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To begin, we must state who created the glassworks in Venice. Berenson shares with us the “scene” of glass makers, centered around confraternities who educated the great artists
. Brown is most helpful is the description of the guilders; painters and gilders as well as makers of luxury items like textile designers, objects of glass, gold, and silver
. Interestingly, the guilds were concerned with training of new craftsmen, were exclusive, and very ritualized. Brown asserts that workshops that produced glass and ceramics focused on the domestic realm, unsurprisingly. Workshops like Matteo D’Alvise Da Faenza produced ceramics and glass more often found them in the hands of Venetian ladies
. Cristallo and sandwich-glass makers were known as fiolari, a experienced person who made glass for the export market
.
The difference of Venice is probably why we see the glass blowing industry develop and achieve such success. According the Bernhard Berenson, Venice’s distance from Rome saved from the archaeology and pure science and the many painters instead embraced the so-called “beautiful things” of the world, namely poetry, religion, portraits
. Brown calls to our attention to “difference” of Venice with its trade routes and a vast mercantile system that led to a unique city and art scene, such as the Byzantinian influence seen in the many mosaics and domed churches, for example S. Marco
. Finally, Paul Hills describes how the nature of the city, one that rested on water, had constant and beautiful changes in its physical environment. Hills encapsulates Venice with; 

On clear days the water appears glassy, reflecting either the blue sky or the ochres, peach and rust reds of plastered walls. The surface is laced with small ovals, interlocking, rocking, molten, mercurial, shimmering in their alternation of brilliant sky blue and intense hues of orange
. 


Those who made glass works were undoubtedly affected by their colourful surroundings. However, they did not create their methods on their own, but were taught by the Byzantine world that influenced Venice so much. Stefano Carboni and Rosa Barovier Mentasti explore the relationship between Islamic world and Venice in their article “Enameled Glass Between The Eastern Mediterranean and Venice” to find the roots of the glass-making world
. The well-known glass-making factories in Murano are the descendants of Islamic glass-blowers from the 7th century. Raw materials in Venice came from the Mediterranean coast. The Aldrevandin beaker was the starting point of Venetian’s adopting Islamic techniques. It melts the two worlds into one work as seen by the fluted shape, typical of Islam, and the religious iconography, typical of Venice, which are done in the enameled designs of Islam. Later techniques in Venice such as cristallo and lattimo are also adopted from Islam. The similarity in chemical composition of glassware in Islam and Venice suggests, like the enameled designs and other techniques, a connection between the two areas
. The three natural components of glass in the Mediterranean were; soda, lime, and silica
. Examinations of the colours used by Pictores muzolorum (painters of beakers) who used the enameling technique to paint glass, prove that the colours were made with the same general composition of raw materials.

The exchange later went both ways, as seen in a Mosque Lamp from Venice dated late 15th-early 16th century
. This lamp was likely meant to be sent Cairo in the context of the Ottoman conquest of the Mamluk Empire as its long neck was typical of Venetian-made glass sent to the “oriental” market. The chemical analysis revealed that technologies were not just going from Islam to Venice- Venice also provided a soda plant ash mixture to Islam in the 15th century
.
The growth in the desire for translucent materials in stained glass and mosaics in Venice was tied to the growing popularity in oil paints and glazes
. Giovanni Bellini, known for his… Barovier and Carboni see how glass-making flirts the line with painting of the day by explaining how a goblet of blue glass (c. 1460), covered in scenes of the flight to Egypt, might have been inspired by Giovanni
. Giovanni Bellini’s “Agony in The Garden” makes reference to a chalcedony (hardstone) glass
. 
Since religion was so important, techniques of glass were also used outside the domestic sphere and into the heavenly realm. Many techniques of glass are found within the Mascoli Chapel located in _____.  Stained glass replaced Church windows in Northern Europe and was the main focus. Venice kept the tradition of mosaic though use of coloured glass and marble, creating 3-dimensioinal mosaics that sparkle. Since the glass is imbedded in the wall, laid close to one another, it carries the viewers eye in-and-out and around the images
. Another example of glass within the Mascoli Chapel was its vetro a rui (bottle glass), the clear discs that replace windows. The circular bottle glasses were mostly bright colours that, when hit by the sun, illuminated the inside of the chapel and its mosaics. The preferences for bright, luminous colours captures how Venetians see their water-world; quite the opposite of Da Vinci’s sfumato.  
The layering of enameled colour was called the cartelina technique
. 
Glassblowers were particularly talented at making almost completely transparent, translucent, or opaque glass such as master Angelo Barovier. The Barovier family was the most glamorous dynasty of master glassmakers in Murano, acreddited with the creation of cristallo, lattimo, and chalcedony glass
. This particular master from Murano was able to achieve the highest ability- transparent glass, that was bubble-free, and shone like rock-crystal. His achievement in glass was dubbed cristallo, after the cristalleri guild that traded the real stones
. It was at this time that the once active trade in raw materials and finished objects from Islam to Venice became reversed
. The large workshops were like other great painters workshops- the master did not do the small jobs like enamelling, that was left to other craftsmen
. Their task was more important since glass to be painted was first fired then delivered to a decorator who painted it with a frit or poweder of coloured glass, mixed in an oily medium. After been painted cold it was returned to the glassmaker for reheating in an annealing oven called an ara above the furnance. The piece was held by a pontil, a metal rod, to keep the enamel in the flames
. 
This led to the exploration of layering techniques within the glass, not like the mosaics at Mascoli chapel, but actual colours of glass on top. For example, one bowl at the British Museum has a layer of gold leaf, between a layer of cristallo and a layer of purple glass.

