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Tiffany Studios
Rare Lobster and Crab box, model 8839
USA, c. 1905
enameled copper, gilt metal
2 ¾ h × 6 ½ w × 5 d in (7 × 17 × 13 cm)

Enameled signature and number to base ‘LCT 8839’.
Provenance
Private Collection, New Jersey
$30,000 – 50,000

Rare
Lobster
& Crab
Enameled
Box

In the late 1890s, when Tiffany began to work with enamels,
the experiments were carried out in the small personal
workshop that Tiffany maintained in the attic of his
Manhattan home on East 72nd Street and Madison Avenue.
We have no testimonials or documents to throw light
on Tiffany’s intentions but we can reconstruct something
of what may have lain behind Tiffany’s motives.

BY MARTIN EIDELBERG

This spectacular one-of-a-kind enameled box brings
together two of the chief aspects of Louis C. Tiffany’s art—
his love of color and his love of nature. Japanophile that
he was, Tiffany embraced the beauty of the meadow and
forest, and found equal beauty in the wonders of sea life.
What other American decorative artist could find inspiration
in the strange form of a lobster with its prehistoric-looking
shell armor, its long antenna, and tiny spherical eyes?
Those eyes suggest a sparkling personality, much as
in a Japanese ukiyo-e print. As it attacks the crab, it curls
into a spherical composition much like an ivory netsuke
where the separate parts are joined in a complex visual
puzzle. Such allusions to Japanese art are pertinent. One
of the artists in the enameling department remembered
how Tiffany carried an inro, a Japanese sword guard,
in one of the pockets of his waistcoat, and took it out
to demonstrate to his staff how they should soften their
edges to create organic, pleasing forms.
Although we speak of Tiffany and his art, we should also
mention the women who constituted the staff of the enamel
department: Alice Gouvy, Lillian Palmié, and Julia Munson.
Able lieutenants, they accurately conveyed Tiffany’s vision
and, moreover, Tiffany regularly visited and supervised
the enamel workshop in Corona, Long Island.
The sonorous deep blues and greens of this enameled
box announce Tiffany’s characteristic palette. If the lobster
shells are naturally green, here they are rendered as
piercing emerald green. In 1902 Samuel Howe, Tiffany’s
unofficial publicist, described how one day Tiffany and his
associates compared some of the newly created enamels
with unmounted gem stones such as lapis lazuli, star
sapphires, topaz, Mexican opals, Siberian amethysts,
and other precious minerals. Their judgment was that
“the enamels—especially the blues and intense greens—
showed much more depth and perspective than were found
in the stones.” These words could easily have been said
about this covered box. The depth and intense color reveal
the essence of Tiffany’s art. His palette surpasses nature.

A decade earlier, Tiffany’s reputation as a decorative artist
rested essentially on his achievements as a manufacturer
of leaded windows. Then in the early 1890s he erected
his own glass house and developed a department of blown
glass. Still later in that decade, as his horizons expanded
further, his firm began to produce floor and desk lamps.
It was at this fertile moment that experiments with enamels
were undertaken. This should be seen as a continuation
of work already underway, since the art of enamels is closely
allied to glass, and metal wares had become a major portion
of Tiffany Studios’ operation with the opening of a bronze
foundry in Corona. Tiffany employed Arthur J. Nash, whose
skills as a chemist helped him achieve the desired depth
of color and perfection of material. Prior to 1900, Tiffany
did not exhibit enamels—not at the Paris salons nor at Bing’s
Art Nouveau exhibitions. The enamels did not make their
first public appearance until the Paris World’s Fair of 1900,
which marks the beginning of the enamel department’s
successful operation. This covered box was made just a few
years later, especially since the cursive monogram on the
underside was not introduced until 1905.
Many of the first covered boxes were geometrical in form
with enamels applied as surface decoration. It required
another few years until the studio had evolved to such
exciting organic forms. The designs were first worked out
in watercolor renderings, and then hammered out against
a felt cushion. Then the enamels were applied and fired
in the studio. If iridescence was desired, the objects were
then carried across the road to the glass factory, where
a workman exposed them to acid fumes. Unlike other
departments at Tiffany Studios where expenses were
carefully monitored, Tiffany saw the enameling and pottery
departments as his personal atelier and few financial
restraints were imposed. Instead, he encouraged his staff
to focus on creating beautiful objets d’art.

his craft and, in 1885, opened an affiliated interior design
company, Tiffany Glass Company, which later changed
its name to Tiffany Studios. This new company specialized
in the design of private interiors and public spaces, working
with numerous clients including Louisine and Henry
Osborne Havemeyer and the Art Institute of Chicago.

LO U I S C O M F O R T T I F FA N Y

1848 – 1933

Louis Comfort Tiffany, artist, innovator, and pioneer of form
and color, was born in New York City in 1848.
The son of celebrated jeweler and founder of Tiffany &
Co., Charles Tiffany, Louis C. Tiffany began his career as
a painter in the late 1860s studying under a series of masters
including George Inness and Samuel Colman. In the mid1870s, he turned his attention away from painting and toward
the family business of decorative arts and interior design.
Louis C. Tiffany built a strong reputation with his exemplary
work, even taking part in the 1882 redecoration of the
White House.
Despite being highly regarded for his interior design work,
Tiffany found he was increasingly drawn to the production
of art glass, working for several glass manufacturers from
1875 – 1878 and honing his skills in the medium that would
ultimately bring him the greatest recognition. In 1881, he filed
his first patent in glass production, pioneering a new method
in glass-tiled mosaic design. Tiffany continued to develop

In 1892, Tiffany received a patent for a new technique in
glass production that would establish his place in art glass
history: Favrile blown glass. Favrile blown glass is created
by treating molten glass with metallic oxides in order to
create a colored glass. Before the invention of Favrile glass,
iridescent art glass was created by simply applying color,
in the form of paint or enamel, over a piece of colorless
glass. Tiffany displayed his Favrile glass at the 1900 Paris
Exhibition where it won the Grand Prize.
In 1898, Tiffany Studios began manufacturing lighting
fixtures and lamps. A year later, Tiffany added enamelwork
to his firm’s repertoire, and later, ceramics. He continued
to advance the use of Favrile glass, designing glass mosaics
for use in interior settings, innovating as he did with new
techniques of modeling, shading, and cutting. Upon his
father's death in 1902, Tiffany assumed the roles of Vicepresident and Art Director of Tiffany & Co. He watched
the company’s bottom line fastidiously, ending production
of any item that went unsold for one year.
No amount of careful accounting could safeguard Tiffany
Studios against the shift in public taste during the 1920s.
The scrolls and natural curves so integral to Tiffany’s
designs gave way to the right angles of Modernism. Tiffany
Studios declared bankruptcy in 1932. Louis C. Tiffany died
a year later, personally bankrupt and in relative obscurity.
That obscurity was not to last; scholars rediscovered
Tiffany’s work in the 1950s, followed by the art market
a decade later.
Today, works by Louis Comfort Tiffany and Tiffany Studios
are highly sought after in the modern art market, with
collectors valuing them for their high production quality,
intricate and nature-inspired designs, and stunning use
of colored glass.
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George E. Ohr
Large two-handled vase
USA, 1895 – 96
glazed earthenware
7 ¼ h × 5 ¼ w × 3 ¾ d in (18 × 13 × 10 cm)

This work features an in-body twist, ribbon handles,
and an exceptional jade, amber, and gunmetal
mottled glaze with melt fissures. Impressed signature
to underside ‘G.E. Ohr, Biloxi, Miss.’.
Literature
George Ohr: Art Potter, Ellison, pl. 77 illustrates this work

Provenance
Jordan Volpe Gallery, New York
Collection of Robert A. Ellison, New York
Rago Auctions, Early 20th C. Design, 2 March 2013, Lot 98
Private Collection, New York
$30,000 – 40,000

George E. Ohr
Two-handled baluster vase
USA, 1895 – 96
glazed earthenware
7 h × 4 w × 3 d in (18 × 10 × 8 cm)

This work features an in-body twist, ribbon
handles, and an exceptional indigo, raspberry,
jade, and emerald sponged-on glaze. Impressed
signature to underside ‘G.E. Ohr, Biloxi, Miss.’.
Literature
George Ohr: Art Potter, Ellison, pl. 77 illustrates this work

Provenance
Collection of Robert A. Ellison, New York
Rago Auctions, Early 20th C. Design, 2 March 2013, Lot 99
Private Collection, New York
$28,000 – 32,000
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I am the apostle of
individuality, the brother
of the human race,
but I must be myself
and I want every vase
of mine to be itself.

