteri din Boemia.
Materiile prime folosite erau nisipul, cenusa de lemn alb si varul.
Glijeria a produs sticld suflatd, albd sau coloratd §i geamuri.
A functionat un timp relativ scurt §i, din motive necunoscute,
fabrica a fost inchisd, iar investitiile rimase fird stipan s-au
ruinat.

In anul 1880 Griinfeld reconstruieste manufactura
de sticld, la inceput cu un singur cuptor. In 1890 ea avea trei
cuptoare si folosea 250 de lucritori, in majoritate din Boemia.
Intre 1900 si 1936 atelierele functioneazi ca societate pe actiuni,
avand, dupa 1921, ca administrator delegat si director pe Nicolae

Zanne, din familia de pasoptisti a lui Alexandru Zanne.
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Casa regald, care se numdra printre actionari, comandi la Azuga
servicii de masd de uz curent, care se pistreazd in mare majoritate in
patrimoniul Muzeului National Peles. Este vorba despre un numair de
525 de piese din sticld albd, ce prezintd, in mare, aceleasi caracteristici
decorative: pahare pentru sampanie, vin, coniac, lichior, tuici, oranjadi,
api, cu corp tronconic, evazat spre buzi, slefuit in fatete longitudinale,
gravate cu cifrurile regilor Carol I, Ferdinand, Carol II i al printului
Dimitrie Ghica. Serviciul mai cuprinde boluri, flacoane si carafe cu
aceleasi caracteristici morfologice. Piesele sunt lucrate intr-o sticld de
buni calitate, cu o apreciabild acuratete tehnica.

Inainte de Primul Rizboi Mondial, se angajeazi ca inginer
constructor la cuptoarele atelierelor de sticlirie din Azuga Emerico
Montesi, fiul lui Francesco Montesi, care a participat ca inginer la
construirea podului de la Cernavodi, proiectat de Anghel Saligny.

Niscut in 1879 la Viena, din tatd italian si mama frantuzoaici,
Emerico Montesi a urmat liceul Sfintul Sava din Bucuresti, unde a
fost coleg cu I. G. Duca. Format intr-un climat elevat, el se va numira
printre prietenii lui Valentin Bibescu. Dorind si continue traditia
familiei, a urmat Ecole Centrale din Paris, o renumiti universitate de
inginerie.

In anul 1916 Emerico Montesi se cisitoreste cu nepoata lui
Nicolae Zanne, Alexandrina Henriette. Iubitor i colectionar de arti
francezi, Nicolae Zanne remarcd talentul de desenator si de sticlar al
lui Montesi si il trimite la Nancy, in perioada 1921 — 1923, pentru a
descifra aminuntele tehnicii de realizare a sticlelor stratificate, gravate
cu acizi, in atelierele Gallé si Daum. Pentru ca numele siu si poati fi
citit corect in limba francezi si ca urmare a modei filo-franceze din
Romania, Emerico Montesi se transformd in Henri Montesy, cu y final,
aga cum apar semnate piesele create de el mai tirziu. La intoarcerea
in tard, Montesi devine directorul artistic al atelierelor de la Azuga,
functie pe care o va detine pand in 1939, anul inchiderii temporare a
fabricii si, in acelasi timp, anul sfargitului sdu prematur.

Mesterii fabricii, nemti, polonezi, cehi §i roméni lucrau mai ales

sticlirie de menaj, artistic decoratd prin gravurd chimici. In 1923 la
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SERVICIU DE MASA

Design: Emerico Montesi

Atelier Azuga, 1930 - 1935

Sticla, colorare in masa, suflare in
tipar, taiere, fatetare, slefuire
Nr.inv.: 13510

CARAFA PENTRU VIN: 1: 35 cm,
D:13cm

CARAFA PENTRU LICHIOR: 1=26 cm,
D=95%cm

CARAFA PENTRU TUICA: 1=18 cm,
D=6cm

CANA PENTRU APA

1=23 cm,D=16 cm

PAHAR PENTRU APA
1=12¢m,D=8,%5 cm

PAHAR PENTRU SAMPANIE
1=8,%cm,D=10,9 cm

PAHAR PENTRU VIN
1=12¢m,D=8,%5 cm

PAHAR PENTRU TUICA
1=6,5cm,D=4,7cm
FARFURIOARA
1=15cm,D=8,%cm

CANITA

1=9cm,D=4cm

Serviciul este constituit din 93

de piese de diferite forme si
dimesiuni, perfect adaptate
domeniului de utilizare. Culoarea
fumurie a sticlei, foarte dificil de
obtinut fara o buna stapénire a
chimiei culorilor, este moderna, ca
si decorul geometric, abstract. Stil
Art Deco.
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intoarcerea sa de la Nancy, Montesi a infiintat un mic atelier de sticlirie de artd, in care el
insusi se ocupa de conceptia vaselor, Josif Lintzmeier, Rudolf Burger sau Josif Visovski
le suflau, iar Franz Nosek realiza gravarea chimici. Franz Nosek era fiul unui gravor din
Moravia, angajat initial pentru lucriri de micd importantd (cinite de mogsi) si pe care
Montesi 1-a remarcat datorita talentului siu deosebit.

In anii 1924 — 1926 se executi foarte putine vase, dar in perioada 1929 — 1939
productia creste la aproximativ 600 de piese pe an. Montesi si echipa sa au lucrat
plafoniere, bomboniere, vase pentru flori, pulverizatoare de parfum, cupe, boluri, dar si
figurine: pestisori, broscute, sopirle, din sticld colorati sau din sticld in straturi. Culorile
favorite erau galben, verde, galben-verzui, rubiniu, violet, portocaliu, in diferite nuante.

Producerea sticliriei de artd nu era insi rentabild, intrucit nisipul se aducea din
Cehoslovacia, pigmentul rogu rubin si aurul coloidal din Germania, iar monturile metalice
se importau din Franta si Germania. Magazinele fabricii din Azuga, Bragov si Bucuresti
vindeau foarte putin din cauza pretului de cost ridicat al pieselor. In anii 1937 — 1938
s-a produs singurul lot de piese pentru export, de aproximativ 50 de lucriri, ce au plecat
spre Beirut. Vasele de lux create de Emerico Montesi nu au participat la nicio expozitie
din tard sau din striindtate, iar piesele cele mai reusite nu erau vandute, ci diruite. Adrian
Maniu remarca, la citiva ani dupd moartea lui Montesi, intr-un articol publicat in ziarul
Universul, modestia acestui artist neinteles si nedreptitit.

Este cunoscut faptul ci regina Maria, iubitoare a artei moderne, a comandat la
Azuga, in perioada 1930 — 1935, un serviciu de masi in stil Art Deco. Desi piesele nu
sunt semnate, ele nu puteau fi create decat de Emerico Montesi, care era in acea perioadi
directorul artistic al fabricii i nu putea lisa o comandi atat de importanti in seama unui
alt designer. Serviciul este suflat din sticld fumurie (culoare foarte dificil de realizat din
punct de vedere tehnic), slefuitd in fatete largi, verticale sau radiale si cuprinde farfurioare
pentru dulceatd, pahare si carafe pentru lichior, vin §i api, cini si cinite.

Traditia initiatd de Emerico Montesi este revitalizatd in 1980, cand se reinfiintezi
atelierul de decorare prin atac chimic. Daci ar fi beneficiat de creatiile unui designer
talentat si cu un marketing si un management eficiente, produsele realizate la Azuga s-ar
fi putut impune pe piata de profil europeani, cici componenta tehnici era asigurati la
un nivel remarcabil. In absenta acestor componente esentiale, fabrica de sticla din Azuga
a devenit nerentabild i, in 1999, a fost inchisd, punindu-se astfel capit aventurii Art

Nouveau inceputd, in 1923, de un discipol al celor mai talentati sticlari ai inceputului de

secol XX.
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VAS PENTRU FLORI
Atelier Azuga, 1925
-193%

Sticla, colorarein
masa, suflare in
tipar, gravare cu
acizi si laroata
1:32cm,D:28 cm
Nr. inv.: 15907

Decorul floral
stilizat este
gravat laroata

pe suprafete
ceaufostin
prealabil matisate
prin acidare.
Dispunerea luiin
benzi concentrice,
care alterneaza
cusuprafete lise
transparente,
amplifica valentele
estetice ale piesei.
Stil Art Deco.
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he first glassworks in Romania was founded in 1650, in Targoviste, and belonged to Matthew

Basarab. Documentary evidence from Transylvania confirms the existence, in 1727, of glassmaking

facilities in Beliu, near Ineu. In Moldavia, a glassworks was established in 1740 in the village of
Cilugira (Roman county), by a decree issued by the ruler Grigore Ghica. The 19th century saw a number of
glassworks built in the regions of Maramures, Banat, Ardeal and Muntenia — e.g. those in Poiana Codrului (1801),
Tomesti (1804), Avrig (1830) and Pidurea Neagri (1840). The glass factory in Azuga was established in 1880.

'The discovery of deposits of methane gas in the hilly regions of Ardeal was conducive to the founding of
a glassworks in the area. In 1919, a share company with 16 shareholders — initially based in Budapest, but later
relocating to Mediag — was duly set up with the aim of establishing a glassworks near Medias, one of the first
industrial centres of the country with a ready supply of methane gas. Work to build the factory began in 1922 on
land made available by the Medias native Eduard Theil. The factory would become operational in 1923, i.e. after
the opening of the glassworks in Turda, which opened in 1921.

'The Vitrometan glass factory initially had 65 employees and produced bottles for beer and champagne.
In 1929-1930, the factory’s technicians developed a technique for making milk glass. The first crystal glass and
first enamels for glass in Romania were also produced here. The company expanded rapidly — in part thanks to
foreign capital — and its increasingly diverse range of products was exported to many different European countries.
Having grown — over the space of almost a century — to become a national flag-bearer for Romanian glassmaking,
producing, besides mass-production wares, a wide variety of artistic objects from very high-quality blown and
traditionally decorated glass and crystal, the factory eventually closed in 2015.

