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HisToRrIcisM, combining a fervent regard for the
past with the desire to re-create its forms, was a cul-
tural movement that swept through most of Europe
in the nineteenth century. Different countries reacted
to this phenomenon in different ways. In England,
for instance, historicism found early expression in the
Gothic Revival, of which Isaiah Berlin has written:
“The Gothic Revival represented a passionate, if not
nostalgic attitude towards life, and while some ex-
amples of it appear bizarre, it sprang from a deeper
sentiment and had a good deal more to say than some
of the thin ‘realistic’ styles that followed.”! In Ger-
many, the movement acquired strong romantic, reli-
gious, and patriotic overtones. In the Rhineland, a
region of concern to us here, historicism had a spe-
cial significance, focusing as it did on the restoration
and completion of the unfinished Gothic cathedral in
Cologne, a process that lasted almost sixty years.
Building activities, in the course of which two Gothic
towers were added to the cathedral, started as early
as 1823; in 1840, a society—the Dombauverein—was
formed for the purpose, and two years later a foun-
dation stone was laid by the crown prince; finally, in
1880, Emperor Wilhelm I presided over the closing
ceremonies.

Enthusiasm for the Gothic style in architecture
gradually led to an entirely new appreciation of
medieval art objects, and as a result much attention
was given to their restoration, often going beyond the
strict requirements of conservation. In the course of
repair, for instance, damaged objects were frequently
brought closer to nineteenth-century canons of beauty.
Prototypes were copied, faithfully or with variations,
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and the copies were circulated with or without mak-
ers’ marks. Such a climate of nostalgic make-believe
obviously did not foster the ability to discriminate be-
tween original and copy; above all, it discouraged in-
dependent creativity. Exhibitions were arranged in
which originals, restorations, and imitations could be
seen side by side, setting the seal of approval on the
effort to revive medieval art. Thus, in 1860, Dr. Franz
Bock (1823—g9), canon of Aachen Cathedral, mounted
an exhibition of the cathedral treasures, accompa-
nied by an illustrated catalogue, the frontispiece of
which recalls the crowning of Charlemagne at the ca-
thedral in A.p. 800 (Figure 1).2 Canon Bock em-
ployed highly skilled goldsmiths, who not only re-
stored but also replaced liturgical objects that had
been damaged through continuous usage. Among
these specialists was Reinhold Vasters (1827-1gog),
whose later activities, until recently shrouded in ob-
scurity, must be seen in part at least as the outcome
of this early environment, typical of the period of
historicism.

The present inquiry was prompted by the discov-
ery some years ago of a large collection of gold-
smiths’ designs in the Victoria and Albert Museum

A list of frequently cited sources is given at the end of this ar-
ticle.

1. L. Berlin, Personal Impressions (Oxford, 1982) p. 3.

2. F. Bock, Der Reliquienschatz des Liebfrauen-Miinsters zu Aachen
in seinen kunstreichen Behiiltern zum Andenken an die Heiligthums-
fahrt von 1860 (Aachen, 1860), preface by J. T. Laurent (“Mit
einer Einleitung von Dr. J. Th. Laurent, Bischof von Cher-
sonnes i.p.i.”).
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1. Frontispiece to Der Reliquienschatz des Liebfrauen-
Muinsters zu Aachen by Franz Bock (Aachen, 1860).
The Metropolitan Museum of Art, Thomas J. Wat-
son Library

that can be traced to Vasters and his workshop.® They
feature articles of virtu in medieval, late Gothic, and
Renaissance styles, and even a few in the style of the
nineteenth century. Although Vasters’s signature ap-
pears only twice, a great many drawings bear color
notations and instructions for the executing gold-
smith in German in Vasters’s handwriting. The dis-
covery has led to the identification of a considerable
number of objects in The Metropolitan Museum of
Art and elsewhere that are dependent, wholly or in
part, on some of these designs. Subsequent research
into Vasters’s background in Aachen has brought to
light not only the date of his death—June 14, 19gog—
which was previously unknown,* but also the cata-
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logue of Vasters’s estate, including plaster casts, gal-
vanoplastic reproductions, and a comprehensive art
library, offered for sale shortly after his death by the
auction house of Anton Creutzer in Aachen, October
26—27, 190g.° The drawings now in the Victoria and
Albert Museum, among them a few that are not by
Vasters, must have formed part of this sale. We are
now in a position to evaluate some of the opportuni-
ties and temptations that confronted this one-time
specialist in neo-Romanesque and neo-Gothic liturgi-
cal silver during his middle and later years.

The son of a locksmith, Reinhold Vasters was born
on June 2, 1827, in Erkelenz, a town about twenty-
four miles north of Aachen. He entered his maker’s
mark as a goldsmith in Aachen in 1853, and in the
same year was appointed restorer at the Aachen ca-
thedral treasury by Canon Bock. Two years later, he
married Katharina Hammacher; she died in 1859,
having borne him two daughters. Gradually, Vasters
acquired a reputation as a Gold- und Silberarbeiter,
specializing in liturgical silver in the Romanesque and
Gothic styles; in the town records he is repeatedly
mentioned as one known for “Anfertigung kirchli-
cher Gefisse in mittelalterlichem Stil,” but only once
named as a jeweler.® Vasters moved three times be-

3. I am indebted to the late John F. Hayward for having in-
troduced me to the Vasters drawings. They were apparently
bought by the London dealer Murray Marks at the sale of Vas-
ters’s estate in Aachen in 1gog, and were subsequently included
in the Marks sale at Christie’s, July 5, 1918, lot 17. Acquired by
Lazare Lowenstein for £37.16.0, they were presented by him in
1919 to the Victoria and Albert Museum (E.2570-3649-1919).
See Truman (1979) p. 154.

4. Information about the date of Vasters’s death, as about
other matters in the city records, is due to the kind assistance of
the staff of the Aachener Stadtarchiv. Prior to this research, only
the year 18go was quoted, as the date when Vasters ceased to be
active as a goldsmith; see M. Rosenberg, Der Goldschmiede Merk-
zeichen, 2nd ed. (Frankfurt am Main, 1911) p. 10, no. 34; ibid.,
grd ed., 2 vols. (Frankfurt am Main, 1922—28) I, p. 12, no. 42;
Truman (1979) p. 154; Grimme (1981) pp. 13—31; H. Tait,
“Spring in Bloomsbury: A Day to Remember,” Proceedings of the
Silver Society 3 (1983) p. 63.