GEORGE E. OHR

Bombastic self-promotion was a habit with Ohr, one which
alienated him from his more restrained contemporaries
in the art pottery and Arts and Crafts movements. It took the
form of signs, broadsides, and public demonstrations, such
as the Mardi Gras float in which he appeared as an old man
bearing a huge cross. He loved word games, and variously
referred to himself as the Biloxi M.D. and P.M. (mud dauber
and pot maker), The Unequalled Variety Potter, Crank, Etc.
and most memorably, The Mad Potter of Biloxi. He used
his own name in numerous variations, calling himself the
Pot-Ohr, Biloxies Ohrmer Khayam and Greatest Ohr-nament
and his shop, the Pot-Ohr-E. Many of his creations were
inscribed with his memorable quotations, such as Potter
sed-2-clay/B ware/and it was/a thing of the future.
Apart from novelties and functional wares, he sold very little
of his work, in part because he doubted that potential buyers
could value it as much as he. Over the years he accumulated
seven thousand "mud babies", which he boxed up around
1909 and put in the attic of his studio before turning it over
to his sons, who converted the space into an automobile
repair shop.
Alone in his aesthetic, understood and appreciated by too
few of his contemporaries, he was quickly forgotten after
he gave up making pottery around 1908. It was his consistent
hope that his collection be purchased in its entirety by the
Smithsonian as a gift to the nation. Prior to the rediscovery
of this trove by an antique dealer in 1969, Ohr was known
only from a few turn-of-the-century articles and a handful
of works in various collections. The rediscovery of his work
in the 1970s coincided with a renewed interest in the art
pottery movement and necessitated a re-evaluation of turnof-the century American art history.

GEORGE E. OHR

1857– 1918

Born to German immigrants in Biloxi, Mississippi in 1857,
George Ohr learned the art of blacksmithing from his father,
was apprenticed first to a file cutter, and then to a tinker,
worked in chandlery and became a sailor, and otherwise
knocked about until 1879, when his childhood friend Joseph
Meyer invited him to New Orleans to learn the art of
pottery. Meyer was a traditional potter, of the type common
throughout the country prior to the industrial revolution
and well into the 20th century in much of the rural South.
Ohr absorbed Meyer’s folk aesthetic and ultimately
transformed it into something totally original. His vessels
are technical tours de force, unexcelled in the thinness
of their bodies and the control with which they are shaped—
and misshaped; he threw perfect vessels and then folded
and twisted them into unique and original forms.
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Dankmar Adler and Louis Sullivan
Ornamental stencil from the Chicago Stock Exchange
USA, 1894
stenciled paint on canvas
32 h × 83 w in (81 × 211 cm)

Literature
The Trading Room: Louis Sullivan and the Chicago
Stock Exchange, Vinci, pg. 46

Provenance
Chicago Stock Exchange
Art Institute of Chicago
Private Collection
Wright, Modernist 20th Century, 8 December 2002, Lot 271
Private Collection
$50,000 – 70,000

DANKMAR ADLER

1844 – 1900

LO U I S H . S U L L I VA N

This oil on canvas fragment originates from the lower edge
of the structural truss in the main trading room of the Chicago
Stock Exchange. The stencil illustrates Sullivan's high
decorative style, and is one of the most sophisticated stencils
found in the interior. The stencil was created using twenty-four
colors, and represents the overall pattern twice. A repeated
quatrefoil composition is utilized with alternating forms created
with geometric and curvilinear elements. The pattern is framed
by a border displaying a stylized floral motif. The entire Trading
Room was salvaged when the building was demolished in 1970.
This fragment is one of only a handful which survived after
the trading rooms were installed at the Art Institute of Chicago,
and is extremely rare.

1856 – 1924

Dankmar Adler, born in Germany in 1844, immigrated
with his father to the United States in 1854. He trained
as a draftsman in the Midwest, before joining the Union
Army where he served as an engineer during the Civil War.
After the war, Adler returned to architecture and began
working with Augustus Bauer. In response to the building
boom created by the Chicago Fire in 1871, Adler formed
a partnership with Edward Burling in 1873.
Louis H. Sullivan, born in 1856, began his architectural
training at the Massachusetts Institute of Technology.
He started apprenticing as a draftsman for the architect
Frank Furness in Boston, but was attracted to the
opportunities in Chicago and moved there with his family.
Sullivan was hired as a draftsman by Adler in 1879.
Deeply impressed by Sullivan’s creative designs, Adler
made him a full-time partner in 1883.
During their partnership, Adler and Sullivan created many
of the ground-breaking and influential buildings of the late
nineteenth and early twentieth century. Adler specialized
in the engineering side of the business, which allowed
Sullivan to work primarily as the designer on their projects.
Together they completed many notable structures including
the famous Wainwright Building (St. Louis, 1891), the
Schiller Building (Chicago, 1891) and the James Charnley
House (Chicago, 1891 – 1892). However, it was the Chicago
Stock Exchange, built at the height of the Chicago World’s
Fair in 1893, that was undoubtedly the magnum opus of their
career. The interior of the building was decorated with lavish
organic designs inspired by the flora and fauna of the prairie
landscape exemplary of their uniquely Midwestern style
of Art Nouveau. Although the partnership ended in 1895,
Adler and Sullivan forever changed the architectural
landscape of Chicago with more than 180 buildings designed
during the 15 years they worked together.

Many competent critics regard this ware as the highest
achievement of the potter’s art in this country. It has a distinct
individuality in character and tone…It is simple and chaste,
relying for its effect in a perfectly legitimate way on the superb
finish of its surface, on the subdued richness of its colors,
and on the ideas embodied in its designs. In this regard it
is practically unique among American fictile products.
Excerpt from Latter-Day
Developments in American
Pottery, Brush and Pencil,
January 1902
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Grueby Faience Company
Monumental vase with exceptional yellow glaze
USA, 1899 – 1910
glazed earthenware
22 ½ h × 8 dia in (57 × 20 cm)

Impressed circular manufacturer's mark to underside
‘Grueby Faience Co. Boston U.S.A.’ with lotus symbol.
Provenance
Private Collection
$9,000 – 12,000

Grueby is a name synonymous with the American Arts
& Crafts Movement and a marker of exceptional quality.
Grueby Faience Company was established in 1894
by William Henry Grueby. A great admirer of the matte
glazes of French pottery and the refined simplicity
of Japanese ceramics, Grueby founded his company
with the intent of creating works of ceramic art that folded
these two influences into a singular design philosophy
that was wholly American. The bulk of Grueby’s creations
were works of art pottery though the company also
produced architectural tiles.
The aesthetic of Grueby pottery has been described
as ‘organic naturalism’ and can be identified by two
defining characteristics: form and glaze. Most Grueby
pottery features vegetal forms, often bulbous and gourdlike, adorned with stylized foliate designs that were either
placed above or carved into the vessel’s surface. They
were designed by important artists such as George Prentiss
Kendrick and Addison LeBoutillier, and the majority were
glazed in a matte cucumber green that would come
to be the company’s hallmark. Other Grueby glazes exist,
including light blue, soft yellow and a handful of other
earthen hues, though none of these are as quintessentially
“Grueby” as the deep woods green seen on most of
the manufacturer’s pieces.

