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25 -Pitcher

Tiffam & Co. (182 7-presant)

Pitcher, 188289

Siker

213 1084 x T3ein. (546 % 26 x 187 cm)

79 e, 1 dwt. (24596 gy

Mark: on underside, TIFRANY & Cof P02 MAKERS 3026
FSTERUN G-SILVER f 525-1000 F WIS & 172 P'TS

The Metmopolitan Musaurn of Art, Mew York,

Gift of John G. Winslow, 1977 (1977 424

" on Tiffany & Co. records designating this
pitcher * Roman” clearly signal its aspirations
and souroes of inspiration. Its derse, complex
decorative scheme complements the “Roman®
formwith a chased and cast central panel depict-
ing a hacchanalia of putti, a reclining putto on
the handle, and bunches of naturalistic grape-
wines and keaves adorning the body, handlie, and
foot. The firm$ records indicate that versions of
this pitcher were produced between 1882 and
the 1890z, and the number of axtant axamples
attest to the popularity of is form and design.
The pitcher appears to have been part of a larger
sat, numbering at keast three; a pairwith the
same order number appearad at auction in 1999,

Fig. 4. Tiffar & Co. (183 7-present). Beautiful object, fom
Sothebys, Faberpe, fussian Wiovks of A, Objec & of VW,
English, Gontnents and Amenican Siver and! Gold, June 24,
1887, no. 83

22 Hawey

5uch a lavish group would have made a bold
statement about its owners wealth, taste, and
sophistication®

Suniving drawings, pattern hooks, and cast-
ing ledgers reveal that at keast sixteen differant
castings were employed to ornament the pitcher,
with six distindt castings used to create the putti
andrcling the body. The borders on the neck,
shoulder, and foot further the decorative pro-
gram and are explicitly identified as “Roman™ in

Tiffany'’s records. Thi carefully conceived and exe-
cuted ornament explaire the significant wholesake

costof $400 for a verzion of this pitcher listed
in the firm$ pattern book. Inform and styke, the
current wiork resembles a pitcher depicted in
Yorféverie francaise es bronzes etz céramigue,
an 1864 publication cwned by Tiffanys Prince
Street works. The Franch pitcher, one of sight
uasiform objects with dassical ornament featured
on a plate entitled ¥ Different Wases,” is ina
Rena Bsance Revival style fashionable through-
out Eurrpe and the United States during the
mid-nineteenth century. Thus, in conceiving this
pitcher, Moore and his staff referenced and syn-
thesized Classical, Renaiszance, and Renaissance
Rewival sources to stunning effect. miHH

26 - Goelet Cup

Tiffary & Co. (183 7—presant)

Goelet Cup, Schooner Prize, 18284

Siber, siber gt

18% x 2134 0n. (47.2 x 546 cm));

MaRK: On underside, TIFRANY & Caf 7851 M 4766 f
STERLING-SIBER

Merw ik achit Club

n a skillful feat of yachting, the schooner

Grayling claimed a surprising wictory owver thir-
teen other vessels in the Mew York Yacht Club%
Goetiet Cup, held on August &, 1884, just off
the coast of Mewport, Rhode Island. T mark the
occasion, the races benefactor, Ogden Goelet,
commissionad this menumental trophy, identified
as a “MNef" in Tiffany & Co. records and pur-
chased at a cost of $623 .44, Although Tiffanys
assthetic wocabulary had expanded beyond the
Classical idiom to embrace East and West Asian
influences by the time the object was made, the

uee of classical and Renaissance motifs here firmly
astahlishes the enduring rescnance of these two
sources as well as the fadt that the comparny s
designers simultaneowsly worked in a variety of
styles.