In 1863, Theodor Radivon (1849-1924), who described himself as the “son of a merchant from Pitesti”,
began working as an accountant for Casa Carapati, a large company trading in luxury items that had the honour
of being a supplier to the Princely Court of Romania and Serbia. He became an associate of the company in 1873
and, after the owner of the firm, Nicolae Carapati, died in Nice in 1888, he took over the running of the company.
As part of his restructuring of the business, he built a new headquarters, on Blvd. Elisabeta in Bucharest (today
Sector 5 City Hall), the ground floor of which was occupied by a jewellery and watchmaking workshop and store.

Theodor Radivon became a well-known engraver, jeweller and maker of medals, plaques, religious
paraphernalia and decorative items, and his company would become the “principal supplier to the Royal House
of Romania and the Metropolitan Courts”. In order to increase the company’s turnover, he used every form of
advertising available at the time: newspapers, postcards, flyers and even specially commissioned stamps. In 1903,
Fruntasii comerciului si industriei magazine, published by 7acid, ran a laudatory article describing the gold medals

received by Theodor Radivon at exhibitions around the country, as well as the silver medal received at the Paris
Exhibition of 1900.
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In recognition of his contribution to the promotion of the trade in
luxury items, Theodor Radivon was awarded the title of Knight of the Order
of the Crown of Romania. Forty-five years after joining Casa Carapati, he
handed over the business to his son, Nicolae Radivon, who around 1920,
wrote a history of Casa Carapati-Radivon, “the largest store in the country
for jewellery, silverware, time pieces and church objects.” Among other
things, he mentions how his father “had installed in the workshop a kiln
and some modern bellows brought from abroad.” He also described the
shop and its suppliers as follows: “It was the most fashionable shop, the
largest in the country, and with the best selection of gifts for engagements,
weddings and baptisms. The goods were produced in the workshop, by
good craftsmen, or made to order in Paris, Pforzheim and Vienna, only at
the best factories.” The store remained open until shortly after World War
II.

'The town of Azuga is located in the upper Prahova Valley, at the
confluence of the rivers Prahova and Azuga, at a distance of 133 km from
Bucharest and 33 km from Bragov. The name Azuga is of Roman origin
and derives from the Latin ad juga, i.e. “by the yoke of the mountain.” This
place was originally known as Intre Prahove, with the first house built in
this area being that of George Zangur (built in 1800), near the road to
Predeal, on the right-hand side of the Azuga valley. The next houses to
appear in the valley would be built upwards from Zangur’s house.

In 1830-1832, Aslan of Rasnov would establish a glassworks
in the same area, bringing craftsmen from Bohemia to work there. The
raw materials used were sand, acacia wood ash and lime. His glassworks
produced blown colourless and coloured glass and window panes. However,
it was operational for only a short time before closing, for reasons unknown,
and falling into ruin.

In 1880, Griinfeld rebuilt the glassworks in Azuga, which initially
only had a single furnace. By 1890, the factory would have three furnaces
and a workforce of 250 employees, most of whom from Bohemia. Between
1900 and 1936, the glassworks functioned as a share company, with, from
1921, Nicolae Zanne, a descendant of the revolutionary Alexandru Zanne,
as director.

'The Royal House, which was also one of the shareholders in the
company, commissioned a regular table service from Azuga, most of which
can be found today in the collection of Peles National Museum. This set
contained 525 items of colourless glass mostly sharing the same decorative
teatures: glasses for champagne, wine, cognac, liqueurs, schnapps, juice
and water with tapered bodies, flared rims and longitudinal facets, and
engraved with the royal cyphers of kings Carol I, Ferdinand and Carol 11,
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as well as that of Prince Dimitrie Ghica. The table service also includes
bowls, bottles and carafes with the same morphological characteristics.
All of these items are made out of high-quality glass and are technically
accomplished.

Sometime before the First World War, the glassworks in Azuga
hired the civil engineer Emerico Montesi, the son of Francesco Montest,
who had served as an engineer during construction of the bridge in
Cernavodi designed by Anghel Saligny. Born in Vienna in 1879 to an
Italian father and French mother, Emerico Montesi attended St. Sava
School in Bucharest, where he studied alongside I. G. Duca. Brought
up in an elevated milieu, he was to include Valentin Bibescu among
his friends. And, in keeping with family tradition, he went on to study
engineering at the famous Ecole Centrale in Paris.

In 1916, Emerico Montesi married Alexandrina Henriette, the
granddaughter of Nicolae Zanne. A lover and collector of French art,
Nicolae Zanne recognised Montesi’s talent for drawing and glassmaking,
sending him to Nancy between 1921 and 1923 to learn all about the
techniques of making multi-layered glass and acid etching at the glass
workshops of Gallé and Daum. In order to make it easier to pronounce
his name in French — and also given the fashion for all things French
in Romania at the time — Emerico Montesi became Henri Montesy,
ending in a y, which is how he signed his later works. On his return to
Romania, Montesi was made artistic director of the factory in Azuga, a
position he would hold until 1939, the year the glassworks would shut
down temporarily and also the year of his early death.

The factory’s skilled workforce — comprising Germans, Poles,
Czechs and Romanians — predominantly produced glassware for
domestic use that was decorated using chemical etching. In 1923, after
his return from Nancy, Montesi established a small artistic glass studio,
where he himself would design the objects, which were then blown by
Josif Lintzmeier, Rudolf Burger and Josif Visovski and chemically
etched by Franz Nosek. The latter was the son of an engraver from
Moravia initially hired to work on less important products (e.g. the little
cups handed out as part of the moyi tradition), but whose special talent
Montesi was quick to recognise.

Between 1924 and 1926, the company would produce only
small quantities of glassware. However, this would change during the
period 1929-1939, when production reached around 600 pieces a year.
Montesi and his team produced ceiling lamps, confectionery bowls,
vases, perfume dispensers, cups and bowls, as well as figurines — fish,
frogs and lizards made of coloured or multi-layered glass. The preferred
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colours were yellow, green, greenish-yellow, ruby, purple
and orange, all in different hues.

However, the production of artistic glassware was
not a profitable enterprise, given how the sand had to be
imported from Czechoslovakia, the ruby red pigment
and colloidal gold from Germany, and the metal mounts
from France and Germany. Sales through the factory’s
shops in Azuga, Brasov and Bucharest were very low due
to the high cost price of their wares. In 1937-1938, the
only batch of glassware produced for export (containing
around 50 pieces) was that destined for Beirut. Emerico
Montesi’s luxury glassware was never exhibited, neither in
Romania nor abroad, and his most accomplished works
were not sold but given as gifts. In an article published in
the Universul newspaper a few years after Montesi’s death,
Adrian Maniu noted the modesty of this little known and
underappreciated artist.

It is a well-known fact that between 1930 and 1935
Queen Marie, a great lover of modern art, commissioned
the glassworks in Azuga to make for her a collection of
Art Deco-style glass tableware. Although not signed, these
pieces can only be the work of Emerico Montesi, who at
the time was artistic director of the factory and would not
have permitted any other designer to work on such an
important commission. The collection is blown in smoked
glass (technically a very difficult effect to achieve), with
broad vertical and radial facets, and contains dessert plates,
glasses and carafes for liquor, wine and water, and various
cups of different sizes.

The glassmaking tradition established by Emerico
Montesi was revived in 1980, when the chemical-etching
workshop was reopened. Had it possessed a talented
designer and an eflicient management and marketing
strategy, its products might have been competitive on
the European market, for technically speaking they were
of a very high standard. However, in the absence of these
essential components, the factory in Azuga proved to be
unprofitable and was closed in 1999, thereby bringing to an
end the Art Nouveau adventure begun in 1923 by a disciple
of the most talented glassmakers of the start of the 20th
century.
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eter-Karl Fabergé (1846 — 1920) provenea dintr-o familie protestantd germano—danezi.

Tatil siu, Gustav Fabergé (1814 — 1893), de profesie bijutier, se trigea dintr-o familie de

hughenoti germani, din La Bouteille, Picardia. Dupa revocarea Edictului de la Nantes, in
1685, familia Fabergé se refugiase in Germania, la Schwedt am Oder, apoi in provincia baltici Livonia
(din actuala Estonie), pe atunci parte a Imperiului Rus. Citre 1835 Gustav Fabergé ajunge la Sankt
Petersburg, unde se cisitoreste cu Charlotte Jungstedt, de nationalitate danezi. Cativa ani mai tirziu, in
1842, deschide pe cont propriu un atelier de bijuterii pe o stradd importanti a orasului, Bolsaia Morskaia.
Casa va fi reconstruitd ulterior, in anii 1899 — 1900, de arhitectul Carl Schmidt.

Dupi ce si-a petrecut intreaga copilirie la Sankt Petersburg, adolescentul Peter-Karl isi urmeaza
parintii, care se mutd la Dresda in 1860, lisind intreprinderea familiald in maiinile unor gestionari de
incredere. In urmitorii ani, Karl Fabergé frecventeazi cursurile $cofii de Arte si Meserii din Dresda, iar in
anul 1864 pleaci intr-o cilitorie in jurul Europei. Isi completeazi studiile absolvind Colegiul Comercial
din Paris si se formeazi ca bijutier pe langa orfevri importanti si respectati din Germania, Franta si
Anglia. Concomitent, studiazi obiectele expuse in galeriile celor mai mari muzee din Europa. Perioada
de formare se incheie in 1872, cind, la viarsta de douidzeci si sase de ani, Karl Fabergé se intoarce la
Sankt Petersburg si se cisitoreste cu Augusta Julia Jacobs. In acelasi an, tatil siu ii predi conducerea
intreprinderii familiale, pe care insi trebuia sd o imparti cu artizanul Hiskias Pendin, care a fost mentorul
tandrului Peter-Karl. In perioada urmitoare compania se dezvolti, trecand de la productia de bijuterii
in stilul secolului al XVIII-lea francez la creatii ce denotd o viziune artisticd mai larga. Karl Fabergé
are prilejul de a studia in amédnunt operele addpostite de muzeul Ermitaj, cici societatea sa participa la
catalogarea si restaurarea pieselor de artd din marele muzeu fondat in secolul al XVIII-lea de impiriteasa
Ecaterina cea Mare.