G R U E B Y FA I E N C E C O M PA N Y

1894 – 1920

Grueby pottery and tiles enjoyed great popularity
in the late 19th and early 20th century and were sold in fine
design shops from Paris to New York. Grueby even landed
a partnership with Tiffany Studios, producing lamp bases
for the renowned lighting and glass manufacturer. Before
long, Grueby became a victim of its own success, inciting
mass-market competition that led the company to declare
bankruptcy in 1909. Grueby emerged from bankruptcy but
shut down shortly after due to a fire in their manufacturing
wing. Grueby was able to rebuild, but the weight of tragedy
had begun to take its toll. The company closed its doors
for the last time in 1920.
In the modern secondary art market, pottery and
architectural tiles by Grueby are highly collectible
and sought after. Innovative in design, delightful in form,
and steeped in history, Grueby pottery and tiles are
true American treasures.
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George P. Kendrick and Tiffany Studios
Rare table lamp
USA, c. 1905
Grueby Faience Company
glazed earthenware, leaded slag glass, patinated bronze
21 ½ h × 16 dia in (55 × 41 cm)

This work is comprised of a Kendrick vase with
handles and a Tiffany Studios Vine Border shade.
Vase measures: 10 dia x 12.5 h inches. Stamped
manufacturer's mark under base ‘Grueby Pottery
Boston U.S.A.’. Stamped manufacturer's mark
to font ‘TGD Co. 21519 Tiffany Studios New York’.
Literature
Arts and Crafts Lighting from The Two Red Roses
Foundation, Cathers, ppg. 100 – 111

Provenance
Private Collection, Washington D.C.
Rago Auctions, Early 20th C. Design, 14 February 2015, Lot 233
Private Collection, New Jersey
$30,000 – 50,000

G E O R G E P. K E N D R I C K

1850 – 1919

George P. Kendrick was born in Natchez, Mississippi.
He worked as a clerk in Boston in the 1870s, and by 1885
was a draughtsman of metalwork and book covers for the
Boston firm Andrews, Jaques & Rantoul, as well as a charter
member of the Society of Arts and Crafts. Kendrick was
also an accomplished metalworker, showing over a dozen
pieces in Boston at the First Exhibition of the Arts and Crafts
in 1897. That same year, he and architect William Graves
were enlisted as partners of the Grueby Faience Company
by William H. Grueby. Kendrick served an important role
as the first designer for the company and brought to the
position a unique combination of skills honed through his
experiences as a draughtsman, metalworker, and freelance
designer. He was deeply familiar with the design credo
of the Boston Society of Arts and Crafts, which extolled
the harmony of form, function, material, decoration, and
the unification of designer and craftsman. At Grueby—
where he was in charge of both the design and production
of pottery—he was able to shape that knowledge into
clay, sometimes working with his own hands, and always
overseeing the modeling of pieces by his staff of assistants.
Mary Chase Perry, founder of Pewabic Pottery in 1903,
said of Grueby’s production method: “Unlike many other
potteries, there is virtually no mechanical assistance
employed and throughout every touch of individual hand
work is retained.” She also sang Kendrick’s praises, saying
of his pottery designs that “it might truly be said that he
has fathered them all…he is a designer by instinct as well
as by understanding...” Kendrick left Grueby in 1902
and thereafter worked in various capacities, including
as a piano salesman and clerk, until his death in 1919.

The finished Van Briggle vase, graceful in shape, fascinating
in decoration, and lovely in finish, stands by itself without even
an imitation in the world of pottery. The most daring designs
are modeled with complete success…while the blending of colors
in the glaze is something of which the rainbow itself need not
be ashamed…There is always the richness of texture, the
exquisite semi-transparency of the quiet hues, which is restful
to look upon. The Van Briggle pottery is a product of the
present…but it belongs to the future even more than to us. Its
lien on favor is written in every outline and color, and generations
will doubtless love and cherish this beautiful ware…It has
the impress of individual genius, and hence one of the special
characteristics that give immortality to a work of art.
Excerpt from The Van
Briggle Pottery by George
D. Galloway, Brush and
Pencil, October 1901

7
Artus Van Briggle
Rare vase with stylized irises
USA, c. 1904
Van Briggle Pottery
glazed earthenware
9 ¾ h × 4 ¾ w in (25 × 12 cm)

This rare and early vase features hand-tooling,
which renders the flowers in unusually sharp relief.
Three other examples with this glaze are known,
all dated 1904, suggesting they were from a single
experimental firing. Incised manufacturer's mark
to base ‘AA’. Impressed number to base ‘8’.
Provenance
Rago Auctions, Early 20th C. Design, May 2002, Lot 1
Collection of Frances Gelman, Wilmington, DE
$12,000 – 18,000

By 1898 he had finally achieved success and a few pieces
of his matte glaze pottery fired at Rookwood were shown
to great critical acclaim. Professional triumph coincided
with a worsening of his tuberculosis. It is unknown when
he contracted the disease, but his declining health forced
him to leave Rookwood for the warm, dry climate of
Colorado Springs, Colorado in 1899.

A R T U S VA N B R I G G L E

1869 – 1904

Born to a long line of artisans on March 21, 1869 in Felicity,
Ohio, Artus Van Briggle showed promise as an artist from
a young age. At seventeen he moved to Cincinnati, a hotbed
of American ceramics, to apprentice under Karl Langenbeck
at Avon Pottery. By 1887 he was working at Rookwood
Pottery where he expanded his skills in painting, modeling
clay, and making molds.
Van Briggle’s star rose quickly at Rookwood. They sent
him to Europe in 1893 to study at the Académie Julian and
then the prestigious Académie des Beaux-Arts in Paris.
His time in Paris proved to be both life-changing and
formative; he met his future wife, Anne Lawrence Gregory,
and developed an interest in fourteenth century Chinese
Ming glazes during his trips to Paris museums. Van Briggle
returned to Cincinnati in 1896 and resumed his work
at Rookwood, while in his spare time doggedly attempting
to revive the lost Chinese art of dead matte glazes.

Van Briggle continued his ceramic experiments in Colorado,
designing, casting, and firing the pieces almost entirely
by himself. His work began to appear in magazines and
newspapers by the end of 1901, with critics praising both
its quality and artistry. The individuality of his pottery, with
its innovative combination of modeled Art Nouveau-inspired
forms and masterful glazes, intrigued and excited viewers.
He rapidly achieved international success; his entire twentyfour piece entry to the 1903 Paris Salon was accepted and
he was awarded two gold, one silver, and twelve bronze
medals. He then exhibited at the 1904 Louisiana Purchase
Centennial Exposition in St. Louis, handily winning two gold,
one silver, and two bronze medals, and would have won
the grand prix if not for a rule prohibiting it being awarded
to a first-time exhibitor.
Tragically, Van Briggle succumbed to tuberculosis during
the St. Louis exposition. His wife, Anne, became president
of the Van Briggle Company in 1905 and it went on to
operate until 2012, at which time it was the oldest continually
operating art pottery in the United States. Though the
pottery achieved some successes after his death, it is widely
agreed that the earliest pieces, those made during Artus’
lifetime, are of the highest caliber.
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Marblehead Pottery
Exceptional vase with schooners and seaweed
USA, 1908 – 20
glazed earthenware
9 ½ h × 7 dia in (24 × 18 cm)

Impressed manufacturer's mark to underside
‘MP’ with ship symbol.
Literature
From Our Native Clay: Art Pottery from the Collections
of the American Ceramic Arts Society, Eidelberg (ed.),
pg. 38 illustrates this work

Provenance
Private Collection
$9,000 – 12,000

The distinguishing charm of the Marblehead pottery seems
to lie in the beautiful simplicity of shape and design, and
in the soft richness of color…The quiet, persistent, intimate
interest and enthusiasm of those concerned in the enterprise…
lead one to believe that this pottery, which already occupies
a high place in the pottery craft of America, will one day,
perhaps, typify the best work produced by the country, for
Marblehead Pottery is traditionally, and thoroughly, American.
Excerpt from Marblehead
Pottery by Gertrude
Emerson, The Craftsman,
March 1916

MARBLEHEAD POTTERY

1904 – 1936

Marblehead Pottery was established in 1904 by
Herbert J. Hall in the quaint coastal town of Marblehead,
Massachusetts. It was originally a part of a sanitarium
called the Handicraft Shops, which provided occupational
therapy for its residents. Other crafts included weaving,
woodworking and metalworking. However, within
a year, under supervision of Arthur Eugene Baggs, the
pottery became separated from the sanitarium and was
operationally independent as a for-profit enterprise by 1908.
Baggs had been a student of Charles F. Binns at Alfred
University’s New York State School of Clay-Working and
Ceramics. Designers at Marblehead included Baggs, Arthur
Irwin Hennessey, and Maude Milner. The lead decorator
was Sarah Tutt, throwing the pottery was John Swallow,
an accomplished potter from England, and E.J. Lewis who
manned the kiln. Baggs purchased the pottery business from
Herbert Hall in 1915, which continued under his direction
until its close in 1936. Through the years, Marblehead would
always remain a small operation, never employing more
than six people.