5. See Katalog Vasters. His “reichhaltige kunstwissenschaft-
liche Bibliothek” comprised lots 517-818.

6. A. Kisa, Museums-Verein zu Aachen, Denkschrift aus Anlass
des Fiinfundzwanzigjihrigen Bestandes des Suermondt-Museums
(Aachen, 19o3) p. 4, and n. 1, where some of Vasters’s work is
specially mentioned; Rosenberg, Der Goldschmiede Merkzeichen,
2nd ed,, p. 10, no. 34, grd ed., I, p. 12, no. 42; Amtlicher Fiihrer



tween 1861 and 1870, a fact that suggests increasing
prosperity at a time when he still produced church
silver with his maker’s mark (Figures 2, 3). One ad-
dress, 26 Jacobstrasse, given on an invoice dated April
24, 1869 (Figure 4), was an ideal location for trade,
being close to the marketplace. The decorative ren-
dering of Vasters’s billhead is typical of the spirit that
must have moved him, at least during his earlier years.
The scene of the goldsmith in his workshop evokes a

durch die Historische Jahrtausend-Ausstellung in Aachen, exh. cat.
(Aachen, 1925) p. 87, nos. 113—116a, liturgical silver by Vasters
described as “neu-gotisch” and “neu-romanisch,” followed by
works of Martin Vogeno (nos. 117-125) and August Witte, sen-
ior (no. 131); G. Grimme, “Die Goldschmiedekunst der Kaiser-
stadt Aachen,” Die Bergstadt 14, fasc. 4 (reprint n.d.) p. 16; E. G.
Grimme, “Der Aachener Domschatz,” Aachener Kunstblitter 42
(1972) pp. 5, 57, no. 39; W. Scheffler, Goldschmiede Rheinland-
Westfalens: Daten, Werke, Zeichen (Berlin, 1973) I, p. 40, no. 137;
Grimme (1981) pp. 13-31; Richter (1983) pp. 63—70; Tait,
“Spring in Bloomsbury,” pp. 6364, figs. 2, 3.

2, 3. Reinhold Vasters (1827-190g), two neo-Gothic
chalices, hallmarked R. VASTERs AACHEN, Figure g
dated 1867. Silver-gilt, H. 20.6 cm., 21 cm. Ober-
kriichten, Catholic Church (photos: Landeskonser-
vator Rheinland, Bonn)

romantic make-believe, such as Goethe described in
the words of Faust to Wagner:

Was ihr den Geist der Zeiten heisst,

Das ist im Grund der Herren eigner Geist,

In dem die Zeiten sich bespiegeln.
(What you might call the spirit of the times is really men’s
own spirit, in which the times are reflected.)

In 1872, Vasters bought the house in which he was
to live until his death in 19og, at 177 Mariahilfstrasse.
The tree-lined Mariahilfstrasse, opened as recently as
1861, had soon become a favorite residential location
for well-to-do citizens of Aachen. During these later
years Vasters was apparently a man of considerable
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4. Invoice of R. Vasters, Goldarbeiter, 26 Jacobstrasse,
Aachen, signed and dated April 24, 1869, for two
silver-gilt Gothic chalices with patens and spoons
(“Zwei gothische Kelche nebst Patenen und Lof-
felchen in Silber und vergoldet 83 Loth schwer/
Kuppa & Patenen im Feuer vergoldet / nebst zwei
Etuis”) (photo: C.-W. Clasen)

substance, no longer dependent wholly on the sale of
church silver in the medieval style, but with other,
more lucrative sources of regular income. These were
evidently sufficient to enable him to participate as a
collector of decorative arts in the Disseldorf exhibi-
tion “Ausstellung der kunstgewerblichen Alterthii-
mer” of 1880,” and again in the “Kunsthistorische
Ausstellung” held in Diisseldorf in 1go2, when he ex-
hibited almost 500 objects; on that occasion, “the col-
lection of the Aachen goldsmith Vasters” was ac-
knowledged among others by the organizers of the
exhibition in a commemorative volume.?

Vasters’s collecting interests seem to have had a
surprisingly wide range, from goldsmiths’ work, where
his strength might have been expected, to textiles,
arms and armor, glass, rock crystals (see Figures 14,
15), ceramics, and even furniture. Edmund Renard,
commenting on the 1goz2 exhibition, wrote: “Among
the smaller private collections that of the Aachen
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goldsmith Reinhold Vasters offers a highly character-
istic picture; throughout one notes the specialist and
technician. Several decades of cooperation with the
greatest genius among nineteenth-century collectors,
Spitzer, have had a distinct influence on the forma-
tion of the collection.”® At that time Frédéric Spitzer
(1815—g0), the Vienna-born marchand-amateur, had
been dead for twelve years, but clearly his signifi-
cance among European collectors was not forgotten.
There is, as we shall see, much circumstantial evi-
dence to link Vasters with Spitzer, but this is the only

7. Ausstellung der kunstgewerblichen Alterthiimer in Diisseldorf 1880
exh. cat. (Diisseldorf, 1880). The catalogue is organized by class
of object; there are numerous loans by “Vasters in Aachen,” as
there are by “Spitzer in Paris” (see below). I am largely indebted
to Norbert Jopek, Trier, for this and other material connected
with Vasters as a private collector.

8. Die Kunsthistorische Ausstellung Diisseldorf 1902, exh. cat.
(Diisseldorf, 1go2) pt. 2, pp. 211-221, nos. 2918—3161; Die In-
dustrie- und Gewerbe-Ausstellung Diisseldorf 1902 (Diisseldorf, 1gog3)
P- 392.

9. Edmund Renard, “Die kunsthistorische Ausstellung Dis-
seldorf 19go2,” Rheinlande: Monatschrift fiir deutsche Kunst (1go2)
PP. 41—42, ill. (see Figure 15). “Unter den kleineren Privat-
sammlungen bietet die Sammlung des Aachener Goldschmie-
des Reinhold Vasters ein sehr charakteristisches Bild; tiberall
merkt man den Fachmann, den Techniker heraus; jahrzehnte-
langes Zusammenarbeiten mit dem grossten Sammler-Genie des
19. Jahrhunderts, Spitzer, ist fiir das Entstehen der Sammlung
von besonderem Einfluss gewesen.” The writer goes on to men-



contemporary mention that has so far come to light
of an association between them.

After 1895, Vasters is no longer referred to in the
Aachen records as a goldsmith, but as a retired per-
son—to be precise, a Rentner, a man of private means.
Sales from his collection, publicized by the loan exhi-
bitions in the Rhineland, probably helped to finance
the last years of his life. At all events, few objects of
the kind Vasters had exhibited figured in the sale cat-
alogue of his estate when he died in 190g.

Vasters’s early activities were ideally suited to the am-
bience of a quiet German cathedral town. His task of
restoring the cathedral treasures was typical of the
contemporary concern to preserve relics of the past,
an endeavor initiated with the foundation of the
Karlsverein zur Wiederherstellung des Aachener
Miinsters in 1847, just six years after the first such
creation in the Rhineland—that of the Dombauver-
ein in Cologne. It was in the shadow of medieval ca-
thedrals that neo-Romanesque and neo-Gothic styles
were promoted, leaving their mark not only on archi-
tecture, including such civic enterprises as schools,
museums, and railroad stations, but also on most
branches of sacred and profane art.!°

Indeed, practicing architects, such as those in the
Rhineland who participated in the completion of Co-
logne Cathedral, played an active role in extending
the prevailing historicism to goldsmiths’ designs. Al-
though the independent work that Vasters offered for
sale was often based upon prototypes in the Aachen
cathedral treasury, some of his clients preferred to
furnish their own designs. Thus, in 1865, the Catho-
lic congregation of Berlin asked the Cologne archi-
tect Hugo Schneider to design a crozier in twelfth-
century style for presentation to Leopold Pelldram,

tion the fragments of interest to specialists, in particular “a se-
ries of rock crystal vessels, mostly of 16th-century northern Ital-
ian, Milanese origin, with a wealth of carved ornament and figural
representation.” The loans by Vasters also included a varied se-
lection of gold jewels, with gemstones and enamels, of a kind
“specially favored in 16th-century Germany.”