La moartea lui Hiskias Pendin, in 1882, Peter—Karl Fabergé riméne singurul conducitor al
atelierelor si primeste titlul de megzer orfevrier, care ii da dreptul de a utiliza propriul poanson, impreuna
cu cel al manufacturii. In acelasi an, fratele siu, Agathon, un creator talentat, i se alituri dupi intoarcerea

de la Dresda, unde studiase, ca si Karl, 1a Scoala de Arte si Meserii. Odata cu venirea lui Agathon, casa
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Fabergé isi diversificd productia, realizand si obiecte de lux, pe langa bijuterii. Creatiile fratilor Fabergé fac

senzatie la expozitia pan-ruseascd de la Moscova, din anul 1882. A fost momentul de riscruce al carierei
marelui artizan. In timpul expozitiei, Karl Fabergé este remarcat de tarul Alexandru al I1I-lea, care ii
comandi o pereche de butoni in formi de greieri. Una dintre piesele prezente in standul companiei a fost
replica unei britiri din aur, din secolul al IV-lea 1. Hr., care ficea parte din tezaurul scit expus la Ermitaj.
Impiratul a declarat ci nu putea face nicio diferenti intre lucritura lui Fabergé si cea a originalului si a
ordonat ca obiectele casei Fabergé s fie expuse la Ermitaj, ca exceptionale exemple ale artizanatului rus
contemporan. Karl Fabergé primeste medalia de aur a expozitiei si medalia Sanks Stanislas, devenind
competitorul direct al bijutierului suedez Bolin.

In anul 1884 tarul Alexandru al ITI-lea ii acordi lui Karl Fabergé privilegiul de a fi Orfevrierul
Curtii Imperiale Ruse, functie unicd pentru un artist in istoria monarhiei ruse. igi va pistra acest titlu si
sub tarul Nicolae al II-lea si va fi recunoscut si la curtile Regatului Unit, Thailandei, Suediei si Norvegiei.
Entuziasmul intregii nobilimi ruse pentru creatiile bijutierului imperial era atat de mare incat atelierele

Fabergé au ajuns si aibi filiale la Moscova, Odesa, Kiev si peste graniti, la Londra. In afari de bijuterii,
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compania produce rafinate obiecte decorative: oud, flori, figurine,
rame, pendule, cutii etc.

Primul ou de Paste, creat in 1885 de Karl Fabergé, este oferit
de tarul Alexandru al ITI-lea sotiei sale, Maria Feodorovna. La prima
vedere, avea aspectul unui ou obisnuit din email alb, dar la interior se
afla o surprizi - un pui multicolor din aur, avind la interior o coroani
si in coroand un mic ou din rubin. Impariteasa a fost atat de incantati,
incét tarul reinnoia in fiecare an comanda la compania Fabergé. Dupi
moartea lui Alexandru al III-lea in 1894, fiul siu, Nicolae al II-lea a
continuat traditia si a comandat in fiecare an cite doud ouid la Fabergé,
unul pentru sotie, Alexandra Feodorovna si altul pentru mama sa.
In total au fost realizate cincizeci si doui de oud imperiale, dintre
care ultimele douid piese, previzute pentru anul 1918, si denumite
Constelatia st Mesteacanul din Carelia, nu au mai fost oferite din cauza
Revolutiei din 1917.

Materialele folosite de creatorii companiei Fabergé sunt mai
ales pietrele semipretioase din Ural, dintre care cele mai caracteristice
sunt nefritul (o varietate de jad verde), bowenitul (o piatri verde
deschis péni la alb), rhodonitul (rosu marmorat cu negru), dar si
alte minerale precum cristalul de stinci sau agatul. Emailurile casei
Fuabergé sunt remarcabile, ca si metalele nobile folosite, dintre care
trebuie notat aurul in patru culori diferite: galben, alb, roz si verde.

In conceptia creatiilor sale, Karl Fabergé si-a diversificat mult
optiunile estetice, folosind atat szi/ul panslav cat si multe elemente
de neo-stiluri rococo, Ludovic XVI, Empire, Renastere. Unele piese
sunt concepute in stil Art Nouveau, in timp ce altele prefigureaza Art
Deco-ul.

Intre 1882 — 1917, compania condusi de Karl Fabergé a realizat
aproape 200.000 de piese. Spre sfarsitul anului 1917, afacerile firmei
au fost preluate de Comitetul Angajatilor Companiei Fabergé, iar in
1918 compania Faberge a fost nationalizati de bolsevici. In acelasi an,
Peter—Karl Fabergé pariseste Rusia, devenind un pribeag al Europei.
Se stinge din viatd doi ani mai tarziu, in Elvetia, la Lausanne, si este

inmormantat in cimitirul Grand Jas din Cannes.
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CUPA ,,POMUL VIETII”

Atelier Karl Fabergé, Sankt
Petersburg, catre 1900

Argint, laminare, trefilare, email,
cloisonné, cabosoane, agate, opale
1:155cm,D:125 cm

Nr. inu.: 14704; C.143

+Pomul vietii”, din care Adam §i

Eva au cules fructele cunoagterii,
reprezinta tema acestei cupe.
Maiestria artizanala cu care au

fost puse in opera remarcabilele
emailuri §i pietre semi-prefioase
ale casei Fabergé este de natura

sa reliefeze valentele plastice §i
conceptia decorativa moderna a
cupei. Combinatia dintre argintul ce
traseaza cu finete desenul, emailul
in culori nuantate cu delicatete

si pietrele semipretioase alese §i
pozitionate cu talent creeaza o
estetica proprie lui Karl Fabergé.
Felulin care au fost depasite
dificultatile tehnice este uimitor.
Diferenta considerabila intre
valoarea coeficientului de dilatare
al argintului i cel al sticlei face
foarte dificila asocierea celor doua
materiale, mai ales atunci cand

ele sunt tratate termic impreuna.
Emailul, care este un material
vitrogen, se aplica in reteaua de
argint in stare cruda, sub forma de
pulbere sau suspensie, §i dobandeste
consistenta finala in urma reactiilor
de vitrifiere §i sinterizare, ce au loc
in timpul arderii ansamblului. Pentru
ca emailul sé nu cada din retea,
compozitia lui este studiata foarte
atent, astfel incat sa existe un acord
perfect intre caracteristicile celor
doua materiale. Stil Art Nouveau.
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eter Carl Fabergé (1846-1920) came from a German-Danish Protestant family. His father,

Gustav Fabergé (1814-1893), a jeweller by trade, came from a family of German Huguenots from

La Bouteille, Picardy. After the revocation of the Edict of Nantes in 1685, the Fabergé family took
refuge in Schwedt an der Oder, in Germany, then in the Baltic province of Livonia (today in Estonia) that at the
time was part of the Russian Empire. Towards 1835, Gustav Fabergé went in Saint Petersburg, where he married
Charlotte Jungstedt, who was of Danish nationality. A few years later, in 1842, he opened his own jewellers on
one of the city’s more important streets: Bolshaya Morskaya. ('The building would be rebuilt in 1899-1900 by the
architect Carl Schmidt.)

Having spent his entire childhood in Saint Petersburg, in 1860 an adolescent Peter Carl Fabergé moved
to Dresden with his parents, who had left the family business in trusted hands. The following years would see
Fabergé attend the art and crafts Handelsschule in Dresden, and in 1864 he set oft on a trip around Europe. After
completing his studies at the Commercial College in Paris, he went on to train as a jeweller, learning from some of
the most important and respected goldsmiths in Germany, France and England. Simultaneously, he also studied
the objects on display in the greatest galleries of Europe. This period of education and training came to an end in
1872, when, aged twenty-six, he returned to Saint Petersburg and married Augusta Julia Jacobs. That same year, his
father handed him control of the family business — something he had to share, however, with the artisan Hiskias
Pendin, who had been his mentor when he was young. The following period saw the company expand from
making 18th-century French-style jewellery to works that expressed a broader artistic vision. Peter Carl Fabergé
had the opportunity to study in detail the works belonging to the collection of the Hermitage Museum when his
company took part in the cataloguing and restoration of the art works contained by the aforementioned institution
founded in the 18th century by the Empress Catherine the Great.

After the death of Hiskias Pendin in 1882, Peter Carl Fabergé, now in sole charge of the company, was
awarded the title of Master Goldsmith, giving him the right to use his own hallmark in addition to that of the firm.
'That same year, his brother, Agathon, a talented artist himself, joined the company after returning from Dresden,
where he had studied at the Handelsschule. The House of Fabergé then diversified its production to include luxury
objects as well as jewellery. The creations of the Fabergé brothers caused a sensation at the Pan-Russian Exhibition
in Moscow in 1882, and this was to be the turning point in the career of the great artisan. Peter Carl Fabergé’s
works had been noticed by Tsar Alexander III, who commissioned a pair of cufflinks shaped like cicadas. One of
the items exhibited at the company stand was the replica of a 4th-century BC gold bracelet from the Scythian
collection on display in the Hermitage. The Emperor claimed he was unable to distinguish between Fabergé’s work
and the original item and so ordered that objects made by the House of Fabergé be exhibited in the Hermitage as
exceptional examples of contemporary Russian craftsmanship. Peter Carl Fabergé was awarded the gold medal at
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the Pan-Russian Exhibition as well as the St. Stanilas Medal, making him
a direct competitor to the Swedish jeweller Bolin.