Marblehead Pottery is known for its simple geometric
patterns that often incorporate flowers and plants
in stylized, abstracted motifs—an aesthetic very much
in line with that of the American Arts and Crafts movement.
Maritime, fish, and animal themes are further examples
of subject matter routinely used. The color schemes
of the pottery would usually employ a muted, simple palette
of a few matte glazes. Typical glaze colors include pink,
green, yellow, blue, gray, and brown. Decoration would
be applied either between incised outlines or hand-drawn
directly on the surface. Pottery was marked to the underside
with the Marblehead stamp—a sailing ship flanked by the
letters M and P. Some include the artist or designer initials.
Baggs initialed specially decorated pieces or those with
experimental glazes that were his personal projects.
Over the years, Marblehead was the recipient of many
awards. In 1916, they won a J. Ogden Armour prize at the
annual exhibition for applied arts at The Art Institute
of Chicago. The Arts & Craft Society awarded Arthur Baggs
with their highest medal in 1925, and he subsequently won
the Charles F. Binns medal in 1928. In the years following,
Marblehead won first prize for pottery at the Robineau
Memorial Exhibition at the Syracuse Museum of Fine Arts
in 1933, and, in 1938, won first in pottery in the National
Ceramic Exhibitions at Syracuse.

Taxile Doat
Gourd vase
USA, 1913
University City
celadon, ivory and light blue crystalline glazed porcelain
7 ½ h × 3 dia in (19 × 8 cm)

Glazed studio mark and date to underside ‘U.C. 1913’.
Literature
Art Pottery of the United States, Evans, pg. 287
University City Ceramics: Art Pottery of the American
Woman's League, Conradsen and Denker, pg. 95

Provenance
Private Collection
$10,000 – 15,000

UNIVERSITY CITY

1909– 1914

The history of porcelain would be incomplete without
mention of a short-lived yet incredibly important enterprise
centered in University City, Missouri. The University City
Pottery and Art Institute was the brainchild of entrepreneur
and amateur potter Edward Gardner Lewis, and was but
one division of his larger correspondence university called
the People’s University. It had grown out of his American
Woman’s League, which he’d launched in 1907 with the
purpose of maintaining the integrity of the American home
and providing wider opportunities for American women.
Members of the league enrolled in correspondence courses
and women deemed to have exceptional talent were invited
to University City to study directly with the staff Lewis
had assembled.
Lewis managed to attract an impressive roster of faculty,
including Taxile Doat as Director of the School of Ceramic
Art. Doat had already achieved international renown
for his work in porcelain at Sèvres in France and arrived
in the United States in 1909 with the goal of building the
“most perfectly designed and equipped art potteries in the
world.” Along with Doat, Lewis hired a veritable who’s-who
of ceramists: Frederick Hurten Rhead, Adelaide Alsop
Robineau, and Emile Diffloth, among others. Lewis and his
wife, Mabel, also modeled and decorated pieces. Together,
the group proved native clays were superior to the finest
available in Europe and their work was awarded the Grand
Prix at the 1911 International Exposition at Turin, where
it was judged to be the finest porcelain in the world.

9
Unfortunately, the league and university were subject to
the vicissitudes of Lewis’ often troubled business dealings.
He filed bankruptcy in 1911, causing both the closure of the
Art Institute and the American Women’s League. Rhead,
Robineau, and others left the same year. The University
City pottery operation was reorganized in 1912 under
Doat’s leadership as the University City Porcelain Works.
He remained with a small group of assistants through 1914,
having been directed by Lewis to develop a line of porcelain
and commercial wares that could be sold to make the
enterprise self-supporting. During those last two years, Doat
was able to focus on the shapes and glazes he had produced
earlier in his career, primarily inspired by his knowledge
of Asian porcelain, bronzes, and enamels. He was particularly
fond of fruit and gourd shapes, their undulating surfaces
complementing and enhancing his spectacular, complex
crystalline glazes.
Lewis closed the operation in 1914 and Doat returned
to France in September of that year, bringing to a close
one of the most ambitious and important ceramic operations
ever undertaken on American soil. The pottery produced
during the short but fruitful period is considered by many
to be some of the best ever created in the 20th century,
and University City works can be found in prestigious
public and private collections nationwide.

Robert Arneson is best known for his whimsical self-portraits
but he also made expressive portraits of friends and artists
he admired. In 1982 he started a series of works that explored
the life, death, art and myth of Jackson Pollock and over
the course of a decade, he created fifty expressive portraits
of the artist—both small and large in scale—ranging from
the tongue-in-cheek to reverie for Pollock.
The large scale and choice of material of the present lot turns
Pollock into a mythical figure; the physical presence of the
sculpture, in conjunction with the uncanny likeness to Pollock,
serves to further notions of artist as hero. Strikingly, however,
this solitary head sits on the ground unadorned, giving
Pollock the appearance of being buried up to his neck, possibly
as a metaphor for Pollock's life with alcohol, women,
and the art world.
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Robert Arneson
Big Head of Jackson
USA, 1987
bronze
27 h × 28 ½ w × 37 d in (69 × 72 × 94 cm)

Impressed signature, title, date, number and
foundry mark to edge ‘Pollock Arneson 6-1987 0114
Walla Walla 1987 1/3’. This work is number 1 from
the edition of 3.
Provenance
Riva Yares Gallery, New York
Mark Twain Bancshares, Inc., St. Louis
Wright, Modernist 20th Century, 8 December 2002, Lot 198
Important Private Collection
$50,000 – 70,000

I call myself a sculptor.
I was trained as a ceramist
and still prefer to exploit
various techniques of this
craft in my work. My forms
are figurative with an
occasional heavy-handed
layer of irreverent content.
ROBERT ARNESON

ROBERT ARNESON

1930 – 1992

Robert Arneson’s propensity for questioning tactics
and breaking rules are distinguishing characteristics
in postwar American art. A central figure of the California
Funk Art movement, Arneson and his peers were eager
to distance themselves from the non-objectivity of Abstract
Expressionism, and to embrace an unorthodox and
sometimes rudimentary formalism that was both strange
and refreshing. Inspired by Peter Voulkos’ unrepentant
approach to clay, Arneson rejected the idea that it was
a medium of only the utilitarian or decorative. Instead
he chose to pioneer a new and unpracticed approach
to what was a stalwart of functionality.
Arneson created facetious renditions of household wares,
such as his irreverently modified and sexualized teapots,
anthropomorphic trophies, surrealist self-portrait-busts,
and non-utilitarian pots and bricks. The artist not only
advanced the medium of clay—a hero for young and
experimentally-inclined clay sculptors—he changed our
system of value for what is the humblest of mediums. Arneson
was responsible for generating a pivotal impact on one
of art’s central roles, that of raising questions in order
to change the way we view the world.

Arneson was born in Benicia, California, in 1930. He studied
at the California College of the Arts (then the California
College of Arts and Crafts) receiving his BA in 1954 and
his MFA in 1958 from Mills College. Arneson became head
of the ceramics department at the University of California
at Davis in 1962 and a full professor of art in 1973.
He received honorary doctorates from the San Francisco
Art Institute and the Rhode Island School of Design, and
awards from the American Academy and Institute of Arts
and Letters, and the American Craft Council. Arneson has
had numerous gallery and museum exhibitions including
solo-shows at the Institute of Contemporary Art, Chicago,
and the San Francisco Museum of Modern Art, both in 1974,
and a 1992 exhibition at the Institute of Contemporary Art,
Philadelphia. The artist is in the collections of many august
institutions, such as the Whitney Museum of American Art,
the Los Angeles County Museum of Art, the Philadelphia
Museum of Art and the Hirshhorn Museum and Sculpture
Garden. The artist died in Benicia, California in 1992.
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Albert Paley
Lectern
USA, 1990
forged and fabricated steel with a blackened
finish, copper, bronze
45 h × 33 w × 22 d in (114 × 84 × 56 cm)

Stamped signature and date ‘Albert Paley 1990’.
Exhibited
American Metal: The Art of Albert Paley, 28 June –
28 September 2014, Corcoran Gallery of Art, Washington, D.C.