Although Mooret collaction of Classical works
of art may hawe shaped the composition, greater
inspiration appears to have haan drawn from
the numerous publications in both his and the

firm® library on contemporary archasolkgical
ancavations, classical mythology, and Renaissance
art and design. Both the figuee of Triton, poised
to launch his trident, and the six cast dolphins
carrying the vessel atop the plateau correspond
to descriptions provided in Moores copy of A
Hanabook of Llegandary and Mythological Art
(18817). As the descriptor “MNef” suggests, the
antire compesition echoes that of the highly
sculptural nautical silver table ernaments by the
same name, a large selection of which appears

in the illustrated catalogue of Lord Londeshor-
oughs colledtion in foones library. Howsever, the
Tiffany creation lacks the large masts and riggings
commenly included in these intricate axamples of
the goldsmiths art. This trophy is not lacking in
ambitian. s large scale, masterful execution of
the modeled ornaments, and rich chasing place it
ameng Tiffany & Co. S most ehhorate examples
of presentation silver, G
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ANCIENT
GLASS
IN THE
MOORE

COLLECTION

Christopher 5. Lightfoot

dward C. Moor had a great affinity for glss.

HE cellection at The Metropolitan Museum of

At includes 854 pieces of glass, which repre-

sent nearly twofifthe of all the material in his

hequest. Moones gift, in 1897, was therefore of
great significance in establishing glass as a recognized com-
ponent in the fledgling hMuseum’s ambitious plan to assem-
hle a comprehensive, encyclapedic collection of works
of artinall media. The lions share of the Moone glass,
aonsisting of 618 pieces balonging to the classical world of
Greace and Rome, offers examples that span the range of
glass-manufacturing techniques from the late sisth century
B.C. through late antiquity (fourth to sicth centuries 4.D).

Essentially, there are four hot-working technigues rep-
resanted in the Moore Collection. The first, coraferming,
was used to make small, clesed containers and required
that the hot glass heshapad by applying it to the cutside
of aclay coresupported on a rod (cats. TI-TK[CSLT-E])
Once thewessel had heen decorated and allowed to Cool,
the core inside was broken up and removed.’ Developad in
the Mear East during the Iron Age(ca. mid-eighth cent ury
B.C.), the sacond technique invoved casting or slump-
ing meltan glass over a former and was mone suitable
for making open shapes such as bowls and dishes (cats.
TE-TE [C5LE-11[1.2 The cther two techniques employed
during antiquity to produce glass wessak were blowing
and mald-blewing, both of which developed only at
ahout the time of the first Rxman empercr, Augustus
(. 27 B.C-AD 14).

The wessek preducad by the blown methods, along
with the artizare and knowhow associated with them,
quickly spread across the Roman Empire. Mold-blowing—
inflating a gob of hot glass attached to thaend of a blow-
ing pipz into a rwahble mold of two or more pats—was
an efficient way to produce a large number of standard-
ized hottles and drinking cups {cats. TK-TK[C5L12-14]).2
It was free-blowing, however, that allowed the glass-
wirker o demanstrate all his skill and dexterity, creating
awide variety of shapes, hoth clesed containers and
open tableware. Most Roman glass was made in this way,
from simple, utilitarian bottles to more elaborate vessels
decorated with ornamental handles, traik, and ribs (cats.
TE-TK[CSL 15-300. Blewn glass could be further enhanced
Iy cold-working techniques such as engraving and paint-
ing, both of which had also been employed on earlier
cast glass.

The examples of ancient glass shown here have been
salected to illustrate both the range and the axceptional
quality of these ohjacts inthe Moore Collection. Aside from
the heldings in the Greek and Reman At department, the
largest group of glass in the collection consists of the 116

Fig. 28, Tiffary & Co. (1837—
present). Beautiful object, from
Satheby's, Faberge, Russian
Wivks of At Object of Verty,
Ergiich, Contnentd and Arer
iczn Siver snd! Gold, June 24,
1927, no. 83

Fig. 20. Tiffary & Co. (1837—
present). Beautiful object, from
Satheby's, Febergpe, fussian
Wiovks of At Objecs of Verty,
Ergfich, Cantnentsd and Amer
fczn Siver snd' Gold, June 24,
1927, no. 83