In 1884, Alexander IIT awarded Fabergé the title of Goldsmith
to the Imperial Court of Russia, a unique privilege in the history of the
Russian monarchy. He retained this title under Nicholas I and would also
be recognised at the royal courts of Great Britain, Thailand, Sweden and
Norway. The enthusiasm of the entire Russian aristocracy for the work
of the “court jeweller” was so great that the House of Fabergé opened
branches in Moscow, Odessa, Kiev and London. Apart from jewellery,
the company also produced fine decorative objects, such as eggs, flowers,
figurines, frames, pendulums and boxes.

'The first Easter Egg, created by Peter Carl Fabergé in 1885, was
presented by Alexander III to his wife, Maria Fyodorovna. At first glance,
it looked like an ordinary white enamel egg. However, there was a surprise
on the inside — a multi-coloured golden hen which opened to reveal a
crown, which in turn contained a small ruby egg. The Empress was so
pleased that each year the Tsar would place a new order with Fabergé.
After the death of Alexander III in 1894, his son, Nicholas II, continued
the tradition, each year ordering two Fabergé eggs, one for his wife,
Alexandra Fyodorovna, and another for his mother. A total of 52 imperial
eggs were made, the final two of which — intended for 1918 and named
the Constellation Egg and the Karelian Birch Egg — were never to be
given as gifts because of the Revolution of 1917.

The main materials used by Fabergé were semi-precious stones
from the Urals, typically nephrite (a variety of green jade), bowenite (a
light green to white stone) and rhodonite (red marble-like stone with
black), as well as other minerals, such as rock crystal and agate. His
enamels were quite remarkable, as were the noble metals he used, the most
noteworthy of which being gold in four different colours — yellow, white,
pink and green.

In all of his works, Peter Carl Fabergé drew on a range of aesthetic
styles, taking his inspiration from both the pan-Slavic style and various
elements of the Rococo, Louis XVI, Empire and Renaissance styles. Some
pieces were designed in the Art Nouveau style, while others prefigured
Art Deco.

The House of Fabergé produced almost 200,000 items between
1882 and 1917. Towards the end of 1917, the running of the company was
taken over by the Committee of the Employees of the Fabergé Company
and in 1918 the company was nationalised by the Bolsheviks. That same
year, Peter Carl Fabergé fled Russia. He died two years later in Lausanne,
in Switzerland, and was buried in the Grand Jas Cemetery in Cannes.
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ouis Comfort Tiffany (1848 — 1933), fiul lui Charles Lewis Tiffany, fondatorul celebrei

Tifany & Co din New York, a devenit cel mai important reprezentant al Art Nouveau-

ului in America, prin calititile sale de artist vizionar, original §i inventiv. A practicat
printre primii designul industrial si a imaginat o noui estetici a luxului, adaptata exigentelor stilului de
viatd american. Creatia lui, foarte diversd, s-a extins pe mai mult de jumitate de secol, din 1870 pani spre
1925.

Mai intai s-a dovedit a fi un pictor inzestrat, apoi, ca designer, a conceput decoratiuni interioare: noi
modele de mobilier, draperii, tapet, covoare. In ciiutarea unei viziuni artistice unitare, a utilizat materiale
diverse: email, ceramici, bronz, argint, fier forjat, lemn, pentru a crea o bogatd gami de obiecte de un
mare rafinament. Cu toate acestea, Tiffany rimane in istoria artei ca cel mai mare sticlar american. Sticla
a fost mijlocul de expresie in care a excelat, cici frumusetea intrinsecd a materialului i-a oferit imense
posibilititi creative si i-a permis cea mai potrivitd materializare a conceptiilor sale estetice.

In anul 1865 intreprinde prima cilitorie in Europa si viziteazi Anglia, Irlanda si Italia. Rimane
impresionat de frumusetea sticlelor romane si siriene din Victoria and Albert Museum, ale ciror irizatii,
datorate secolelor de coabitare cu mineralele din solul in care fuseserd ingropate, il vor inspira mai tarziu
in cercetirile sale. Intors la New York, frecventeazi cursurile Academici Nationale de Design unde, in 1867,
expune pentru prima dati lucriri de picturd, ce dovedesc un deosebit simt al culorii. In aceeasi perioads,
l-a cunoscut pe George Inness (1825 — 1894), artist legat de membrii Scolii de la Barbizon, in atelierul
ciruia studiazi. Formarea artistului a continuat la Paris, cu peisagistul academist Léon-Charles-Adrien
Bailly (1826 — 1900) si cu pictorul orientalist Léon-Adolphe-Auguste Belly (1827 — 1877), celebru
pentru panzele sale ce descriu locuri si civilizatii exotice. Cu Samuel Colman (1832 — 1920) a cilitorit
in Egipt si in Africa de Nord, interesindu-se in mod deosebit de artd plasticd, arhitecturd si ornamentatie
islamica. Pictura sa Imblanzitorul de serpi a apirut, in 1876, la Expozitia Centenenarului Philadelphiei. Trei
ani mai tirziu, Tiffany prezinti trei tablouri la Expozitia Universali de la Paris. La Academia Nationali de
Design din New York se pastreazi un autoportret din acea epoci al lui L. C. Tiffany.

Intre 1879 — 1883, L. C. Tiffany, impreuni cu Candace Wheeler, designer de textile, si cu pictorii

Samuel Colman si Lockwood of Forest, crecazi decoratiuni interioare inspirate din culturile europene
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sau din cele exotice ale Japoniei, Chinei si Indiei, din arta egipteani, din cea a Greciei antice sau a lumii

islamice. O alti sursd de inspiratie a celor patru artisti ce formau L. C. Tiffany and Associated Artists a fost
opera designerului britanic William Moris (1834 — 1896) si a altor membri ai Ar#s and Cafts Movement.
Lucririle concepute de membrii companiei L. C. Tiffany and Associated Artists au decorat casele celor mai
bogate si celebre personalititi ale epocii: Andrew Carnegie, Cornelius Vanderbilt II, Henry Osborne
Havemeyer, John Taylor Johnson (presedinte al Mezropolitan Museum of Arf) sau a scriitorului Mark
Twain.

Citre 1880 Tiffany renuntd la pictura pe panzi sau pe lemn, pentru a se dedica plasticii prin
intermediul sticlei. Talentul de pictor peisagist si perceptia find a jocurilor de lumini si culoare isi fac
simtitd prezenta in creatiile lui din domeniul vitraliilor, unde subiectele sunt inspirate din naturi - peisaje,

compozitii florale sau vegetale.
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Mare admirator al vitraliilor din catedralele gotice
europene, Tiffany noteazi: bogatia tonurilor este datoratd in parte
utilizdrii topiturii de creuzet, plind de impuritati, in parte grosimii
inegale a sticlei, dar mai ales faptului cd sticlarii epocii s-au ferit sa
Jfoloseasci pictarea. Artistul preferd ca sticla si-si arate textura si
bogitia nuantelor sale. Acest respect pentru materialul unic -
sticla -, il va conduce citre cea mai mare descoperire a sa: sticla
cu irizatii ce se apropie de cele ale sticlelor antice si pe care o
va numi Favrile. Tiffany isi inregistreazd descoperirea la Birou/
Brevetelor Americane sub nr. 837418/08.02.1881, cu numele de
Brevet Favrile. Termenul favrile vine din latinescul fabrilis, care
inseamni /ucrat de mand. In argumentarea cererii de brevet, artistul
american scrie: Aceastd inventie se referd la introducerea unui nou
tip de sticld pentru vitralii... Imbundtitirea consti in aplicarea unui
luciu metalic pe o suprafata formatd din bucdti de sticld si in inserarea
aceastei sticle printre alte bucati de sticld coloratd, intr-un vitraliu sau
un mozaic. Rezultd un efect de irizare cu un frumos luciu metalic, ce
variazd de la o bucatd la alta, in functie de directia din care se priveste
si de felul in care cade lumina... Vitraliile vor fi astfel mai frumoase
in obscuritate, vor produce un efect mai stralucitor §i mai irizat i,
odatd plasate pe o suprafatd de sticld opalind, fac sa dispard monotonia
albului si aspectul ciupit...

In anul 1892 Tiffany deschide noua sa fabrici de sticli de
la Corona, New York, unde continui constant cercetirile pentru
ameliorarea noii sale inventii. Chiar daci sticla irizati fusese deja
fabricatd in secolul al XIX-lea, in Franta de Pantin, in Anglia
de Edward Webb sau in Austria de compania Lobmeyr, doar
cand Tiffany si, mai tarziu, Loesz in Boemia, o vor comercializa
pe scard largi, la galeria Bing din Paris, ea va cunoaste un imens
succes. Admiratd mai ales pentru delicatetea ei, comparatd cu
aripile de fluturi sau cu penele de paun, aceasta sticld in culori
magice deschide posibilititi atit in domeniul artistic cat si in cel
decorativ, prin posibilititile nelimitate de creare a efectelor de

atmosferd si prin frumusetea intrinseci a materialului.
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SERVICIU DE MASA

Atelier L. C. Tiffany, New York, 1/4 sec. XX
Cristal, colorare in masa, suflare libera,
irizare tip ,,faurile”, gravare

Imax:30 cm, Dmax :12 cm

Nr. inv.: 13027

Serviciul include 98 de piese din cristal
fin, limpede, cu sonoritate bogata.
Cromatica galben-auriu cu irizatii sidefii,
formele fine si elansate ale cupelor
delicate, agezate pe picioare subfiri
siinalte conferd o mare atractivitate
ansamblului. Motivul decorativ gravat

- crinul heraldic - este o trimitere clara
spre calitatea de suverana a proprietarei,
dar si catre preferinta reginei Maria
pentru aceste flori cu parfum unic. Stil
Art Nouveau.
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Calitatea este atit de importantd pentru Tiffany incét isi asigurd colaborarea celor mai cunoscuti

suflitori si chimisti ai epocii, cum sunt venetianul Andrea Boldini sau englezul Arthur Nash, pe care
ii plateste cu salarii foarte mari, pentru a produce sticld in culorile si texturile pe care le imagineaza.
Atelierele Tiffany vor utiliza sticla favrile pentru vitralii, limpi, vase, mozaicuri.