10. P. Bloch, Skulpturen des 19. Jahrhunderts im Rheinland (Diis-
seldorf, 1975); W. Schifke, Goldschmiedearbeiten des Historismus
in Koln, exh. cat. (Cologne: Kélnisches Stadtmuseum, 1g80);
Grimme (1981) pp. 13—31; B. Mundt, “Theorien zum Kunst-
gewerbe des Historismus in Deutschland,” in Beitrige zur Theorie
der Kiinste tm 19. Jahrhundert, ed. H. Koopmann and J. A. Schmoll
gen. Eisenwerth (Frankfurt am Main, 1971-72) I, pp. 317—336.

5. Vasters, head of a crozier, made for Bishop Leopold
Pelldram of Trier, 1865, from a design by Hugo
Schneider. Silver-gilt, filigree, and enamel, H. 45 cm.
Trier, Domschatz (photo: D. Thomassin, Trier)
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the newly appointed bishop of Trier. Vasters, com-
missioned to execute the design, showed his masterly
handling of the techniques of filigree, enameling, and
embossing of allegorical figures (Figure 5). The cro-
zier was received with such enthusiasm as to be im-
mediately exhibited in Vienna and published in
Aachen."! Exhibited with the crozier were two chal-
ices by Vasters in Romanesque style, together with li-
turgical silver by Martin Vogeno (master in 1854) and
August Witte (master in 1858), both from Aachen.'?
The crozier was probably not the only item that Vas-
ters made from a design by Schneider, for two draw-
ings dated 1871 and signed by the architect are in the
collection at the Victoria and Albert Museum: one
shows a ciborium, the other a fountain;!3? the latter,
according to its handwritten legend, was entered in
the competition for the marketplace of Liibeck, where
it won first prize.

6. Vasters, design for a silver-gilt and jeweled pectoral
cross for Bishop Laurent, signed R. Vasters, ca. 1860—
65. London, Victoria and Albert Museum, E.goog-
1919 (photo: Eileen Tweedy)

Only two of the drawings in the Victoria and Al-
bert Museum bear Vasters’s signature. One of these
represents a covered cup in late Gothic style, which
closely resembles the Corvinus Cup of 1462 at Wiener
Neustadst, as well as its near copy formerly in the Karl
von Rothschild collection in Frankfurt.!* The other
shows a pectoral cross in Romanesque style, a design
in which the styles and techniques of past and pres-
ent are reconciled in perfect harmony (Figure 6). The
legend below the drawing notes that this pectoral cross
was executed for Bishop Laurent in silver-gilt with
precious stones and a chain, its value 230 talers.'® It
may not be altogether incidental that Vasters’s signa-
ture is found only on drawings of objects in a revival
style, something for which he had established a pro-
fessional reputation. Regrettably few items bearing his
maker’s mark seem to have survived. Silversmiths such
as Martin Vogeno and August Witte, who worked with

11. My thanks are due to C.-W. Clasen of Bonn, who first
brought the crozier to my attention, and to Norbert Jopek, sec-
retary of the exhibition “Schatzkunst Trier,” held in Trier Ca-
thedral in 1984, who kindly supplied a photograph; see Schatz-
kunst Trier, Treveris Sacra g, exh. cat. (Trier: Bischofliches
Generalvikariat, 1984) no. 218, p. 252, ill. For contemporary
references to the crozier see: K. B. and B., “Der Stab des Bis-
chofs Leopold von Trier,” Organ fiir Christliche Kunst (1865) pp-
150-151; and “Moderne kirchliche Kunst von Aachen im Os-
terreichischen Museum,” Echo der Gegenwart, no. 218 (Friday,
Aug. 11, 1865), reprinted from Neue Freie Presse. See also G.
Hermeling, “Zwei neue Bischofsstibe in goth. Stile,” Zeitschrift
fiir Christliche Kunst 5 (1892) pl. 11.

12. Rosenberg, Der Goldschmiede Merkzeichen, 2nd ed., p. 10,
nos. 35 (M. Vogeno) and 37 (A. Witte), grd ed., I, p. 12, nos. 43
(Vogeno) and 44 (Witte); Scheffler, Goldschmiede Rheinland-
Westfalens, 1, p. 40, no. 143 (Vogeno), p. 41, no. 146 (Witte);
Grimme (1981) p. 2o.

13. Victoria and Albert Museum, E.2580-1919, E.2584-1919.

14. For the Vasters drawing see Truman (1979) p. 161, fig.
12. Richter (1983) pp. 38—40, figs. 30—33, illustrates a galvano-
plastic reproduction of the original cup (fig. 31), of the kind
that might have been known to Vasters; see also note 167.

15. “Pectoral Kreuz ausgefiihrt fiir den hochwiirdigen Herrn
Bischof Dr. Laurent in silber-vergoldet mit echten Steinen und
Kette, 230 Thaler.” A Bishop Laurent contributed the preface
to Canon Bock's catalogue of the exhibition of treasures from
Aachen Cathedral in 1860; see note 2 above. The cross itself is
extant (Norbert Jopek, personal communication). It may have
been the “Croix pectorale d’Evéque” exhibited by Vasters in
Malines in 1864 (no. 1132): see Catalogue des objets d’art religieux
& Uhotel Liederkerke & Malines, exh. cat. (Brussels, 1864) p. 189,
“1120-1132 Objets exposés par M. Reinhold Vasters, orfévre
pour objets d’église en style moyen 4ge, Aix-la-Chapelle.” See
also ibid., nos. 1134—1140, for works by another Aachen gold-
smith, Martin Vogeno (see note 12).



him at the cathedral treasury, are far better known,
for many objects bearing their marks can be traced.
Moreover, Vogeno and Witte, who continued at the
treasury long after Vasters seems to have gone his own
way, established flourishing firms bearing their names.
Did Vasters chafe at the restricted activities of a ca-
thedral goldsmith, resenting the limitations on his
creative genius, on the range of objects he might hope
to design, and on the materials he could expect to
handle? Did he aim at higher compensation than could
be looked for within the boundaries of the cathedral
precinct? Whatever his reasons, Vasters seems not to
have participated in exhibitions of church silver after
1865, and the 186q invoice for two Gothic chalices
(Figure 4) is the last known reference to his work in
this vein.

As it happens, a promise of more varied activities,
tied to the prospect of rapid financial advancement,
could have opened up for Vasters during the sixties
as a result of his association with the cathedral trea-
sury. Around 1865, Canon Bock ordered the conver-
sion of a silver-gilt pax, made about 1520 by Hans
von Reutlingen, into a morse, or clasp. According to
Stephan Beissel, whose book on forged artworks ap-
peared in 19og, a dozen or so copies were made at
the time, some with slight variations (Figure 7).1® One
of these versions, incorporating parts of the original,
found its way into the Spitzer collection in Paris,
probably commissioned by the collector himself.!?