Fig. 31. Tiffary & Co. (1837-
present]. Beautiful object, fom
Satheby's, Faberge, fussian
Wivks of At Object of Very,
Erglich, Cantnentd and Amer
iczn Sitver snd! Gold, June 24,
1927, no. 83

pieces in the European Sculpture and Decorative Arts depart-
ment, several of which illuminate important issues regarding
the earlier glass objects.*

Among these is a footed translucent purple glass bowl
identified as ‘enetian {urano) and estimated to have been
produced in the seventeenth o cighteenth century (cat. TK
[97.1.1431 15 The prominent vertical ribs on the body of this
piece recall those on Roman cast ribbed bowk, which were
preduced in both monechiome and mosaic glass; some of
the latter alse have a similar flaring base ring.©

The estahblishment in Wenice by Antonice Salviati in 1859
of the firmthat came to be known as the Compagnia di
“enezia e Murano led to an increased appreciation of all
aspects of ancient glass—techniques, colors, shapes, and
decoration—hut it abo crrated confusion between orig-
inals and copies, especially with regard to mesaic glass?
hoore hirsalf did not acquire (o, at kast, bequeath to the
hetiopolitan) any examples of Mura no moesaic glass that
reproduced andient prototypes. Several of these did, how-
avar, enter the Mussum' collection, hoth hefore the Moo
Baquest, as gifts of James Jackson Janves, and later in the
twientieth cantuny®

Ao shedding light on the Moo Collections ancient
glass is a curioLs object in the Greek and Roman department
that was long identified as a fragmentary glass drinking
horn (rhyton) from the later Rerman Imperial peried (fig.

13. Only recently has the piece been racognized as a French
arrne (hornArumpet), dating to the late sixteenth or early
senenteenth century.® The Metropolitan has a complete
axample, a giftt of Henry G. Mamquand in 1883, also in
translucent. deep hlue and decorated with cpagque white

trails (fig. 2). Meither Moone nor sucsessive Curators at the
Musaum connected the two piaces, and it is perhaps not

50 surprising that the incomplete example was regarded as
Rerman. Fragments of another similar object wers uncovered
in 2014 in a Belgian rescue axcavation only a short distance
froma Reman fort and cemetery.™ The objedt in the Gresk
and Reman department could @asity have bacome mixed in
with genuine Roman material.

Ancther piece of European glass in the Moore Collection
with connections to ancient glass & a barrel-shaped flask,
described as probably German and dating to the sewen-
teenth cantury (fig. 3). In 1917, as part of the |, Pierpont.
Morgan Gift, the Greek and Roman department acquired
a Roman barrelshaped jug (fig. 4), one of several that are
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12 -Neck Amphora (Jar)

Greek, Aftic, black-figure, ca. 510 B.C.
Teracctta

H.15% in. {38 dcm); Max. Diam. 10% in.
(26 iy Diam. of foot % in. (12.4cm)

The Metmopolitan Wuseurn of Art, bew York,
Edwamd . hioome Collection, Bequest of
Edwamd C. Moom, 1851 (31.1.463)

sed as a container for oil, wine, and other

prevEions, the amphora (Greek amphoreus,
deriving from amphi-foreds, Ycarried on both
sides" ) was named for its manner of transport,
the carrier holding it by twio handles that reach
fromithe mouth to the body of the vessel. There
wera two main types of amphoera: those in which
the nack is distinctly set off from the hody, such
as this example, and those in which the neck and
hody forma centinuous cunie.’