Compania Tiffany Glass and Decorating devine cel mai important producitor de vitralii din America.
Ea furnizeazi piese comemorative reprezentind presedinti americani: Benjamin Harrison, Abraham
Lincoln, Th. Roosevelt, Chester Arthur, vitralii de mari dimensiuni ce impodobesc cele mai reputate
universititi: Yale, Princeton, Harvard, Columbia, sau alte institutii importante, cum sunt sediul social al
Crucii Rogii din Washington DC, muzeele Smithsonian Institution sau Chicago Art Institute.

Citre 1885 Tiffany creeazi un departament ecleziastic, destinat si contribuie la decorarea miilor
de biserici si sinagogi recent construite si publicad brosuri cu modele de vitralii, mozaicuri, fresce, altare,
crucifixuri, limpi, strane, broderii, statuete etc.

Deschis oricirei noutiti comeciale sau estetice, Tiffany rispunde provocirii electricititii, concepand
abajururi din sticld favrile, menite si indulceascd lumina crudi a becurilor, si care vor deveni unul dintre
simboluile Art Nouveau-ului. Fabricarea abajururilor a constituit la inceput o productie secundari, pentru
a se utiliza miile de buciti de sticld rimase dupi tdierea elementelor de vitralii. Tiffany a inceput si vanda

abajururi din sticld suflatd in jurul anului 1895 si abajururi in mozaic, dupd 1898. Productia culmineaza
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intre 1900 si 1914, cand se produc peste 20.000 de buciti pe an, si se prelungeste pani
spre sfarsitul anilor 1930. In 1906 Szudiourile Tiffany editeazi un catalog care prezinti o
listd continind nu mai putin de trei sute de modele disponibile. Temele decorative favorite
sunt inspirate din naturd: muscata, macul rosu, clematita, nufirul, laleaua, bujorul, narcisa,
begonia, hortensia, salcimul, trandafirul, floarea de mir sau de cires, frunza de bambus,
fructe exotice, insecte si multe altele. Totusi Tiffany a creat si limpi cu motive geometrice.
Piciorul este in general din metal, uneori conceput pentru un anumit abajur, dar cel mai
adesea adaptabil la orice model. Europenii puteau cumpira limpi Tiffany din Paris, de
la Galeria Bing, reprezentant exclusiv al lui Tiffany pe vechiul continent. Pretul mediu
de vinzare al unei limpi mari era de circa o sutd de dolari, in timp ce o lampd mici se
vindea cu aproximativ patruzeci de dolari. Modelele exceptionale, de o mare complexitate
si dificil de realizat se vindeau cu preturi sensibil mai mari, astfel, modelul Lozus a avut cel
mai ridicat pret dintre limpile produse de Tiffany Studios, ea vanzandu-se in 1906, cind
a apdrut pe piatd, cu 750 de dolari. Alte limpi, cu un grad de complexitate comparabil,
aveau si ele preturi ridicate: laimpile Pinzdi de paianjen si Fluture se vindeau cu 500 de
dolari bucata, in timp ce modelul G/icind avea un pret de 400 de dolari.

In Camera de aur a Castelului Pelisor striluceste lampa Wisteria, unul dintre cele
sase exemplare din acest model care mai existd in lume. Piciorul din bronz, sugerind
ridicinile si tulpina unui copac, are la partea superioari suportul pentru abajur. De forma
coroanei unui arbore, abajurul este decorat cu motivul forii de glicindg, in tehnica vitraliului,
intr-o gamd cromaticd predominantd de albastru si verde. Lampa este semnati si marcati
pe picior, unde figureazd si un numir compus din cinci cifre, care este, se pare, un cod
al modelului - Tiffany Studios, New York, 25981. Dupi cercetirile dr. Egon Neustadt,
limpile Tiffany erau uneori inscriptionate cu un cod cifrat, ce se referea la modelele
considerate de artist drept exceptionale. In literatura de specialitate acest model este datat
1902. Despre felul in care regina Maria intrd in posesia acestei limpi ne oferd chiar ea
informatii, in lucrarea autobiografici Povestea wvietii mele, in paginile dedicate descrierii
Budoarului auriu (Camera de aur) de la castelul Pelisor: .. .cuverturile si pernele de pe sezlong
sunt toate in nuante de mov crizantemd; lampa de alaturi este o adorabild piesa Tiffany cu flori
de glicind, daruiti mie de Pauline Astor. Fratii Waldorf si Pauline Astor, fiii lui William
Waldorf Astor, primul viconte de Astor, pe care tinira principesd Maria ii cunoscuse in
1901, 1a Cliveden, au fost oaspetii castelului Pelisor in anii 1904 si 1905.

Imensul talent de colorist si desenator al lui L. C. Tiffany s-a manifestat si in sutele de

modele de veseli create, care desfisoard un adevirat curcubeu de culori. Formele se inspira
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din sticlele antice grecesti si romane, din vesela englezeasci, din
arta decorativi chinezeascd sau direct din naturi. Regina Maria,
o artistd inndscutd, nu riméne indiferentd in fata fascinantelor
irizatii ale pieselor de sticlirie utilitard, cu forme elegante si
rafinate, concepute de L. C. Tiffany si include in colectia sa un
serviciu de masi cu 98 de piese, ce cuprinde carafe, pahare pentru
apd, vin si lichior, cupe pentru sampanie sau inghetatd, boluri
si farfurioare. Toate aceste piese sunt suflate liber intr-o sticli
nobild, de calitatea cristalului si decorate prin gravare cu crini
heraldici dispusi uniform pe intreaga suprafati a pieselor. Pe talpa
sau pe reversul bazei, apare semnitura LC Tiffany Favrile sau, pe
obiectele de mai mici dimensiuni, doar LCT Favrile.

Este impresionant modul in care designerul a creat in
perfect acord cu preferintele estetice ale reginei Maria; culoarea
somptuoasd - galben auriu cu irizatii sidefii - conferd strilucire
obiectelor, formele sunt fine, elansate, cupele delicate se ageazi
pe picioare subtiri si inalte, iar motivul decorativ - crinul heraldic
- este o trimitere clard spre calitatea de suverani a proprietarei,
dar si citre preferinta reginei pentru aceste flori cu parfum unic.
Materialul este in perfect acord cu rafinamentul pieselor - un
cristal fin, limpede, cu sonoritate bogata.

Metoda de irizare folositd de Tiffany a fost cea brevetatd
de el si descoperitd in urma unor indelungate cercetiri. Ea consta
in reducerea unor oxizi sau siruri metalice depuse pe suprafete,
prin expunere la vapori sau gaze. O variantd alternativi este
aplicarea prin gprituire a unor suspensii pe sticla fierbinte, urmata
de tratament termic la 400 - 600°C. Artizanii atelierelor Tiffany
utilizeazd oxizi sau siruri de crom, argint, aur, cobalt, cadmiu,
uraniu pentru a obtine culorile i texturile dorite.

Cu simtul siu artistic impecabil, regina Maria a asociat
piesele Tiffany cu ideea de lux, frumusete, culoare, seductie si le-a

inclus cu plicere in colectia sa de artd decorativi.
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LAMPA , WISTERIA”

Autor: Louis Comfort Tiffany, New York,
1902

Bronz, turnare, cizelare, patinare; sticla,
colorare in masd, tragere, tdiere, slefuire;
plumb, laminare

1:68 cm,D:475% cm

Nr. inv.: 14101

Dupa ce arenuntat la pictura pe panza,

L. C. Tiffany s-a dedicat in intregime artei
sticlei, folosindu-gi talentul pentru a da
viata unor creatii destinate sa aduca
frumusetea in caminele contemporanilor
sai. Deschis oricarei noutdti comeciale
sau estetice, Tiffany raspunde provocarii
electricitatii, desenand abajururi din sticla
Hfaurile”, menite sa indulceasca lumina
cruda a becurilor. Lampa ,Wisteria” se
numara printre cele mai apreciate §i mai
costisitoare modele concepute de artistul
american. Abajurul, ce figureaza coroana
unui arbore, lucrat in tehnica vitraliului

si decorat cu motiv flori de glicing, se
sprijind pe piciorul din bronz, cu forma
radacinilor si a tulpinii arborelui. Desenul
diverselor elemente poseda ritm §i
fluiditate, o trasatura esentiala a creatiilor
lui L. C. Tifany. Pe piciorul lampii apar
semnatura, marca de atelier §i un numar
compus din cini cifre -, Tiffany Studios,
New York, 25981". Dupa dr. Egon Neustadt,
lampile Tiffany erau uneori inscriptionate
cu un cod cifrat, ce se referea la modelele
considerate de artist drept exceptionale.
Stil Art Nouveau.
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ouis Comfort Tiffany (1848-1933), the son of Charles Lewis Tiffany, the founder of the famous

Tiffany & Co of New York, became the most important representative of Art Nouveau in

America on account of his qualities as a visionary, original and inventive artist. He was one of the
first to practice industrial design and he envisioned a new aesthetic of luxury adapted to the American way of life.
His highly diverse work spanned more than half a century, from 1870 to 1925.