Provenance
Collection of the artist
Private Collection, New Jersey
$15,000 – 20,000

A L B E R T PA L E Y

b. 1944

Albert Paley is an American jewelry designer and sculptor
whose work defies strict categorization as either art or craft,
instead embracing the finer aspects of both disciplines.
Paley was born in Philadelphia in 1944 to lower middle
class parents. Despite showing a natural inclination
towards the arts, Paley held misgivings about pursuing
a career as an artist. He believed the only way to earn
a steady income in the arts was to find work in advertising—
a proposition he found distasteful.
It was Paley’s girlfriend, a student at the Tyler School
of Art, who convinced him otherwise. A single Saturday
spent touring the campus and Paley was sold; he enrolled
at the Tyler School of Arts with hardly enough money
for a single semester’s tuition. He began taking classes
in jewelry making and sculpture during his sophomore
year and soon found himself enthralled with both crafts.
Paley graduated from the Tyler School of Arts in 1969
with a Master in Fine Arts.

Paley began his professional career as a jeweler creating
works of wearable art that merged the sinuous and organic
lines of European Art Nouveau with the visual weight of
metalwork. Later in 1969, he accepted a position teaching
goldsmithing at the Rochester Institute of Technology, but
continued to pursue his sculptural aspirations on the side.
In 1972, Paley was commissioned to produce the Portal
Gates at the Smithsonian Institute’s Renwick Gallery
in Washington, D.C. Completed in 1973, and installed
in 1976, the monumental steel, bronze and copper doors
earned Paley national recognition as a metalsmith of truly
unique vision.
Albert Paley’s sculptures don’t simply occupy space; they
command it. Paley possesses a rare ability to transform
iron from a lifeless and unyielding metal into a moving,
almost liquid, element. Despite the seemingly spontaneous
and organic nature of his work, Paley is a consummate
draftsman, envisioning the majority of his creations on
paper before stepping to the forge.
Crossing the boundaries between art and craft, Paley
has established himself as one of the greatest metal artists
in the country. Throughout his career, he has completed
several important private and public site-specific
commissions including the Clay Center Sculpture at the
Clay Center for the Arts and Sciences in West Virginia
and the Animals Always installation at the St. Louis Zoo.
Further, his works have been widely published and can
be found in multiple major museum collections around
the world.

I want people to be
overwhelmed with light
and color in a way they
have never experienced.
D A L E C H I H U LY
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Dale Chihuly
Scarlet Lake Swirled Venetian with Flowers
USA, 1990
hand-blown glass
29 h × 15 dia in (74 × 38 cm)

Etched signature and date to body ‘Chihuly 90’.
Provenance
Acquired directly from the artist in 1993
Private Collection, Manhasset, NY
$10,000 – 15,000
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Wendell Castle
Custom doors for Gannett Co., Inc., Rochester
USA, 1976
carved and sculpted walnut, zebrawood,
smoked mirrored glass, brass
98 ¾ h × 59 ½ w × 9 d in (251 × 151 × 23 cm)

These custom doors were commissioned
directly from the artist by Gannett's then CEO
Allen H. Neuharth and served as the entrance
to the boardroom at the company's headquarters
in Rochester, New York. Carved signature and
date to base of one door ‘WC 76’.
Literature
Wendell Castle: A Catalogue Raisonné 1958 – 2012,
Eerdmans, pg. 130, no. IV.281

Provenance
Commissioned directly from the artist by Allen
H. Neuharth, Gannett Co., Inc., Rochester, NY
Wexler Gallery, Philadelphia
Private Collection, Blue Bell, PA
$40,000 – 60,000
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Harry Bertoia
Untitled (Kinetic Form)
USA, c. 1950
ebony, silver-plated metal, stainless steel
38 ½ h × 17 w × 9 d in (98 × 43 × 23 cm)

Sold with a certificate of authenticity
from the Harry Bertoia Foundation.
Literature
Bertoia: The Metalworker, Twitchell, pg. 148
illustrates related form

Exhibited
1958, Galeria Don Hatch, Caracas

Provenance
Galeria Don Hatch, Caracas
Private Collection, Caracas
Private Collection
Wright, Modernist 20th Century, 8 December 2002, Lot 185
Important Private Collection
$100,000 – 150,000

A Rare
& Early
Sculpture
Harry Bertoia had a natural talent for working in metal.
He first learned the craft of metalsmithing while attending
Detroit’s Cass Technical High School and by the young
age of twenty-two was invited by Eliel Saarinen to oversee
the metalworking studio at Cranbrook. Bertoia’s experience
at Cranbrook was his artistic awakening. From 1937 – 1943
he was an integral part of the artistic ferment of the famed
school. As Eliel Saarinen commented in an address to the
American Institute of Architects in 1931, “Cranbrook is not
an art school… it is a working place for creative art.”
And Bertoia worked: he ran the metal studio, learned
printmaking and developed his monoprint technique that
we would explore throughout his life.
During this time, he also made jewelry. Even after the metal
shop was closed due to war restrictions, he would salvage
and make pieces from scrap. The relative ease of making
jewelry was akin to sketching, a place for Bertoia to try new
ideas and explore. His jewelry forms, like his later sculptural
work, were influenced by nature and he took an almost
microscopic perspective with anthropomorphic forms
of amoebas and insects. He created myriad branching
shapes delicately shaped, beveled and tooled to reflect
light—the results expressing the dynamism of movement.

This present lot is a rare and early masterwork. It is directly
related to Bertoia’s explorations in jewelry but it also marks
Bertoia’s breakthrough as a sculptor. The ebony base is
a carved and dimpled landscape of light and shadow while
the delicate, but strong, vertical rods and kinetic elements
are a precursor to his later sounding sculptures. Bertoia
himself referenced the work as “ebony fantasy,” and the
overall expression is indeed an ethereal and sensational
experience, one that can be likened to Bertoia’s later largescale, architectural commissions.
This piece is also exceptional for its provenance. By the mid1950s Harry Bertoia’s artistic career was taking off, he was
designing furniture for Knoll and had already completed
several important large-scale commission works. His
furniture designs and masterpiece sculptures opened many
doors and introduced Bertoia’s work to an international
audience and interestingly to Venezuela where at mid-century
there was an appreciation for modern design aesthetics
both in regards to architecture and sculpture.
In 1958, Bertoia was commissioned to create a screen
for the US Embassy in Caracas designed by the architect,
Don Hatch. Hatch had established himself in Caracas in
the 1940s and also ran a high-end gallery and decorative
arts store, Galeria Don Hatch. Bertoia’s works, both small
and large scale, were exhibited and sold at Hatch’s gallery.
The present lot was included in an exhibition there the same
year that Bertoia’s screen for the embassy was completed.
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George Nakashima
Minguren I coffee table
USA, 1976
Nakashima Studio
walnut burl, American black walnut
15 ½ h × 35 w × 31 d in (39 × 89 × 79 cm)

Table features exceptional figured grain, multiple
open fissures, and a mostly free edge. Signed and
dated to underside ‘George Nakashima Sept 1976’.
Sold with digital copies of the original order card
and invoices.
Provenance
Acquired directly from the artist by St. Martin's Church,
New Hope, PA
Private Collection, New Hope, PA
$30,000 – 50,000

GEORGE NAKASHIMA

1905 – 1990

George Nakashima was born in Spokane, Washington in
1905. He received a Bachelor of Architecture at the University
of Washington in 1929 and a Master of Architecture from
the Massachusetts Institute of Technology in 1931, as well
as the Prix Fontainebleau from L’Ecole Americaine des
Beaux Arts in France in 1928. He moved back to Paris
briefly in 1934, after which he moved to Tokyo to work for
architect Antonin Raymond, where he was exposed to the
Japanese folk art tradition. His work for Raymond sent
him to Pondicherry, India, where he discovered his second
career as a furniture maker. While there, he designed
and supervised the construction of Golconde, a dormitory
for Sri Aurobindo Ashram.
In 1940, Nakashima returned to the United States to start
a family with his new wife, Marion Okajima, and the couple
soon had their first child, Mira. They had settled in Seattle,
Washington, and like many of Japanese ancestry living on
the west coast, the Nakashimas were sent to an internment
camp in Idaho during WWII. While Nakashima was there
he made furniture from whatever pieces of wood he could
find and learned techniques of Japanese woodworking
from others stationed at the camp, including a skilled
woodworker named Gentaro Hikogawa. After nearly
a year at the camp, in 1943, Antonin Raymond successfully
petitioned for the family’s release, which prompted their
relocation to New Hope, Pennsylvania. Living on the
Raymond farm, it wasn’t before long until Nakashima
began making furniture once again and, in 1945, opened
his furniture and woodworking studio.