Frédéric Spitzer was no stranger in Aachen. He had
established a firm there in about 1855—Spitzer, Kunst-
und Antiquititen-Handlung—and maintained it un-
til at least 1868, moving three times during that pe-
riod.'® If we lend credence to tales then circulating in
Aachen, Spitzer induced the local clergy to let him
have old liturgical objects, arguing that in a damaged
condition these had lost most of their value. Moved
by deep-rooted antiquarian concern, he was never-
theless willing to acquire such objects and to replace
them with new ones, made to serve their specific li-
turgical purposes even better, while preserving the
appropriate “medieval” style.

If, as seems plausible, the conversion of the origi-
nal sixteenth-century pax by Hans von Reutlingen was
entrusted to Vasters, Spitzer must have been im-
pressed by the cathedral goldsmith’s resourcefulness
in blending old and new parts to create a harmoni-
ous unit. That Spitzer had friendly ties with the ca-

thedral authorities—ties that no doubt he was able to
exploit—is confirmed by his gift in 1871 of a silver-
gilt morse, once again composed of old and new
parts.!® In all likelihood, this morse was made by Vas-
ters. It displays a Romanesque openwork roundel
within a pseudo-Romanesque quatrefoil setting; the
inscription includes the words FRIEDERICUS SPITZER
ARCHAEOLOGUS VIENNENSIS A 1871.

Two other works can probably be assigned to the
same early phase of Vasters’s new career, if we are
right in thinking that its opening stages were marked
by commissions to convert and reset surviving trea-
sures. One is a remarkable enameled plaque with the
Holy Trinity, now in the National Gallery in Wash-
ington, D.C. (Figure 8).2° The roundel is a superb ex-
ample of ronde-bosse technique—enamel on gold raised
in high relief—executed in the finest French court
tradition of about 1400. The silver-gilt setting, on the
other hand, shows close affinities with the pax by Hans
von Reutlingen, converted into a morse around 1865
(see Figure 7).

16. S. Beissel, Gefilschte Kunstwerke (Freiburg im Breisgau,
1gog) p. 86, “wohl ‘ein Dutzend Kopien.” For a full bibliogra-
phy see Grimme, “Der Aachener Domschatz,” pp. 122—123, ill,,
and pl. 145. For similar morses see: Catalogue illustré de la collec-
tion . .. Antoine Jos. Essingh, sale cat., J. M. Heberle (H. Lem-
pertz) (Cologne, Sept. 18—29, 1865) pt. 11, lot gog, pl. viir (up-
per; see Figure 7); E. Felix, Zierstiicke des dlteren deutschen,
franzisischen und italienischen Kunstgewerbes zumeist aus dem sech-
zehnten Jahrhunderte, nach den Originalen in der Kunstsammlung von
Eugen Felix . .. (Leipzig, 1883) no. 617, pl. x111, mounted on
copper gilt; J. Camén Aznar, Guia abreviada del Museo Lazaro
Galdiano (Madrid, 1951) ill., “Gran broche gético de capa plu-
vial”; Richter (1983) pp. 7071, fig. 61, morse in the Kestner
Gesellschaft Museum, Hanover.

17. Collection Spitzer, 1, p. 140, no. 144 (German, end of 15th
or beginning of 16th century), ORFEVRERIE RELIGIEUSE pl. Xx1v;
Spitzer Sale, I, lot 350, pl. 1x, cf. lots 346, 349, 364.

18. 1855-58: 10 Ursulinerstrasse; 1858—61: 38 Harscamp-
strasse; 1861—65 (or 1868): 40 Harscampstrasse.

19. Grimme, “Der Aachener Domschatz,” pp. 149—150, no.
166, pl. 192.

20. Burlington Fine Arts Club, Catalogue of a Collection of Eu-
ropean Enamels: From the Earliest Date to the End of the XVIII. Cen-
tury, exh. cat. (London, 1897) p. 74, no. 242b, and pl. Lxu,
“Lent by J. E. Taylor”; Catalogue of the . . . Collection of Works of
Art. .. Formed by ]. E. Taylor, sale cat., Christie’s (London, July 1,
1912) lot 234, ill; T. Miiller and E. Steingriber, “Die fran-
z6sische Goldemailplastik um 1400,” Miinchner Jahrbuch der Bild-
enden Kunst 5 (1954) pp- 36, 38, 67, no. 4, fig. 9; P. Verdier, “La
Trinité debout de Champmol,” in Etudes d’art offertes & Charles
Sterling, ed. A. Chatelet (Paris, 1975) pp. 69—70, fig. 48.
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7. Morse with the Virgin and Child, after pax by Hans

von Reutlingen, ca. 1520, here attributed to Vasters,
ca. 1860—64. Silver, H. 17 cm. Formerly Cologne,
Antoine Jos. Essingh Collection. The Metropolitan
Museum of Art, Thomas J. Watson Library (photo:
after Heberle’s sale catalogue, 1865, pl. vii, detail)

. Morse with the Trinity: central group, Paris or Bur-
gundy, ca. 1400; setting attributed to Vasters, ca.
1865—70. Enameled gold, pearls, jewels; diam. 12.6
cm. Washington, D.C., National Gallery of Art, Wi-
dener Collection, 1942.9.287 (photo: National Gal-
lery)

. St. James Major at the Battle of Clavijo: plaque, Danube
region, ca. 1520; frame by Vasters, ca. 1865—70.
Enameled gold and silver-gilt. London, Victoria and
Albert Museum, M.551-1910 (photo: Victoria and
Albert Museum)

170




The second, which was in Spitzer’s collection at his
death, is an early sixteenth-century enameled plaque
from the Danube region, showing St. James the Ma-
jor at the battle of Clavijo, in a silver-gilt setting de-
signed by Vasters (Figure g).2! The plaque itself had
formed part of the roof of the Erasmus Shrine once
in the Hallesche Heiltum of Cardinal Albrecht von
Brandenburg. Since 1910 this work has been in the
Victoria and Albert Museum, where an inventory note
records that it was “Restored by Vasters” and men-
tions the existence of a photograph, now lost, which
showed an alternative setting.?? This is the only known
instance in which a near-contemporary source has
linked Vasters by name with an object formerly in
Spitzer’s collection. The lack of documentary evi-
dence, however, need not deter us from attributing
to Spitzer a critical role in Vasters’s career.

The two men could not have been more different in
background. Frédéric Spitzer (Figure 10) was a
prominent member of the antiquarian world, who
moved with apparent ease across the international
scene in the second half of the nineteenth century,
amassing vast quantities of antiques that ranged from
furniture, sculpture, and arms and armor to glass,
ivories, enamels, bronzes, and exquisite objets de vi-
trine; their value has been estimated at twelve to four-
teen million French francs.? In 1852, having decided
no doubt that Paris would offer the best base for his
operations, Spitzer bought a large house in the six-
teenth arrondissement at 33 rue de Villejust, there-
after known as the Musée Spitzer, in which his accu-
mulated treasures were displayed (Figures 11, 12).