Yet another technique, millefiori, which translates to one thousand flowers, was to make flowers in glass using canes of bright pigment cross sectioned with one another inside a clear or opaque pale blue glass
. The overall effect is a whimsical and one-of-a-kind piece that appears to be quite modern, although they emerged around 1500. 

Those who tried to reproduced hardstones led to the development of chalcedony glass, as well as counterfeit agates and jaspers.
 Chalcedony is seen in Agony In The Garden, and fits with the landscape. Chalcedony is created with several different molten glass overlaid, all semi-transparent. This perhaps mirrors the artists of the time most significantly with their mille-glaze technique.
Hill does an excellent job at choosing Venetian chalcedony bowls and goblets and corresponding them with a painting of the exact colours. For example a Venetian bowl from 1510 of blue, red, green, brown, and yellow mirrors the colour scheme of Titian’s Noli me tangere
. 

In the mid-15th saturated colours like those in a muranese inventory consisted of stunning colours like azurro, a mid-blue, and turchese, a sapphire, were popular
. They were then decorated enamel style with spruzzi d’oro, sprays of gold. Hills compares the back of Christ in Agony in the Garden to a Bethrothal goblet from the late fifteenth century. They could become more and more opaque through layering. 
In 1496, fashionable women wanted their drinking glasses without gold “schietti senza oro”, so the use of white lead grew
. The whites were made with oxide of tin, known as lattimo, and represented fine taste. This mirrored the “discovery” of Chinese porcelain by Marco Polo. When Giovanni painted Feast of the Gods and , he used an elegant blue and white porcelain. His rival Cima da Conegliano Baptism of Christ used red and white. It is also seen in Giovanni Agostino da Lodi’s “Christ Washing Disciples Feet” from 1500 and shows a large blue and white basin
.
Mirrored colour is a fact of life when you live on a lagoon like Venice. “Young Woman with a Mirror”
 by Bellini, the date inscribed on the cartellino, mirrors like the ones in her hand and behind her (“a displaced halo” - genius
) are similar to the ones made in Murano. Next to the woman is a shallow dish, tazza, on a carafe, filled with grapes. The dish and carafe and made of mainly cristallo, with two threads of manganese purple around the rim. By showing colours through the glass and mirrored in glass,displaces the view. Qualities of Murano glass- glowing, transparent, opaque and translucent. 
The enameled lattimo represented the zenith of Venetian painting on glass, and was inspired by the busts of men and women in the style of Carpaccio, as well as woodcuts from the Hypnerotomachia Poliphili, etchings by Bartolomeo Montagna, Girolamo Mocetto
. Some are copies of Chinese porcelain, and lotus motifs.Grotesque motifs- a combination of human animal, foliate motifs- by engravers like Agostino Veneziano (1514-1536)
. The extremely fine enamel work was done using techniques similar to engraving such as filigree, a retortoli (spiral effect), or a reticello (a lattice effect) and diamond point engraving
. It was very common to have coats of arms, such ordered from far away places like Augsburg and Paris in the 16th century.
Lattimmo, the opaque white glass uses tin oxde crystals in a soda lime glass, containging various amounts of lead. The origins are unclear.
 Cristallo is made from the purification of plant ashes from Syria, and was also done in the production of Iznik glazes in Ottoman Turkey
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BB The author provided us with the subject matter of Venice, 

This article provides one of the most in-depth looks at the guilds in Venice, such as Alvise Dragan 16th century
.

There was a problem with counterfeiters who tried to recreate gems with glass.
 The counterfeiters of coloured stones were known as veriselli.
Cristallo and sandwich glass. Glass is a medium that resists chiaroscuro and gradations of tone, it displays colour and light without a thick base. Painters of beakers, or tintor de mojolis, decorated drinking vessels with strong pigments.

Venice’s and its factories on the island of Murano has been on eof the most important business
bellezza di colore (bright pigment)
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