On Nakashima’s property, he designed the family’s
quarters, the woodshop, and many out buildings, including
an arboretum. There he created a body of work that
incorporated Japanese design and shop practices, as well
as Modernism —work that made his name synonymous
with the best of 20th century Studio Craftsman furniture.
Nakashima believed that the tree and its wood dictated
the piece it was to become. He elevated what others would
see as imperfections: choosing boards with knots and burls
and cracks, which he would enhance and stabilize with
butterfly joints. He designed furnishings for sitting,
dining, sleeping, and working. While all his work is prized,
his Frenchman’s Cove and Conoid tables are most so,
particularly when executed in exotic woods and with free
edges. Many of his designs are known by their distinctive
bases: Conoid, Miguren, Trestle, and Pyramid among them.
He is also known for his Mira chairs and stools, named
for his daughter, who now leads his shop and continues
his design legacy.
While Nakashima’s philosophy did not embrace mass
production, he did collaborate with Knoll from 1945 – 1954
and on the Origins line with Widdicomb-Mueller between
1957 and 1961. Major commissions included furnishings for
Nelson Rockefeller and Columbia University. His works are
represented in the most important institutions in the world.
Among many awards from the AIA and other prestigious
institutions, Nakashima received the Third Order of the
Sacred Treasure from the Emperor and Government
of Japan. He received the designation "Living Treasure"
in the United States, and he worked and exhibited
until shortly before his death in June 1990, one week
after receiving his final award, Alumnus Summa Laude
Dignatus, from the University of Washington.

Harry Bertoia
Untitled (Landscape)
USA, c. 1965
welded and patinated bronze
5 h × 22 ½ w × 10 ¾ d in (13 × 57 × 27 cm)

Sold with a certificate of authenticity
from the Harry Bertoia Foundation.
Literature
Bertoia: The Metalworker, Twitchell, pg. 208
illustrates similar example

Provenance
Collection of the Artist
Collection of Klaus and Patty Ihlenfeld
Rago Auctions, 26 October 2002, Lot 96
Private Collection, New York
$15,000 – 20,000
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Ken Price
Untitled
USA, 1957
glazed stoneware
17 h × 5 w × 3 d in (43 × 13 × 8 cm)

Glazed signature and date to underside ‘Price 57’.
Provenance
Collection of the artist
Collection of Peter Voulkos
Private Collection
Private Collection, California
$20,000 – 30,000
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I make concrete objects
that stay the same pretty
much the whole time
they exist, and you can
go away, and you can come
back, and maybe you’ve
changed, but the object
will still be the same.
KEN PRICE

This work originates from the one year in which Ken Price
studied under Peter Voulkos at the Otis College of Art
and Design and it was in Voulkos’ personal collection for
many years. Voulkos had an enormous influence not only
on Price, but on an entire generation of ceramic artists;
many imitated Voulkos’ rough, earthy style, while others
consciously created outside of his towering presence.
The present lot illustrates the complex, tender nature
of the student-mentor relationship, as well as the process
of a young artist finding his distinctive style.
Price characterized Voulkos’ methods as a “direct frontal
onslaught.” While this work is far from that, it is much more
totemic and outward-facing than the hushed, mysterious
interiority of Price’s mature work. Voulkos’ influence
is evident throughout this piece—raw clay shows through
thin, earth-toned glazes, incised lines impart a direct,
hand-worked quality and the ungainly, organic intuition
for form that Voulkos is celebrated for is felt. Hallmarks
of Price’s style emerge though; building form through
color is paramount for Price and it is present in this work,
just as much as it is in his acid-trip geological excavations
and bright, biomorphic slimes from the decades to come.
Also in this piece is the self-contained eccentricity Price’s
work is known for—the blocks of color seem to be in
conversation with each other, set apart from the world
and its mundanities, and inviting you to join the curious
territory it inhabits. One can imagine that Voulkos was
fond of this particular work, seeing in it his monumental
contributions to ceramics, as well as the burgeoning
voice of an artist who would himself become one of
the visionaries of the medium.

KEN PRICE

1935 – 2012

Ken Price’s ceramic works inhabit the pastiche and nervous
irreverence of Postmodernism, as well as the meticulous
self-possession of Minimalism and earlier 20th century
art movements. As a leader in elevating ceramics to fine
art, Price created a vast body of work, captivating in its
eccentricity and use of global ceramic traditions.

A Rare
& Early
Work

Born in Los Angeles in 1935, the Southern Californian
landscape greatly influenced Price—he surfed nearly every
day for over a decade—and his earliest visual memories
were of wandering stalls of tourist trinkets and pottery
in Tijuana. While in high school, he took art classes
at Chouinard and received his BFA from the University
of Southern California in 1956. He briefly studied with Peter
Voulkos, whose monumental, brash works and influence
were overpowering to the young Price—so much so that
he left California to pursue an MFA at New York State
College of Ceramics to develop his own voice.

Upon graduating in 1959, Price returned to Los Angeles,
where, at the time, no real art scene existed. He became
involved with the boisterous Ferus Gallery, where his first
solo exhibition was held in 1960. Throughout the decade,
he incorporated what would become his signature biomorphic,
enigmatic and erotic forms into functional objects like plates
and teacups. Price also honed his masterful execution
of internal scale and ability to craft tension between surface
texture and colors. He spent six months in Japan studying
pottery in 1962 and incorporated what he learned into his
own style; he continued this practice throughout his career,
finding further inspiration in folk art and Southwestern
and Mexican pottery.
Price lived and worked in Taos for the majority of the 1970s,
in Massachusetts in the 1980s and returned to Los Angeles
in 1992, splitting his time between Taos and the University
of Southern California, where he was the head of the
ceramics department until his death in 2012. Though he did
not often speak about his art, Price liked to quote Joseph
Cornell, saying: “Tiny is the last refuge for the enormous.”
Only later in life did he begin working on a larger scale
(most of his works never measured over twenty inches).
Contained in Price’s pristine and seductive vessels are the
many subconscious impulses that underlie the everydayness
of our lives.
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Harry Bertoia
Untitled (Sonambient)
USA, c. 1972
beryllium copper, brass with applied patina
35 h × 4 ¾ w × 4 ¾ d in (89 × 12 × 12 cm)

This work features sixty-four slender rods
with ball tops in an eight by eight configuration.
Sold with a certificate of authenticity from
the Harry Bertoia Foundation.
Provenance
Private Collection, New York
$25,000 – 35,000

Harry Bertoia
Untitled (Early Welded Form)
USA, c. 1950
melt-coated brass over steel
13 h × 45 w × 2 d in (33 × 114 × 5 cm)

Sold with original drawing by the artist,
correspondence with the artist and a certificate
of authenticity from the Harry Bertoia Foundation.
Provenance
Acquired directly from the artist in 1976
Collection of Robert and Ruth Vogele, Chicago
$30,000 – 50,000
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Harry Bertoia was a true Renaissance man well-versed
in the language of art and design. Born in San Lorenzo,
Italy in 1915, Bertoia relocated to the United States at the
age of fifteen and enrolled at Cass Technical High School
in Detroit to study hand-made jewelry. In 1937, Bertoia was
awarded a scholarship to attend the Cranbrook Academy
of Art in Bloomfield Hills, Michigan where he studied under
the direction of Maija Grotell and Walter Gropius. Bertoia
was drawn to the mostly empty metal shop, and after
two years in the program, Bertoia was invited to head
the department.
HARRY BERTOIA

1915 – 1978

At Cranbrook, Bertoia was introduced to a number
of designers whose names would become synonymous
with mid-century modern design. Here he met Eero
Saarinen, with whom he would collaborate on numerous
architectural projects, and Charles and Ray Eames with
whom, for a short period during the war, he would work
for at the Molded Plywood Division of Evans Products
in California. In 1950, Bertoia moved east to Pennsylvania
to open his own studio and to work with Florence Knoll
designing chairs. Bertoia designed five chairs out of wire
that would become icons of the period, all of them popular
and all still in production today.
The success of his chair designs for Knoll afforded Bertoia
the means to pursue his artistic career and by the mid-1950s
he was dedicated exclusively to his art. Using traditional
materials in non-traditional ways, Bertoia created organic
sculptural works uniting sound, form and motion. From
sculptures sold to private buyers to large-scale installations
in the public realm, Bertoia developed an artistic language
that is at once recognizable but also uniquely his own.
Today Bertoia’s works can be found in various private
and numerous public collections, including: The Art Institute
of Chicago, Denver Art Museum, Milwaukee Art Museum,
Smithsonian Institution, Washington D.C., Museum
of Modern Art, New York, Musée des Arts Décoratifs, Paris,
Museum of Fine Arts, Houston and the Whitney Museum
of American Art, New York.