In considering Spitzer as a collector and dealer, it
is as well to remember that the Napoleonic conquests
had resulted in an almost unprecedented destruction
and dislocation of works of art in Europe. The grad-
ual reawakening of national consciousness stimulated
new interest in these scattered treasures. Some had
been damaged beyond repair, but others could be re-
stored and preserved. Frédéric Spitzer, combining
commercial genius with genuine antiquarian inter-
ests and a discerning eye, knew instinctively how to
exploit the situation. He appealed to a new society of
bankers and merchants with a penchant for personal
magnificence, luring them with Viennese charm to
yield to the fascination of art collecting under his
guidance. Spitzer seems to have used every trick of
the trade to make contacts with prospective clients.

Preferring to be known as an amateur, he invited Liszt
to play the piano to specially invited friends, asked
outstanding actors of the Comédie Francaise to recite
for them, and on one occasion even added a touch
of humor by himself appearing in the guise of
Charles V.2

Writing in the year of Spitzer’s death, Edmond
Bonnaffé gave an admirable description of the flair,
energy, and business sense that had contributed to his
success: “Il avait I'instinct de la curiosité, le flair des
belles choses, le coup d’oeil rapide et sir, une activité
endiablée, le génie des affaires et foi dans son étoile;
il devait réussir.”?> Bonnaffé’s description of Spitzer’s
house and those who frequented it is also worth
quoting: “Pendant douze ans [1878—go], 'hotel de la
rue de Villejust a été le pelerinage de toute aristo-
cratie européenne, aristocratie de naissance, de ta-
lent ou de fortune.”?® In the end, however, the privi-
lege of being one of Spitzer’s clients was not entirely
unmixed, particularly for those who bought at the sale
of his collection in 1893—*“la plus grande vente du
siecle.” The catalogue of the sale, which ran from April
17 to June 16 and realized well over nine million
francs,?” stipulated that “il ne sera admis aucune ré-
clamation une fois I'adjudication prononcée.” Even at
the time questions were raised in some circles about
Spitzer’s connoisseurship and motivation. Justus
Brinckmann, director of the Hamburg Museum fiir
Kunst und Gewerbe, was quick to point out Spitzer’s
methods of misleading those who sought the truth

21. Collection Spitzer, 111, p. 143, no. 12 (Venetian, beginning
of 16th century), ill.; Spitzer Sale, II, lot 1797 (Venetian or
Spanish); Burlington Fine Arts Club, Catalogue of a Collection of
European Enamels, pp. 72—73, no. 242, pl. Lx1, “Lent by G. Salt-
ing”; E. Steingraber, “Siiddeutsche Goldemailplastik der Friih-
renaissance,” in Studien zur Geschichte der Europiischen Plastik:
Festschrift Theodor Miiller . . . , ed. K. Martin (Munich, 1965) pp.
225, 228, figs. 8, 9; J. Rasmussen, “Untersuchungen zum Hal-
leschen Heiltum des Kardinals Albrecht von Brandenburg,”
Miinchner Jahrbuch der bildenden Kunst 27 (1976) pp. 105-106,
figs. 44, 45.

22. See Truman (1979) p. 154.

23. Beissel, Gefilschte Kunstwerke, p. 151.

24. M. Rheims, La Vie étrange des objets: Histoire de la curiosité
(Paris, 1959) pp. 36, 401.

25. E. Bonnaffé, Le Musée Spitzer (Paris, 189o) p. 8. (Bon-
naffé’s essay was adapted and reprinted as a preface to the Spit-
zer Sale catalogue, pp. xiii-xx, see esp. p. xiii.)

26. Bonnaffé, Musée Spitzer, p. 22.

27. Spitzer Sale, supplement, p. 12: 9,123,780 frs.; Beissel,
Gefiilschte Kunstwerke, p. 152: 9,500,000 fTs.
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about objects in his collection.?® The quality of much
of the collection was outstanding, but Spitzer’s pro-
clivity for obscuring or inventing provenances, for
combining old with old or old with new to complete,
to beautify (in terms of contemporary taste), or simply
to multiply objects had not gone unnoticed. A few
years after the sale, one writer referred candidly to
the fakes and overrestored items it had contained.?®

Spitzer is known to have engaged gifted designers
and craftsmen, specialists in their own right. He had
them study great collections of religious and secular
art, including those of arms and armor, and commis-
sioned them to furnish sketches as points of depar-
ture for ingenious repairs or new settings of old frag-
ments. The practice of revitalizing broken or otherwise
damaged works of art, particularly those made of
precious materials, and of creating for them new,
congenial settings has a long tradition and is not in
itself illegitimate. Difficulties arise, however, if decep-
tively optimistic descriptions and pedigrees are at-
tached to the results. The prevailing trend of histori-
cism, with its emphasis on the revival of arts and crafts
and on the merits of medieval and Renaissance pro-
totypes, proved to be highly auspicious for this part
of Spitzer’s enterprise.

We learn from Beissel, whose Gefilschte Kunstwerke
appeared in the year of Vasters’s death, that Spitzer
had “as is well known, employed for almost fifty years
a series of first-rate artists in Paris, Cologne, Aachen,
etc., who made him ‘old things.”®° It seems reason-
able to suppose that Spitzer was not eager to adver-
tise these activities, and a designer resident in Aachen,
out of the public eye, would have suited his purposes
admirably.

Initially, Vasters may not even have fully realized
that objects executed by him or from his designs were
to be passed off as rare survivals of medieval or Ren-
aissance art, as Spitzer was to describe them in later
life in an ambitious catalogue of his collection. This
magnificently printed and illustrated six-volume work
was brought out in the years 18go—g2. Entirely
planned by Spitzer, who lived to see only the first vol-
ume published, the catalogue included contributions
by a number of well-known specialists.

When the collection was sold in 1893, a two-volume
catalogue was issued, more or less repeating the en-
tries used in the earlier volumes. One of the accom-
panying plates shows a group of rock crystal and
hardstone vessels and other objects (Figure 13), fifteen
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of which are now in the Metropolitan Museum. Many
of the items can be recognized in the photograph of
the interior of the Musée Spitzer, in the center vi-
trine against the far wall (Figure 12). With less evi-
dent justification, many can also be recognized among
the Vasters designs in the Victoria and Albert Mu-
seum, where, as we shall see, working drawings for
them, in part or whole, are clearly identifiable. The
catalogue entries attribute completely authentic ori-
gins to these as to almost every other piece in Spit-
zer’s collection 3!

Both catalogues—that of the Spitzer collection and
that of the sale—were listed in Vasters’s library when
it was auctioned in 19gog.3? Vasters’s ownership of these
volumes can only indicate that he was aware of Spit-
zer’s duplicity.

Without the catalogues, of course, it would be
practically impossible to link Spitzer by name with such
an extraordinary array of objects, ranging all the way
from works of exceptional quality to made-to-order
fakes. No doubt a great many items had passed
through Spitzer’s hands before he decided to cata-
logue his collection, and of these transactions there
are no known records. Some objects, including sev-
eral that had not been catalogued, remained in the
family, and were sold by his heirs in 1929.3

28. J. Brinckmann, “Die Versteigerung der Sammlung Spit-
zer in Paris,” Museum fiir Kunst und Gewerbe in Hamburg: Bericht
fiir das Jahr 1893 (Hamburg, 1894) pp. 45—68. See also W. von
Bode, Mein Leben (Berlin, 1930) 1, p. 155; 11, p. 97.