He first showed himself to be a gifted painter, and then, as a designer, he created interior decorations,
innovative furniture, curtains, wallpaper and carpets. In his search for a unified artistic vision, he used a diverse
range of materials — enamel, ceramic, bronze, silver, wrought iron and wood — in order to create a rich array of
exquisite objects. However, Tiffany is remembered above all as the greatest American glassmaker. Indeed, glass was
the means of expression in which he most excelled, for the intrinsic beauty of the material afforded him immense
creative possibilities and provided him with the most suitable means by which to express his aesthetic vision.

In 1865, he travelled to Europe for the first time, visiting England, Ireland and Italy. He was impressed
by the beauty of the Roman and Syrian glassware in the Victoria and Albert Museum, whose iridescence, the
result of centuries of being in contact with the minerals in the earth in which they were buried, would provide
the inspiration for his later research. On his return to New York, he enrolled at the National Academy of Design,
where, in 1867, he held his first exhibition of paintings, showcasing his acute sense of colour. It was also during
this time that he met and studied under George Inness (1825-1894), an artists with links to the members of the
Barbizon School. His artistic training continued in Paris, under the academic landscape painter Léon Charles
Adrien Bailly (1826-1900) and the orientalist painter Léon Adolphe Auguste Belly (1827-1877), who was
famous for his works depicting exotic places and civilisations. He travelled with Samuel Colman (1832-1920) to
Egypt and North Africa, demonstrating a keen interest in Islamic fine art, architecture and ornamentation. His
painting entitled Snake Charmer at Tangier, was exhibited, in 1876, at the Centennial Exhibition in Philadelphia.
Three years later, he displayed three paintings at the Universal Exhibition in Paris. A self-portrait of the artist
dating from this period can be found at the National Academy of Design in New York.

Between 1879 and 1883, L. C. Tiffany teamed up with the textile designer Candace Wheeler and the painters
Samuel Colman and Lockwood de Forest to create interior decorations inspired by the cultures of Europe, Japan,
China and India, as well as the art of Egypt, Ancient Greece and the Islamic world. Another source of inspiration
for the four artists of L. C. Tiffany and Associated Artists was the work of the British designer William Morris
(1834-1896) and other members of the Arts and Crafts Movement. The works designed by the members of L. C.
Tiffany and Associated Artists decorated the homes of some of the richest and most famous people of the day, e.g.
Andrew Carnegie, Cornelius Vanderbilt I, Henry Osborne Havemeyer, John Taylor Johnson (the president of the
Metropolitan Museum of Art) and the author Mark Twain.
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Towards 1880, Tiffany ceased painting on canvas and wood in order to dedicate himself to the medium of

glass. His talent as a landscape painter and his fine sense of light and colour were on display in his creations in
the field of stained glass, where he took inspiration for his subject matter from nature (landscapes) and flower and
plant compositions.

A great admirer of the stained glass windows of European gothic cathedrals, the artist noted: “Rich tones
are due in part to the use of pot metal full of impurities, and in part to the uneven thickness of the glass, but still
more because the glass maker of that day abstained from the use of paint.” Tiffany liked the texture and tonal
richness of the glass to stand out. His respect for the unique material that is glass would lead him to his greatest
discovery: a type of iridescent glass resembling that of ancient glassware that he would call “Favrile”. Tiffany
registered Favrile as a trademark with the US Patent Office (Patent no. 837418/08.02.1881). The word Favrile
derives from the Latin fabrilis, meaning crafted by hand. In his patent application, he wrote: “This invention relates
to the introduction of a new character of glass in colored-glass windows. The improvement consists in a metal
luster being given to one surface of pieces of glass and the insertion of such glass among other pieces of colored
glass in a window or mosaic. The effect is a highly iridescent one and of pleasing metallic luster, changeable from
one to the other, depending upon the direction of the visual ray and the brilliancy or dullness of the light falling
upon or passing through the glass. [...] All glass in windows is, by the application of this metallic luster, made
more beautiful in effect, at night producing a highly-iridescent and more lustrous eftect, and when on the surface
of opalescent glass the dull whiteness and spotty appearance are removed.”

In 1892, Tiffany opened a glassmaking factory in Corona, New York, where he continued experimenting
to improve his invention. Even if iridescent glass had already been manufactured in the 19th century in France by
Pantin, in England by Edward Webb and in Austria by the Lobmeyr company, it was only when Tiffany (and,
later, Loetz of Bohemia) began to commercialise it on a large scale, at the Bing gallery in Paris, that it would
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become immensely successful. Admired above all for its delicacy (it was compared with the wings of a butterfly
and the feathers of a peacock), this glass in magic colours opened up many possibilities both artistically and
decoratively — i.e. artistically in terms of the unlimited scope for atmospheric effects, and decoratively on account
of the intrinsic beauty of the material itself.

Quality was so important to Tiffany that he hired some of the best-known glass blowers and chemists
available at the time, i.e. the Venetian Andrea Boldini and the Englishman Arthur J. Nash, to whom he paid very
large salaries to produce glass in the colours and textures he desired. The Tiffany workshops would use Favrile glass
to make stained glass windows, lamps, vases and mosaics.

'The Tiffany Glass and Decorating Company became the leading producer of stained glass in America.
It would supply commemorative pieces depicting American presidents (Benjamin Harrison, Abraham Lincoln,
Theodor Roosevelt and Chester Arthur), large stained glass windows for the decoration of the most famous
American universities (Yale, Princeton, Harvard and Columbia), as well as other important institutions (e.g. the
headquarters of the Red Cross in Washington DC and the Smithsonian Institution and the Art Institute of
Chicago).

Towards 1885, Tiffany created an ecclesiastic department to help with the decoration of the thousands
of recently built churches and synagogues and published brochures containing designs for stained glass, mosaics,
frescos, altar screens, crucifixes, lamps, lecterns, embroidery, statuettes, etc.

Open to all new commercial and aesthetic ideas, Tiffany embraced the advent of electricity by designing
lamps from Favrile glass that softened the harsh light given oft by lightbulbs and which would become a symbol
of Art Nouveau. The manufacture of lamps was initially a secondary activity, in that it was a means to make use of
the thousands of small pieces of glass left over from cutting out the pieces for stained glass. Tiffany began selling
blown-glass lamps around the year 1895 and mosaic-glass lamps after 1898. Production peaked between 1900 and
1914, with over 20,000 pieces made per year, and continued until the end of the 1930s. In 1906, Tiffany Studios
published a catalogue containing a list of the no fewer than three hundred models available for purchase. The
main decorative themes included: geraniums, red poppies, clematis, water lilies, tulips, peonies, daffodils, begonia,
hydrangeas, acacia trees, roses, apple or cherry flowers, bamboo leaves, exotic fruit, insects and many others. Tiffany
also made some lamps with geometric motifs. The leg of a Tiffany lamp was generally made from metal and
sometimes designed with a specific lamp in mind, though in most cases it was adaptable to any model. Europeans
could buy Tiffany lamps at the Bing gallery in Paris, Tiffany’s sole representative on the continent. The average
price of a large lamp was around 100 dollars, while a small lamp retailed for approximately 40 dollars. More
complex models that were more difficult to manufacture were sold at significantly higher prices, e.g. the Lotus
model, for example, was one of the most expensive lamps made by Tiffany Studios, selling, in 1906, the year it first
hit the market, for 750 dollars. Other lamps of a similar complexity also sold for high prices, e.g. the Spider Web
and Butterfly lamps sold for 500 dollars apiece, while the Wisteria model fetched a price of 400 dollars.

The Gold Room of Pelisor Castle is home to one of only six Wisteria lamps still in existence today. The top
of the bronze leg, suggestive of the roots and stems of a tree, contains a support for the shade. The shape of the
crown of a tree, the lampshade is decorated with wisteria motifs using the stained glass technique, predominantly
in blue and green. The lamp is signed and stamped on the base, where there is also a five-figure number that
would appear to be a code representing the model no.: “Tiffany Studios, New York, 25981”. According to research
by Egon Neustadt, Tiffany lamps were sometimes stamped with a special code denoting particular models the
artist considered exceptional. The specialist literature dates this model to 1902. How Queen Marie came into
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possession of this lamp we learn from her autobiographical work 7he Story
of My Life, in the section where she describes her Gold Room at Pelisor
Castle: “the covers and the pillows on the lounge chair are all in shades of
chrysanthemum purple; the lamp on the side is an adorable Tiffany piece
with glycine flowers, given to me by Pauline Astor...” The siblings Waldorf
Pauline Astor, the children of William Waldorf Astor, 1st Viscount Astor,
whom a young Princess Marie would meet in 1901 at Clivedon, were guests
at Peligor Castle in 1904 and 1905.

L. C. Tiffany’s immense talent for colour and drawing can also be
seen in the hundreds of models for tableware he created, spanning an entire
rainbow of colours. Their designs were inspired by Ancient Greek and
Roman glassware, English tableware and Chinese decorative art, as well
as directly from nature. Queen Marie, a natural born artist herself, was not
indifterent to the fascinating iridescence of the utilitarian glassware with
their elegant and refined shapes designed by L. C. Tiffany, and acquired a
table set of 98 pieces containing carafes, glasses for water, wine, liqueurs and
champagne, ice cream bowls, cups and plates. All these pieces were free-
blown in fine, crystal-quality glass and engraved with fleurs-de-lis evenly
spaced over the entire surface of each item. The bottom or reverse of the
base of each item is signed “L. C. Tiffany Favrile”, or just “LCT Favrile” in
the case of smaller items.