20
Viola Frey
Grandmother with Red Hat
USA, 1982
hand-built and glazed earthenware, steel
84 ½ h × 20 w × 18 d in (215 × 51 × 46 cm)

This work is registered with the Artists'
Legacy Foundation as #VF-3169CS.
Exhibited
Viola Frey: Paintings, Sculptures, Drawings,
29 March – 30 April 1983, Quay Gallery, San Francisco

Provenance
The Morgan Gallery, Kansas City, MO
Private Collection, Santa Fe
$50,000 – 70,000

An
Individual
First

The present work comes from a pivotal time in Viola Frey’s
career—her first major acquisition, Double Grandmother
by the Minneapolis Institute of Art occurred in 1981 and in
1984 she received a solo exhibition at the Whitney Museum
of American Art. Grandmother in Red Hat demonstrates
her dynamic and expressive approach to engaging themes
of social presence and individualism.
The use of Grandmothers in Frey’s work was inspired
by the strong women in her community, as well as a figure
she called “Mrs. National Geographic”. As a young girl, Frey
copied pictures from the magazine and one woman always
caught her eye—the editor or publisher she supposed,
“the one that funded the whole thing, photographed riding
an ostrich…she was out in the public, she wasn’t private.”
This figure impressed upon the young Frey, and though
not explicitly feminist, the sheer scale of Frey’s women
gives them power. “She was the big-wig, the person who
controlled it all, you could tell,” Frey said of Mrs. National
Geographic, which is the same feeling one gets standing
beneath the towering Grandmother.
While many of Frey’s figures are often scowling or blank,
her Grandmothers radiate an enveloping benevolence.
This warmth is heightened by Frey’s process; figures are built
“from the ground up…like a seed.” Clothing is modeled after
pieces found in thrift stores. Most works were made over the
course of a year, both in and outdoors, in the changing light
of seasons and moods. Though cartoonish and archetypal
on the surface, each work contains a complex emotional
resonance. Frey suggested that “a person is an individual
first and couple[d], [they] have a tendency to destroy
each other”. Much of Frey’s work, including Grandmother
in Red Hat, deals with the question of how one chooses
to participate in a community.

Paul Evans
Important Sculpture Front wall-mounted cabinet
USA, 1966
Paul Evans Studio
welded and patinated steel, brass, colored pigments,
23 karat gold leaf, cleft slate
21 ¼ h × 75 w × 23 d in (54 × 191 × 58 cm)

Cabinet features two doors concealing two
compartments with two adjustable shelves.
Welded signature and date to underside of one
door ‘Paul Evans 66’.
Literature
Paul Evans: Crossing Boundaries and Crafting
Modernism, Kimmerle (ed.), ppg. 162 – 163

Provenance
Acquired directly from Paul Evans Studio, New Hope
by the present owner
$100,000 – 150,000
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PA U L E VA N S

1931 – 1987

Paul Evans is internationally recognized as a great studio
furniture maker of the 20th century. In his finest work, such
as Argente and Sculpted Front, he deployed his training
in welding, metallurgy, and jewelry design to sculpt brutal
and beautiful furniture in metal—work that prefigured the
art furniture movement today.
Born in Trenton, New Jersey in 1931, Paul Evans exhibited
talent for design at an early age. He went to the George
School in Newtown, Pennsylvania, where he first studied
woodworking and design. After high school, he briefly
attended the Philadelphia Textile Institute. Then, Evans was
awarded the Aileen O. Webb Scholarship in 1950 and studied
at the prestigious Rochester Institute of Technology’s School
for American Craftsmen. With aid of a Booth Fellowship,
Evans continued his studies at Cranbrook in 1952, with
a focus on metalwork. In 1953 he took a position as the metal
craftsman at the living museum, Old Sturbridge Village.
Feeling that his creativity was being stifled, Evans left the
museum in 1955 to find a more stimulating environment.

In 1955, Evans moved to New Hope, Pennsylvania,
which was not far from where he was raised. He met
a fellow craftsman named Phillip Lloyd Powell, and the
pair decided to open a showroom together in the center
of town. They shared the space for the next ten years,
working independently and collaborating on furniture and
smalls designed in metals and wood. Powell encouraged
him to apply his metallurgy skills to furniture. In his workshop
right across the Delaware River in Lambertville, New Jersey,
Evans’ experiments with welded and enameled sculpture
in the early 1960s caught the eye of the Directional
furniture company.
Directional was looking for handmade furniture with
distinctive character and Evans’ new American craft designs
were a perfect fit. In 1966, Evans relocated to Plumsteadville,
Pennsylvania, by which time he was sufficiently successful
to employ between thirty-five to eighty people, as orders
required. In 1971, Evans developed the brass and chrome
Cityscape line for Directional marking a departure from
his earlier sculptural works. In 1979, he opened an additional
showroom on East 61st Street in New York City. Evans
created full lines of furniture for the design company
Directional, as well as studio work (one-offs, commissions,
and multiples) in a number of styles including Cityscape
and Skyline (Directional only), Patchwork, Sculpted Metal,
Sculpted Bronze, Deep Relief, Sculpted Front and Argente.
In the 1980s, working with his son Keith, an electrical
engineer, he continued to experiment with new materials
and design increasing minimal forms with kinetic elements.
Together, they formed Zoom, Inc. in 1983 and began a
relationship with the Design Institute of America. He retired
to Massachusetts in 1987, but unfortunately met an untimely
end due to suffering a heart attack that same year.

Viola Frey
Flower-Eater
USA, 1983
hand-built and glazed earthenware
64 h × 17 w × 15 d in (163 × 43 × 38 cm)

This work is registered with the Artists' Legacy
Foundation as #VF-3193CS.
Literature
American Clay Artists: Philadelphia '85, Ebeling
and Palmer, pg. 16

Exhibited
American Clay Artists: Philadelphia '85, 27 April –
9 June 1985, Port of History Museum, Philadelphia, PA

Provenance
Donna Schneier Fine Arts, New York
Acquired from the previous in 1996 by the present owner
$15,000 – 20,000
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Flower-Eater, overwhelming in its cacophony of movement
and color, shows a devilish and tempting figure with a lotus
flower upon its head, harkening to the Lotus Eaters in Homer’s
The Odyssey—a race of people content to eat the sedating plant
and live in an oblivious stupor. Flower-Eater forces the “eye to
be active, not allowing the viewer to be passive,” consequently
urging the same in how we live together in society. Like her plates,
which resemble Greek antiquities, reimagined as “coarse and
a little ugly,” Flower-Eater is set firmly in the tradition of ceramics,
but pushes the medium to a wild and imaginative realm. The
expressive tension of Frey’s works rise to greatest impact when
shown in concert with each other and together with Grandmother
in Red Hat (Lot 20), her struggles and triumphs to be both
part of and separate from a canon are on full, joyous display.

Viola Frey worked in a variety of mediums but is most
celebrated for her towering, colorful ceramic sculptures—men
and women in nostalgic, all-American garb, garish and stern.
These figures often act as droll social critiques, presenting
adults and their concerns in all their absurdity, as a child
would see them, peering up with a sympathetic naiveté.