29. W. B[raun], “Noch einmal die Versteigerungen Zschille
und Bardini in London,” Repertorium fiir Kunstwissenschaft 22
(1899) p- 423. The writer mentions the Spitzer collection and
the prices attained “fiir die hervorragenden Stiicke, noch fir
das Gros der Sammlung, das zahlreiche falsche oder stark res-
taurirte Stiicke, ja ganze Abtheilungen, welche dieser Vorwurf
traf, in sich schloss.”

30. Beissel, Gefiilschte Kunstwerke, p. 152, “Er beschiftigte be-
kanntermaBen seit fast 50 Jahren eine Reihe vortrefflicher
Kinstler zu Paris, Koln, Aachen usw., die ihm ‘alte Sachen’
machten.” Not unnaturally, no names are named, though the
mention of Aachen in this context may be thought significant.

31. For bibliographical information about the catalogues see
the list of frequently cited sources. Although for present pur-
poses the two sets of entries have not been collated, they appear
to be substantially the same; significant differences are noted.
Both catalogues use the following formula for provenance and
date: “Travail allemand (XVIe siecle),” “Travail italien (fin du XV*
siecle),” and so on.

32. Katalog Vasters, lots 664, 665.

33. See Spitzer Sale (1929). A sale of the arms and armor was
held in Paris in 18g5.



10. Frédéric Spitzer (1815—go), frontispiece to Le Musée
Spitzer by Edmond Bonnaffé (Paris, 1890). The Met-
ropolitan Museum of Art, Thomas J. Watson Li-

brary

11. Interior of the Musée Spitzer, 33 rue de Villejust,
Paris 16e. The Metropolitan Museum of Art, Thomas
J- Watson Library (photo: after Bonnaffé, Le Musée

Spitzer)
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12. Detail of Figure 11

13. Rock crystal and hardstone

objects included in the sale of e _ :
the Spitzer collection, Paris, Sachew  Robotball Qfoitp aus tor Uy T, Lavir s
1893. The Metropolitan Mu-
seum of Art, Thomas J. Wat- 14, 15. Two installation photographs of rock crystal ob-
son Library (photo: after Spit- jects lent by Vasters to the exhibition “Die Kunsthi-
zer Sale, pl. LIx) storische Ausstellung Diisseldorf 19o2,” Figure 14
annotated—by Vasters(?)—Aachen Bergkrystall. Ge-
fisse aus der Slg. R. Vasters (photos: Rheinisches Amt
fir Denkmalpflege)
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The association between Spitzer and Vasters must
have had its legitimate aspect, or it could hardly have
been mentioned openly in 1go2 as having influenced
Vasters’s private collection.?* Two installation photo-
graphs of rock crystals exhibited by Vasters that year
are striking confirmation of his dependence on the
other’s example (Figures 14, 15), though at a much
less ambitious level. The fragmentary nature of some
of the exhibits, the temporary or unfinished appear-
ance of certain mounts, the unadorned baluster stems
of different heights—suggesting alternative forms of
presentation, are intriguing clues to the kind of work
Vasters had been engaged in before his retirement,
and was perhaps still prepared unofficially to put in
hand. The photographs also raise a number of spec-
ulations about what were then regarded as permis-
sible borderlines between authentic, restored, and
retrospective works.

Our present pursuit, to match Vasters’s designs in the
Victoria and Albert Museum with the objects re-
stored or made from them, and where possible to
suggest his prototypes and sources of inspiration, is
primarily concerned with Renaissance and neo-
Renaissance works which are today in the Metropoli-
tan Museum. Included in the discussion are certain
related works in other—mainly American—collec-
tions. Although the great generation of American
collectors—Altman, Friedsam, Morgan, Walters, and
Widener—came too late to have had direct contact
with Spitzer, they were still under the spell cast by
those objets de luxe that he had so successfully pro-
moted. With a single striking exception, now in a pri-
vate collection in the United States, Vasters’s medie-
valizing designs are not examined here. The logical
place for an investigation of that side of Vasters’s ac-
tivities is the Rhineland, where medieval objects were
valued and collected, and where some of Vasters’s
medieval-style chalices are still in use.?®

Before going further it is as well to admit our de-
pendence on Vasters’s designs as guides across difhi-
cult territary. Certain Renaissance-style pendants,
cups, or ebony and gold cabinets, previously ac-
cepted as genuine—if sometimes with an element of
doubt as to the exact origins of a piece—must now be
seen as creations or re-creations of the nineteenth
century. Expert opinions about undocumented ob-
jects, or objects whose provenance is not in doubt, have
traditionally been based on personal experience and
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sensibility, depending heavily on the absence of me-
chanical casting or tooling, as well as on the character
and colors of the enamel if used. However, such ex-
pertise can be faced with insurmountable problems
if, for example, the design of a piece is impeccably in
period and it is not available for handling. Where no
outside doubts about authenticity exist, the tendency
is to seek an art-historical explanation of elements that
may seem out of key. As the frontiers of our knowl-
edge have expanded, through the aid of photogra-
phy, metallurgy and chemistry, and the discovery of
Vasters’s designs, the pioneer work of Otto von Falke
in 1924 becomes even more admirable: Falke was the
first to express doubts about some of Vasters’s crea-
tions.* In this context a pertinent example, never
previously questioned, is the so-called Rospigliosi gold
cup, enhanced as it is by historical associations. Most
of the controversial objects under discussion, how-
ever, are far less ambitious and tend to follow repeti-
tive, if not monotonous, designs. Their occasional lack
of surface quality has often been attributed to a pro-
vincial origin, in some faraway region of eastern Eu-
rope or southern Spain. When such objects are
matched with preparatory drawings by Vasters, their
nineteenth-century origin can no longer be in doubt.

The surviving drawings now in the Victoria and
Albert Museum are predominantly, though not ex-
clusively, secular in character, with an emphasis on
Renaissance style. This in itself suggests that for the
most part they postdate Vasters’s employment as a
cathedral goldsmith, when his concerns are more likely
to have been with medieval church art. Among the
drawings are illustrations of or after pieces that could
not be seen in the Rhineland. Although Vasters was
obviously in a position to travel, his well-stocked art
library, which must have represented a considerable
investment, would have served him for reference as
well as inspiration. One is inclined to believe that only
after he had severed his ties with Aachen Cathedral

34. See note g above, esp. the reference to rock crystal vessels
of mainly 16th-century northern Italian, Milanese origin. The
writer used the photograph reproduced here as Figure 15 to
illustrate his point that the rock crystals, though damaged, still
created a very rich impression.

35. Such an investigation has recently been undertaken by
Norbert Jopek, attached to the cathedral treasury in Trier.

36. O. von Falke, “Silberfilschungen,” Belvedere 5, Forum

(1924) pp. 1-6.



did Vasters fully respond to the general trend of the
Griinderjahre in Germany, ready to work in a greater
diversity of styles and to produce Schatzkammer ob-
jects for which a demand had become perceptible.