It is impressive to see how the works of the designer perfectly
reflected the aesthetic preferences of Queen Marie: the sumptuous colour
(golden yellow with mother-of-pearl lustre) gives the objects an added
shine, the forms are fine and elongated, the delicate bowls sit atop tall and
slender legs, while the decorative motif (the fleur-de-lis) is a clear reference
to the sovereign status of their owner, as well as the Queen’s preferences for
these flowers with their unique fragrance. The material used is entirely in
keeping with the sophistication of the objects themselves — fine, clear and
richly sonorous crystal glass.

The method used to achieve the iridescence effect seen here was
discovered by Tiffany after conducting extensive research and duly patented.
It involves reducing the oxides or metallic salts deposited on the surfaces by
exposure to vapours or gases. An alternative method involves the spraying of
suspensions onto the hot glass, followed by heat treatment at 400 to 600°C.
Tiffany used oxides or chromium, silver, gold, cobalt, cadmium and uranium
salts to obtain the desired colours and textures.

With her impeccable artistic sense, Queen Marie associated Tiffany
products with the idea of luxury, beauty, colour and seduction, and was only

too pleased to include them in her collection of decorative art.
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itraliile sunt ansambluri decorative formate din buciti de sticld colorati sau pictati,

dispuse simetric sau asimetric, conform unui model, legate intre ele prin retele metalice

si prinse prin tije de cadrul usii sau al ferestrei. Arta vitraliului, derivati din cea a
mozaicului, s-a niscut din dorinta constructorilor antici de a rezolva in mod functional, dar si estetic,
inchiderea ferestrelor. Printre primele tehnici practicate a fost montarea in deschiderile peretilor a unor
buciti de alabastru tdiate fin, $i incrustate cu sticld colorati. Ulterior, s-au folosit doar plici de sticld
coloratd, agezate intr-o retea metalicd, de obicei un aliaj de plumb. Cele mai vechi vitralii cunoscute
au fost descoperite pe o epavi scufundati in portul sudic al Corintului, si dateazd din secolul al IV-lea
i. Hr. In secolele XII — XIII, ferestrele erau decorate cu chenar policrom, sau cu vitralii asemanitoare
mozaicurilor.

Arhitectura goticd, cu catedrale din ce in ce mai inalte, dar si mai luminoase, a folosit vitraliile la
o scard nemaiintalniti pand atunci. Tehnica de realizare §i montare a vitraliilor a fost descrisd, in jurul
anului 1100, de cilugirul Theophilus. Pentru producerea unor vitralii traditionale ea este aplicatd, in linii
mari, §i astdzi, si ar putea fi rezumatd astfel: se creeazd mai intii o macheti la scari, colorati, pe care se
numeroteazi fiecare piesd ce urmeazi si compund viitorul tablou. Pe o foie de calc se marcheazi culorile
si locurile unde se va interveni cu baghetele de plumb ce sustin piesele de sticld. Se taie bucitile de sticld
pe geometria desenului, apoi se monteazi intre baghetele de plumb. Pentru vitraliile pictate, diferenta
constd doar in realizarea picturii pe fiecare bucata de sticld, cu emailuri speciale, adaptate sticlei, urmata

de tratamentul termic pentru vitrifierea si sinterizarea culorilor.

VITRALIU ,,CASTELUL SIGMARINGEN”

Atelier Franz Xavier Zettler, Miinchen, cdtre 1882
Sticla alba si colorata in masa, tragere, taiere,
slefuire, pictare manuald; plumb, laminare
1:9%cm,L:4%cm

Nr. inu.: 11809; V.46; C.808
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VITRALIU,,JURAMANTUL CELOR TREI ELVETIENI”
Autor: Franz Fallenter (1550 -1612)

Atelier Lucerna, Elvetia, 1605

Sticla, sufiare libera, taiere, slefuire, pictare
manuala; plumb, laminare

1:37cm,L:2%5cm

Nr. inu.: 1181%; V.52; C.816

In secolele XIIT - X1V vitraliile erau considerate iblia siracilor. Populatia analfabeti putea cunoagte
Vechiul si Noul Testament doar din predicile preotilor si din imaginile vitraliilor din biserici si catedrale.
In plus, fascinatia luminii filtrate prin sticla colorati ficea mai pregnant mesajul povestirilor biblice.
Abatele Suger, de la manistirea Saint-Denis, monument gotic ce oferd unul dintre primele exemple in
care vitraliile joacd un rol definitoriu, isi exprima in jurnalul siu convingerea ci Jucrurile frumoase ridica
omul mai aproape de Dumnezeu.

In secolul al XV-lea vitraliile capiti, din ce in ce mai mult, aspectul unor lucriri de arti plastici.
Culorile devin mai pastelate, personajele sunt reprezentate mai in detaliu si acoperd uneori intreaga piesi.
Nervurile de plumb, care pand acum aveau rol decorativ, constituind parti ale desenului, devin un 7du
necesar, camuflat cit mai bine in compozitia desenului.

Odati cu laicizarea societitii, vitraliul si-a pierdut rolul preponderent religios si a patruns si in alte
sfere ale activititii umane. In Renastere, vitraliile pictate devin un accesoriu la moda in locuintele private
sau in cladirile publice. Ele subliniau pretiozitatea spatiilor si dideau o notd de autenticitate decorului
epocii. Insemnele heraldice realizate in tehnica vitraliului erau foarte apreciate. Uneori se foloseau dous
straturi de sticld: la baza, unul incolor si gros, iar deasupra, unul colorat, mai subtire, ceea ce intensifica
tonurile.

In secolul al XVIII-lea arta vitraliului a inceput si decadd, iar majoritatea informatiilor privind
aceastd tehnicd s-au pierdut, pentru aproape un secol. Abia la mijlocul secolului al XIX-lea, prin
revitalizarea interesului pentru arhitectura gotici, si prin contributia lui Charles Winston si a arhitectului
A.W.N. Pugin, vitraliile revin in actualitate. Curentul istorist, tot mai agreat la curtile princiare si regale
europene in a doua jumitate a secolului al XIX-lea, contribuie major la aparitia unor ateliere europene de
elita, ce produc vitralii artistice.

Castelul Peles, un monument prin excelentd istorist, decorat in neo-stiluri de mare circulatie
europeand, inaugurat in anul 1883, include in arhitectura si decoratia sa interioard circa 800 de vitralii.
Rolul lor este acela de a participa la accentuarea atmosferei doriti de comanditar. O parte dintre aceste

vitralii sunt originale pretioase, de la sfarsitul secolului al XVI-lea si inceputul secolului al XVII-lea,
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VITRALIU ,,ADAM §I EVA N PARADIS”

Atelier german, 2/2 sec. XV

Sticla, suflare liberd, taiere, slefuire, pictare
manuala; plumb, laminare
1:99cm,D:40 cm

Nr. inu.: 11837; V.74; C.861

realizate de mari maegstri ai genului, precum elvetienii Franz
Fallenter si Isaia Khann. Ele au ca subiecte scene laice
sau religioase si reprezintid achizitii importante realizate de
regele Carol I prin intermediul unui cunoscut consultant si
colectionar de antichititi al epocii, diplomatul german Felix
Bamberg.

Un numir important de vitralii a fost comandat
atelierelor Zettler, din Miinchen, foarte apreciate in spatiul
nobiliar si ecleziastic european. Proprietarul atelierelor, Franz
Xavier Zettler (1841 —1916), un artist proeminent al vremii,
a fost rasplitit pentru creatiile sale cu mai multe distinctii,
printre care Ordinele St. Michael, Franz Josef, Coroana Prusiei,
Steaua Romdaniei. Vitraliile destinate castelului Peles au
teme preluate din iconografia Renagterii: scene ce ilustreazi
momente din viata seniorilor, scene militare sau religioase,
dar si teme referitoare la istoria familiei de Hohenzollern,
cum sunt de exemplu reprezentiri ale insemnelor heraldice
sau ale resedintelor senioriale, cu trimitere la diferite ramuri
ale proeminentei familii. Personajele scenelor romantice,
in somptuoase costumatii renascentiste, sunt pictate in
manierd academistd, cu rafinament si o remarcabild finete a
nuantirilor.

Colectia de vitralii mai cuprinde si piese moderne, in
stil Art Nouveau, realizate de filiala bucuresteani a atelierelor
Zwélfer,din Viena. Acestea sunt montate mai ales la etajul II

al castelului Peles si in castelul Pelisor.
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tained glass refers to decorative works made out of small pieces of coloured or painted glass —

arranged either symmetrically or asymmetrically depending on the design — that are held together

by a web of metal strips and attached by means of rods to the frame of a door or window. The
art of stained glassmaking, which derives from mosaic art, was born of the desire among ancient builders to find
a functional — as well as aesthetic — solution for the closure of windows. One of the earliest techniques involved
setting thin slices of alabaster inlaid with coloured glass into the openings in the walls. Later these would become
panes of coloured glass arranged within a metal lattice, usually made of lead alloy. The oldest known examples of
stained glass were found on a ship that sunk in the southern port of Corinth and date from the 4th century BC.
During the 12th and 13th centuries, windows were decorated with multi-coloured frames or stained glass that
resembled mosaic.

Gothic architecture, with its increasingly tall and bright churches, used stained glass on a hithertofore
unprecedented scale. The method of making and installing traditional stained glass windows was described around
1100 by the monk Theophilus and remains more or less unchanged today: first a coloured template is created and
a number assigned to each piece of glass that makes up the stained glass window. The colours and positions of the
lead canes holding the pieces of glass in place are then marked on a sheet of tracing paper. The glass is then cut
into the required shapes and mounted between the lead canes. The only difference with painted glass is that each
piece of glass is painted using special enamels adapted for use on glass and then fired in order to vitrify and sinter
the colours.