Decorated in the black-figure technique, this
wessal shows four warriors running to the left in
pairs on each side. Ancient Graeks did not hawe
anorganized army, but rlied on dtizen-soldiers
called hoplites, armed with large, round shislds,
helmets, greaves, and spears, whao fought in a
Clsely packed infantry formation known as the
phalanz. The painter here achiewes this crowded
affect by ovarlpping the shields and showing
only the points of twao spears and part of their
shafts and butts at either end of the composition.
All thewarriors wear Corinthian helmeats: two on
each side have low crests, and the other two high
crsts with plumes rendered in white. Shislds
with white exteriors aternate with those bearing
white emblerrs: a ball and a female leg on the
obverse, and a crescent and a crescent with a ball
on the reverse. The secondary decoration corsists
of a lrge palmette-lotis chain on the neck and
an elegant pattern under the handles compriing
four spiral palmettes and theee buds with a dot
of glaze in thair rhomboid centers. The successful
use of accessory colors and the overall thythmic
composition prefigure, in & way, charactaristics of
hoonets owr work.

The letters EN, scratched on the underside of
the foot, may stand for EANCEAATA (Entharnata),
a word denoting a batch of smaller vases that,
during a sale, accompanied master large-sized
¥agses a5 a set. Here, howswer, it might ako hean
ahbraviation of a personal name starting with EM,
such as Endios ®

38 catdogue

13 - Column Krater (Mixing Bowl)

Greek, Attic, black-figure, ca. 510 B.C.

Termoctta

Greek, Attic, attibuted tothe Gattingen Painter,

ca S00B.C.

Termcctta

H. 13%e in. (34.2 cm; Max, Diam. 10%4s in. (27.5 cm;
Diamn. of foot& 208 in. (162 cm)

The Metmpolitan Mussurm of Art, New Yok, Edward C.
Moo Collection, Bequest of Edward . Moo, 1531
(81.1.462%

ncient Greeks rarely drank theirwine undi-

luted, a favorite ratie being one part wine
to three parts water. To mix the two liquids,
they employed a wessel with a deep, broad body
and a wide mouth known as a krater. Although
uarious types of kraters were potted throughout
antiquity, their ancient names have not been not
identified. Archaeclkgists came to call the shape
representad By this wessel in the Moore dolladtion
a column-krater hecause of the columnar shape
of its handles, which Ccorgist of two pairs of gf-
lindrical stems terminating in a horizental plagque
joined to the rim.? Combined with an owver-
hanging lip, the columns impart a shape to the
wessel that resembles elements of post-and-lintel
architecture. In Late Archaic examples such as the
present one, the neck is higher, the hody & more
alongated, and the foot is double-stepped.

The krater illustrates the combat of Herakles
with the Thessalian Kyknes, the brigand son of
Ares whao rohbed travelers on their way to Delphi.
The rmyth was wvery popular in sikth-century
Athens, despite its minor role in the hero’ saga.
Here, Kyknos, armed as a hoplite, falls back as
hixod gushes from his wounds. On the neck of
thewessal, there are three pairs of hounds and
youths brandishing iagobofz (Clubs for striking
haresy and rendered in silhoustte with no indision
oh a white ground. The same, old-fashicned
decorative technique b employed on the rim,
which depicts grazing ibexes and felines hatween
twio palmettes.

On the reverse, there are two mermymaking
youths clad in himatia {mantles), wearing red
fillets in their hair and carrying walking sticks.
Placed on the ground between themis a peinted
amphera, decked with an iy garland.® The youth
at the left gestures to hk companion, who turns

back to offer him maore wine from an oinochoe.
Both the einochos and the amphora carry mock
inscriptions. Similar nonserse inscriptions fill the
hackground arund the figures at the neck, on
hoth sides of the body, as well as on Kyknoss
shigld.? The elahorate interior of Herakles's shiald,
with its handle terminating in anthemia (palmettes)
and flanked by two pairs of heraldic felines, is a
rare early representation of an ornate shield interi-
or in Gresk art #

Although it is not know n fram whom Maoors
purchased this krater, the inventory of his allec-
tion indicates that the wessel was found in * Capo-
na [sic], ltaly” and it is the only vase whose themes
are described in detail in the inventongs Ki

The Moone Cdlection of anciert Painted Potery