Uncertainty remains as to the whereabouts of the
workshops in which Vasters’s designs were realized.
As so many of the items to be discussed belonged at
one time to Frédéric Spitzer in Paris, it seems likely
that one or more workshops existed there, to handle
in particular those objects which incorporated genu-
ine fragments from Spitzer’s collection or which were
made of heavy gold and precious gemstones that he
might have preferred to keep under his eye. On the
other hand, objects whose related drawings re-
mained in Aachen were probably executed—at least
in part—in local workshops. The coexistence of sev-
eral centers of production might also help to explain
discernible differences in quality and technical ac-
complishment in the finished pieces. Unfortunately,
there is no evidence to indicate whether Vasters sold
his designs wherever he could, or predominantly to
Spitzer, whom he survived by nineteen years. The
circumstances suggest, however, that Spitzer had se-
cured for himself considerable prerogatives, based on
steady patronage and regular financial support.%”

In the absence of any hall- or master’s mark estab-
lishing the precise authorship of the objects under
consideration, it is wise to refrain from making direct
attributions to Vasters, tempting as it may be to do
so. Too few of his drawings are signed. Moreover, the

37. It would be interesting to know the source of Rosenberg’s
information (see note 4) that the last year in which Vasters was
active as a goldsmith was 18go—the year of Spitzer’s death. In
the Aachen city records, as noted, Vasters is not described as a
Rentner until 189g5.

large number of objects depending on them raises
doubts about their varied use. Until more is known
about Vasters’s practice as a designer and about the
workshops that realized his designs, his autograph
work is best limited to examples of hallmarked litur-
gical silver such as are still found in churches of the
Rhineland. It is difficult, however, to resist mention-
ing in advance at least three items, based on designs
from Vasters’s estate and of superb quality, that seem
to show this Aachen goldsmith at his best: the mounts
and bail handle of a sixteenth-century rock crystal bowl
(Figure 68); the enameled-gold settings, including the
figure of a recumbent dog, of a seventeenth-century
red jasper bowl (Figure 152); and a large agate cov-
ered bowl, with densely ornamented figural and dec-
orative bands and finial (Figure 163).

In the discussion that follows, the pieces have been
grouped for convenience as far as is practicable: pen-
dants (Figures 16—55); gold-mounted rock crystals of
sixteenth- and seventeenth-century origin, including
verres églomisés in rock crystal settings (Figures 56—g5);
gold-mounted rock crystals of nineteenth-century
origin (Figures g6—151); hardstone vessels with gold
mounts (Figures 152—165); the Rospigliosi gold cup
(Figures 166—177); wood objects mounted in gold
(Figures 178-187); a hardstone statuette (Figures 188—
193); and—by way of a postscript to this review of
Renaissance and neo-Renaissance works—a neo-
Gothic drinking horn (Figures 194—205).
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PENDANTS

A small scent bottle from the Medici collections, now
in the Museo degli Argenti in Florence (Figures 16—
18),*® must have been known to Vasters, probably
illustrated in one of the many pattern books and
volumes of lithographs of art objects from earlier pe-
riods that formed his working library. The gold-
mounted bottle of banded agate, set with rubies and
diamonds, has at each end an oval medallion enclos-
ing an enameled figure in low relief: one is a young
man, attired in the fashion of 1515—20, the period of
the youthful Francois I, who runs beside the wheel of
fortune; the other is a lady, also in fashionable dress
of the period, who raises one hand to receive a heart
presented to her out of the clouds. The much-
damaged inscription includes the word FORTUNE.

16-18. Scent bottle, France, ca. 1515—20. Banded ag-
ate, enameled gold, rubies, diamonds. Florence, Mu-
seo degli Argenti (photos: Marcello Bertoni)

A color sketch by Vasters shows this Medici scent
bottle converted into a pendant, embellished with
Schweifwerk and a central band with a cartouche of
mid-sixteenth-century character (Figure 1g); encir-
cling inscriptions read, on the left, LE PATRIAR[CH] and,
on the right, ABRAHAM. The matching piece, for-
merly owned by Spitzer, is now in the Metropolitan
Museum as part of the Robert Lehman Collection
(Figures 20—22).° Unaware of the contradictions of
style between shape and decoration, and disregard-
ing the secular character of the original in Florence,
Vasters substituted for the lovers in the medallions
busts of bearded Old Testament figures, named on

38. Y. Hackenbroch, “A French Perfume Bottle in the Medici
Collections,” Miinchner Jahrbuch der Bildenden Kunst 36 (1985) pp-
72—80.

39. Spitzer Sale (1929) lot 605, ill., “French, 16th century”;
Exposition de la Collection Lehman de New York, exh. cat. (Paris:
Musée de I'Orangerie, 1957) p. 133, no. 208, pl. 86.




19. Design for scent-bottle pendant, ca. 1870—qgo. Lon-
don, Victoria and Albert Museum, E.2839-1919
(photo: Eileen Tweedy)

20-22. Scent-bottle pendant, ca. 1870—go. Banded ag-
ate, enameled gold; 6.7 X 3.7 cm. The Metropoli-
tan Museum of Art, Robert Lehman Collection,

1975-1.1534
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23-25. Designs for a mermaid pendant, ca. 1870-go.
London, Victoria and Albert Museum, E.2827,
2802,2800-1919 (photos: Eileen Tweedy)

the enameled bands encircling the bottle as ABREHAM
LE PATRIACHE and JONAS LE PATRIACHE; the latter dis-
plays an open book. A strange pair for an object orig-
inally conceived as a lover’s token! The bust portraits
correspond in style to Paris enamels made about 1400,
and are curiously reminiscent of the representation
of God the Father in the Trinity morse, which I be-
lieve to have been reset by Vasters (see Figure 8). A
similar scent bottle with “PATRIACHES” formed part of
the Lafoulotte collection.*

Vasters made several drawings for pendants in the
form of mermaids, wearing either a diadem or a
crown, each one displaying a large baroque pearl in
her chest. Sometimes, as in Figures 23—25, the mer-
maid holds a sun-scepter, a motif known in only one
prototype: like the scent bottle that Vasters adapted,
this is in the Medici collection in Florence (Figures
26, 27.)*! It shows a mermaid wearing a crown and
carrying a sun-scepter in one hand with an hourglass
under the other arm; these attributes distinguish her
as a personification of Fortune, queen of the waves,
which she rules in sunlight and in darkness, across
changing tides, measured and symbolized by the sand
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40. Collection de Lafaulotte: Objets d'art de curiosité et d’ameuble-
ment . . . , sale cat., Hotel Drouot (Paris, Apr. 5—13, 1886) lot
go1, ill.

41. C. Piacenti-Aschengreen, Il Museo degli Argenti a Firenze
(Milan, 1968) no. 2027, color pl. 62; Hackenbroch (1979) p.
240, fig. 642, p. 368 n. 26 with full bibliography; Y. Hacken-
broch, Treasures of the Medici (Florence, forthcoming).