In the 13th-14th centuries, stained glass windows were considered the Poor Man’s Bible. An illiterate
population could only become familiar with the Old and New Testaments through the sermons of priests and
the imagery contained in the stained glass windows of churches and cathedrals. Moreover, the eftect of the light
filtered through the coloured glass lent more weight to the message of the Biblical stories. The monk Suger — from
the gothic monastery of Saint-Denis, where we find one of the earliest examples of stained glass with such a role
— wrote in his journal of how he believed that “beautiful objects lift men’s souls closer to God.”

During the 15th century, stained glass windows increasingly began to resemble works of fine art. The
colours used became more subtle and the human figures were depicted in greater detail, sometimes covering the
entire frame. The lead ribs, which until then had played a decorative role, forming part of the design itself, became
seen as a necessary evil and where possible were camouflaged within the overall composition.

As society became more secular, stained glass lost its predominantly religious function and began to be used
in other ways. For example, during the Renaissance painted stained glass became a fashion accessory for private
homes and public buildings. It emphasised the sophistication of a building and lent a touch of authenticity to
its contemporary decorations. Heraldic insignia made in stained glass were particularly popular. Sometimes two
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layers of glass were used: a thick, colourless base layer, above which was
placed a thinner, coloured layer that intensified the tones.

'The art of stained glass fell into decay during the 18th century
and for almost a century the technique was all but lost. It was only
during the middle of the 19th century, amid a renewed interest in gothic
architecture and thanks to the contributions of Charles Winston and
the architect A. W.N. Pugin, that stained glass underwent a revival. The
historicist trend, increasingly popular at European princely and royal
courts during the second half of the 19th century, was a major factor in
the emergence of high-quality European workshops specialised in the
production of artistic stained glass.

Peles Castle, a historicist monument par excellence that was
decorated in the revivalist styles very popular in Europe at the time and
officially inaugurated in 1883, contains some 800 examples of stained
glass in its architecture and interior decoration. Their role is to help
to emphasise the particular atmosphere the owner sought to achieve.
Some are precious original pieces dating from the end of the 16th
century and start of the 17th century, the work of great masters of the
genre, such as the Swiss artists Franz Fallenter and Isaia Khann. They
combine secular and religious themes and were important purchases
tor King Carol I, acquisitions which he made with the help of a famous
collector of antiques: the German consul Felix Bamberg.

A large number of stained glass windows were also commissioned
from the Zettler workshop in Munich, which was highly respected in
European aristocratic and ecclesiastical circles at the time. The owner of
the workshop, Franz Xavier Zettler (1841-1916), a prominent artist of
the day, was awarded a number of distinctions for his creations, including
the Order of St. Michael, the Order of Franz Josef, the Prussian Order
of the Crown and the Order of Star of Romania. The stained glass made
for Peles used themes inspired by the art of the Renaissance — e.g. scenes
from the lives of the nobility and the military, as well as religious scenes
—and themes relating to the history of the House of Hohenzollern, e.g.
depictions of heraldic insignia and noble residences with references to
the different branches of this preeminent family. The figures depicted
in the romantic scenes, who are shown wearing sumptuous Renaissance
costumes, are exquisitely painted, with great subtlety of colour, in the
Academic style.

The castle’s collection of stained glass windows also contains
some modern pieces created in the Art Nouveau style by the Bucharest
branch of the Zwolfer workshop from Vienna. These are predominantly
located on the second floor of Peles Castle, as well as in Pelisor Castle.
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ncontestabil, sticla se numird printre cele mai importante

descoperiri ale umanitatii. Dincolo de aspectul practic,

acest material unic prin fluiditate, transparentd, cromatici,

sonoritate, oferd infinite posibilitati de exploatare artisticd. Profesorul Josef

Drahonovsky, de la Scoala de Arte Aplicate din Praga afirma, in 1936, la
Congresul International al Industriei Sticlei de la Londra:

Sticla este un material care absoarbe razele, le fringe, le disperseazi

sau le adunad si este plin de sclipiri minunate. Ea isi aseazd umbra pe fata

luminoasd, lumind pe fata intunecata i trece dincolo de legile sculpturii,

fortind artistul sa-si innoiascd mereu metodele de lucru.
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ithout doubt glass is one of mankind’s great discoveries.

Beyond its practical uses, this material, which is

unique in terms of its fluidity, transparency, colour
and sonority, lends itself to an infinite number of artistic applications. As
Professor Josef Drahoriovsky of the School of Applied Arts in Prague said
in a speech given in 1936 at the International Glass Convention in London:
“Glass is a material that absorbs rays, breaks them up, scatters or gathers
them, and is full of reflections and wonderful light. It bears shadow on
its light side, and light on its shaded side, turning the laws of sculpture

on their head, and forcing the artists into new ways of working.”

340



Acidare —

portiunilor de sticld neprotejate de un compus organic,

dizolvarea in acid fluorhidric a

rezistent la atacul acid.

Aplicatii — elemente decorative suflate in forma
sau modelate cu pensa si lipite la cald pe obiect. Pot avea
diverse forme: fete umane, lei, mascaroni, flori, panglici
etc.

Boulles presse-papier — presse-papier-uri de
formai sferoidala.

Craclare — realizarea unor cripituri in stratul
superficial al obiectului.

Cuptor cu mufli — cameri a unui cuptor
industrial sau de laborator, cu pereti refractari, in care
materialul supus incilzirii nu vine in contact direct cu
combustibilul sau cu gazele de ardere.

Decor intercalat — elemente cu rol decorativ
pozitionate intre doud straturi de sticla.

La décoration interne — decoratia interni —
expresie folositi de Emile Gallé pentru a desemna
decorurile aplicate intre straturile de sticla.

Devitrifiere — pierderea caracterului vitrogen,
prin aparitia de formatiuni cristaline.

Eglomiser - tehnici de decorare ce constd in
fixarea unei foi subtiri de aur sau de argint gravati, intre
doui straturi de sticla.

Fasonare — operatia prin care se di formi unui
obiect.

Filigran — decor tipic venetian ce utilizeazi fire
de sticld albi sau coloratd depuse in zig-zag, caz in care
poartd denumirea de reticello, risucite — wvetro a retorti,
in spirald — vetro a fili, sau sub formi de danteld — vetro

detrino.
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Fondant — substanti adiugatd unui amestec, ce
are ca efect sciderea temperaturii de topire a acestuia.

Martelaj — tehnicd de prelucrare a suprafetei,
care i dd un aspect similar cu a unei suprafete metalice
ciocdnite.

Millefiori — mii de flori - decor constituit din
mubrrine tiiate in sectiuni subtiri si montate intr-o
matrice de sticld incolori sau colorata.

Muhrrine — baghete ce au in sectiune o
mutitudine de modele sau culori.

Numiirul, sectiunea, raportul sau proportia de
aur — ® = 1,618... Atunci cind raportul dintre lungimea
pirtii celei mai mari i a celei mai mici ale unei figuri
geometrice este egal cu @ (notat aga dupd initiala
numelui lui Fidias), se creeazi o impresie de armonie si
echilibru. Grecii au preluat acest numair de la egipteni,
care-si proiectau piramidele tindnd cont de el.

Pastilare — depunerea, la cald, pe obiecte a unor
pastile modelate cu pensa plata.

Refractar — care rezisti la temperaturi inalte fird
a-si schimba structura, compozitia i caracteristicile.

Sticla cava — produse din sticld, cu forme ce
presupun concavititi: pahare, cupe, boluri etc.

Somerso — tehnici ce constd in suprapunerea mai
multor straturi de topituri de sticld divers colorate.

Vitrifiere —

compusi naturali sau sintetizati in sticld, termen derivat

transformarea unui amestec de

din substantivul francez wvitre (sticli).
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Acid etching — the exposure to hydrofluoric
acid of the sections of glass unprotected by an organic
compound resistant to the acid

Applied elements — decorative elements mould-
blown or shaped using tweezers and applied to the
object while hot. These can have diverse forms: human
faces, lions, mascarons, flowers, ribbons, etc.

Boules paper weights — paper weights with
spherical forms

Crackling — the creation of cracks in the upper
surface of the object

Devitrification — the process of becoming un-
glass like through the growth of crystalline structures

Eglomiser — decorative technique involving the
application of a thin engraved leaf of gold or silver
between two different layers of glass

Filigree — characteristic Venetian decoration
using threads of colourless or coloured glass arranged
in various patterns, i.e. criss-cross, known as reticello;
twisted, known as wetro a reforti; spiral, known as vetro
a fili; and lace, known as vetro di trina

Forming — the process of shaping an object

Flux — substance added to the mix that has the
effect of lowering the melting point

Golden ratio, mean or section — Phi = 1.618...
When the ratio between the longer part and the shorter
part of a geometric figure is equal to Phi (named after
Phidias), an impression of harmony and equilibrium
is created. The Greeks adopted this ratio from the
Egyptians, who used it when designing the pyramids
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Hollowware — concave glassware, e.g. glasses,
cups, bowls, etc.

La décoration interne — “internal decoration” —
expression used by Emile Gallé to denote decorations
applied between layers of glass

Martelage — a finishing technique that gives
the glass surface the appearance of a hammered metal
surface

Millefiori — “thousands of flowers”—a decoration
comprising murrine cut into thin sections and inserted
into a colourless or coloured glass mould

Muffle furnace — the chamber of an industrial
or laboratory furnace with refractive walls in which the
heated material does not come into direct contact with
the fuel or gases resulting from the combustion

Murrine — glass canes that reveal a multitude of
coloured patterns or images in cross section

Overlay decoration — decorative elements placed
between layers of glass

Pelletising — application to objects while hot of
pellets shaped with flat tweezers

Refractive — able to resist high temperatures
with no change in structure, composition or
characteristics

Sommerso — a technique for making glass with a
number of variously coloured layers

Vitrification — derived from the French wvitre
(glass), the transformation of a mixture of natural or
synthetic compounds into glass.
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