26, 27. Pendant with mermaid as Fortune, Netherlands,

ca. 1575. Enameled gold, pearls, jewels. Florence,

Museo degli Argenti (photos: 26. Marcello Bertoni;
27. Hackenbroch)

28, 29. Pendant with mermaid as Fortune, ca. 1870—go.
Enameled gold, silver, pearls, jewels; H. 13.3 cm. The

Metropolitan Museum of Art, Gift of J. Pierpont
Morgan, 17.190.881
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running through her hourglass. Such an interpreta-
tion, obscured by the passage of time, would have been
perfectly clear to Renaissance society, well versed in
the literature of emblem books. A nineteenth-century
version of this pendant (Figures 28, 2g), now in the
Metropolitan Museum, can be attributed to Vasters
even in the absence of a design that corresponds to it
exactly.*? Considerable liberties have been taken in
creating the later version. Renaissance pendants are
almost always made of gold; but the New York ex-
ample is cast predominantly in silver, which causes the
mermaid’s traditionally fair and alluring body to tar-
nish, and her legendary golden hair to darken. If, as
seems likely, Vasters copied the Florentine pendant
from an illustration, he would have had no opportu-
nity to examine the reverse. Otherwise he might have
noticed that the sun-scepter was backed not by a re-
peat of the face on the front but by a crescent moon,
symbolizing the mermaid’s reign by night as well as
by day. Her shoulders at the back are partly hidden
by a three-lobed collar; these lambrequins, such as are
seen in Vasters’s sketches, cover her traditionally ex-
posed charms in a coy, Victorian manner. Finally, her
fishtail should be scaled; in the silver copy, its reverse
shows a pattern of nonheraldic fleurs-de-lis, compa-
rable to the larger pattern on the nineteenth-century
base that supports the reliquary bust of Charle-
magne, donated to Aachen Cathedral by Charles V
in 1376.%%

A number of pendants with allegorical or mytho-
logical beings can be matched to designs by Vasters.
These include a pendant with the figures of Charity

and three children, in the Victoria and Albert Mu-
seum (Figures 30, 31);** one with Fortitude mounted
on a stag, in the Walters Art Gallery, Baltimore (Fig-
ures 32, 33);*® and one with a Triton riding a sea
monster, in the Metropolitan Museum (Figures 34,
35).%6 They show that Vasters and those working from

42. G. C. Williamson, comp., Catalogue of the Collection of Jew-
els and Precious Works of Art the Property of J. Pierpont Morgan (Lon-
don, 1910) pp. $5—36, no. 24, pl. x11 and color pl. 11; Hacken-
broch (1979) p. 368 n. 26. For a similar mermaid pendant, also
based on Vasters’s designs, with sun-scepter but no hourglass,
the tail set with diamonds and rubies, see Luthmer (1883—85)
I1, color pl. 50c.

438. Grimme, “Der Aachener Domschatz,” pp. 88—go, no. 69,
color pl. xi. For further comparisons see ibid., pp. 102—-103,
nos. 79 and 80, pls. 91—g4 (fleur-de-lis patterns on the armorial
shields of Hungary and Poland), and pp. 103—104, nos. 82—84,
pls. 96—98 (fleurdelisé backgrounds). All these are 14th-century
works, heavily restored about 1860—70.

44. See Truman (1979) p. 160, color pls. Fi, Fii, G (middle row,
left and right), fig. 10; Princely Magnificence, p. 44, color pl., p.
137, No. H17, p. 139, no. HG1, ill. Another version with three
children is at present on the market in Germany.

45. Collection Spitzer, 111, p. 148, no. 34 (German, 16th cen-
tury), Bjoux pl. v; Spitzer Sale, 11, lot 1819, pl. xLvii; D. Scar-
isbrick, “The Jewelry of the Renaissance,” in Jewelry Ancient to
Modern, Walters Art Gallery cat. (New York, 1980) p. 190, no.
518, ill.; Princely Magnificence, p. 44, color ill,, p. 137, no. H1g,
and p. 139, no. HGg (drawing E.2801-1919; another E.2855-
1919).

46. Hackenbroch (1979) p. 338, fig. go8, color pl. xxxx;
Princely Magnificence, pp. 139—140, no. HG4, ill. (drawing,
E.2818-1919); C. Vincent, in The Jack and Belle Linsky Collection
in The Metropolitan Museum of Art (New York, 1984) pp. 194—
195, no. 114, ill.

30. Pendant with Charity, ca. 1870—-go.
Enameled gold, pearl, jewels; H. 7.1
cm. London, Victoria and Albert
Museum, M.534-1910 (photo:
Hackenbroch)

31. Design for Charity pendant, ca.
1870—go. London, Victoria and Al-
bert Museum, E.2841-1919 (photo:
Eileen Tweedy)



32.

33

Pendant with Fortitude riding a stag, ca. 1870—go.
Enameled gold, silver, pearls, jewels; H. 12.7 cm.
Baltimore, The Walters Art Gallery, 44.622 (photo:
Walters Art Gallery)

Design for Fortitude pendant, ca. 1870—go. Lon-
don, Victoria and Albert Museum, E.2801-1919

(photo: Eileen Tweedy)

34. Pendant with Triton mounted on a sea monster, ca.
1870—go. Enameled gold, pearls, jewels; H. 11.5 cm.
The Metropolitan Museum of Art, The Jack and Belle

Linsky Collection, 1982.60.382

35. Design for Triton pendant, ca. 1870—go. London,
Victoria and Albert Museum, E.2818-1919 (photo:

Eileen Tweedy)



36, 37. Double-sided pendant, ca. 1870—go: Judith and
her maid with the head of Holofernes; David and
Goliath. Enameled gold, pearls, jewels; H. 5.3 cm. 38. Design for double-sided pendant shown in Figures
Baltimore, The Walters Art Gallery, 44.424 (photo: 36 and g7, ca. 1870—go. London, Victoria and Al-
Walters Art Gallery) bert Museum, E.2847-1919 (photo: Victoria and Al-
bert Museum)
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his designs used motifs for decorative purposes with-
out strict regard for their original significance or
context. It is unclear, for instance, why Fortitude,
carrying a column, should ride a stag. The personifi-
cation of Charity seems to have been influenced by a
figure of St. Anne (see Figure 137).*” The narwhal or
unicorn horn with which the Triton’s hippocampus is
furnished may have been the executing jeweler’s whim,
since it is not envisioned in the surviving design. Such
variations may strike us as welcome attempts not to
stick too closely to the rules.

A type of jewel that can be considered a true Vas-
ters invention is the double-sided pendant, consisting
of two figural scenes back to back, each surmounted
by a tabernacle with a shell top, and flanked by two
pilasters. Sculptural pendants of this kind are usually
flat at the back in order to hang correctly when worn,
but Vasters has ignored the traditional distinction be-
tween the two sides. Quite unorthodox, moreover, is
the way in which the different layers of these pen-
dants are soldered together—a laborsaving short-
cut—instead of being fastened with nuts and bolts, as
in genuine works of the sixteenth century. Spitzer
owned an example now in the Walters Art Gallery,
with Judith and her maid—about to drop the head
of Holofernes into a sack—on one side, and David
and Goliath on the other, f<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>