VIOLA FREY

1933 –2004

Born in Lodi, California in 1933, Frey cited Matisse as the
first artist she connected with as a young child. She studied
painting under Richard Diebenkorn and alongside kindred
artists such as Manuel Neri and Robert Arneson at the
California College of the Arts in Oakland, receiving her BFA
in 1955. She pursued an MFA at Tulane University, but left
before she graduated to work at the Clay Art Center in Port
Chester. There, she began exploring the possibilities
of ceramics beyond the confines of craft and functionalism.
In 1960, Frey returned to San Francisco and became
a leader in elevating the reputation of ceramics to a fine
art and was often associated with the California Funk
movement. In 1964, she began teaching at her alma mater;
simultaneously, she was creating a prodigious body
of ambitious art and working at Macy’s (for over a decade)
to support her practice. In 1971, she was finally able to focus
solely on teaching and ceramics and in 1984 a solo exhibition
of her work was held at the Whitney Museum of American
Art. As her works grew in size—some over ten feet tall—she
eventually moved her studio out of her basement and into
a 14,000 square foot space in Oakland, where she continued
to make work and show internationally until her death
in 2014.
Frey’s monumental works were built in sections, often
taking a year to finish each one and working on several
concurrently. The length of time Frey spent with each piece
is evident in the attention, expressiveness and specificity
of each of the figures, despite their forms being cartoonish
and generic. The commanding presence of Frey’s works
speak of an artist greatly concerned with social interactions,
gesture and how one shows up in a fraught and complicated
world; through this lens, Frey presents a colorful,
if troubled humanity.
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Albert Paley
Synapse
USA, 2009
forged and fabricated weathering steel
130 h × 60 w × 40 d in (330 × 152 × 102 cm)

Stamped signature and date to base ‘Albert Paley
2009’. This work was a project model of the massive
outdoor sculpture Beckoning installed at the National
Harbor, Maryland near Washington D.C.
Exhibited
Albert Paley: Dialogue with Steel, 11 October 2009 –
18 April 2010, Grounds for Sculpture, Hamilton, NJ
2010, Spaces Sculpture Trail, Huntsville, AL
Albert Paley: Thresholds, 1 July – 1 October 2017,
Sonoma Museum of Art, Sonoma, CA

Provenance
Collection of Paley Studios
$50,000 – 70,000

A designer doesn’t
have to be a craftsman,
but I think it is a good
idea to control what
you do... I do not think
that craft really enters
into the part that’s
about designing, but
it is essential to complete
the design and to know
how to arrive at the
desired results.
WENDELL CASTLE

24
Wendell Castle
Caligari's Mistress's Desk and Chair
USA, 1990
oak, mahogany, ebony and mahogany veneer,
aniline-dyed and acrylic-painted gesso, leather
34 ½ h × 77 w × 36 d in (88 × 196 × 91 cm)

Chair measures: 30 h x 22 w x 23 d inches.
Desk features five drawers. Signed and dated
to desk base ‘Wendell Castle 1990’. Signed to chair
leg ‘D. Sottile’. Castle was assisted in the construction
of this work by his studio director and trusted
craftsman, Donald Sottile.
Literature
Wendell Castle: A Catalogue Raisonné 1958– 2012,
Eerdmans, pg. 313 and 333, nos. IV.293 and IV.397

Exhibited
A Kansas Contribution: An Exhibition Celebrating
the Year of American Craft, 25 July – 3 September,
1993, Johnson Country Community College Gallery
of Art, Overland Park, KS

Provenance
Peter Joseph Gallery, New York
Private Collection, Cincinnati
$50,000 – 70,000

The
Expressionist
Form
Wendell
Castle
Started in 1984, as tastes and trends were rapidly changing,
the Dr. Caligari works embody an experimental time
and place within Wendell Castle’s career. The harmonious
and sinuous lines that had dominated his stacked laminate
pieces until then made way for the new visual vocabulary
of the 1980s.
Deeply imaginative and steeped in the rich tradition of
craftsmanship, Castle captures the heightened drama of the
1920 horror film, The Cabinet of Dr. Caligari, in this series
of unique works. With a radical aesthetic dominated by
jagged edges and unusual surface decoration in contrasting
color, Castle creates movement and expression in these
otherwise fully functional forms. Gone are the subtleties
of his early furniture designs, yet his reoccurring desire
to redefine our understanding of furniture remains clear.
The present lot comprised of Dr. Caligari’s Mistress's
desk and chair features another richly personal layer.
The works were part of the bespoke designed office suite
Castle created in 1990 for Peter Joseph. Joseph was one
of Castle’s earliest champions and as a gallery founder,
few had a more significant impact than Joseph on the
appreciation of American Craft; at a time when many sought
to dismiss radical designs, Joseph recognized avant-garde
artists as visionaries organizing what would become known
as landmark exhibitions for the field. Another work from
Dr. Caligari’s office suite created for Peter Joseph resides
in the permanent collection of the Modernism Museum
in Mount Dora, Florida.
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Wendell Castle
Sooner or Later dictionary stand
USA, 1986
painted curly maple, painted poplar, patinated metal
64 ½ h × 56 w × 39 d in (164 × 142 × 99 cm)

Stand features a hinged top which unfolds into a flat,
table-top surface. Carved signature and date to one leg
‘Wendell Castle 1986’. Signed to underside of table
top ‘With Donald Sottile’. Castle was assisted in the
construction of this work by one of his most trusted
craftsmen and studio director, Donald Sottile.
Literature
Wendell Castle: A Catalogue Raisonné 1958–2012,
Eerdmans, p. 216, no. III.310

Exhibited
Wendell Castle: New Work/Sculpture, 1986, Alexander
F. Milliken Gallery, New York

Provenance
Alexander F. Milliken Gallery, New York
Private Collection, Osprey, FL
$10,000 – 15,000

Nelson-Atkins Museum in 1960 without mentioning that
it was functional. It was accepted and exhibited as sculpture,
establishing a “proof of concept” for Castle’s budding design
philosophy. This particular piece of furniture cum art has
since been included in six major exhibitions of craft furniture.
While teaching in Rochester in the 1960s, Castle began
to develop the stack lamination technique utilized in many
of his most famous works. The process of stacking and
adhering multiple layers of wood, then refining the mass
with a chainsaw and chisel, freed Castle from the limitations
of shape and scale in a single block of wood. It allowed
him to create large-scale pieces that again reshaped
the possibilities of what furniture could be.
In 1967, Castle befriended New York City art dealer and
gallery owner Lee Nordness. Nordness, with the financial
backing of Samuel Johnson (patriarch of the Johnson Wax
Co.), curated a touring exhibition of American craft titled
Objects: USA. This seminal 1968 exhibition featured 300+
works—Castle’s among them—and traveled to twenty U.S.
cities and ten in Europe. It was the first time a furniture
maker occupied the exclusive galleries and showrooms
of the New York City art scene, and it helped establish
Castle as the leading American maker of craft furniture.
Prestigious clients clamored for his designs. Steinway
& Sons commissioned five pianos, starting with the opulently
designed, commemorative 500,000th Steinway Piano
in 1988.

WENDELL CASTLE

1932 – 2018

Wendell Castle is renowned for elevating craft furniture
to fine art through a synthesis of imaginative organic forms,
innovative techniques and splendid craftsmanship.
Born in Emporia, Kansas in 1932, Castle was a gifted child
who loved to draw. He received his formal training in the arts
at the University of Kansas, where he graduated in 1961
with a B.F.A. in Industrial Design and a M.F.A. in Sculpture.
In 1962, Castle moved to New York to teach furniture
design at the Rochester Institute of Technology’s School
for American Craftsmen (SAC). He worked there until 1969
and played a critical role in establishing SAC as one of the
preeminent furniture programs in the country.
It was during his sculptural studies at the University of
Kansas that Castle’s design vocabulary began to take shape.
A creative disagreement with a professor made the artist
ponder whether he could make a piece of functional furniture
that would be accepted as art. This challenge inspired him
to create Stool Sculpture, his first work to blend form and
function. Castle entered the piece in a juried art show at the

Castle never ceased developing, inventing and inspiring
throughout his six decade career. He held several academic
appointments including opening his own school, the Wendell
Castle School in Scottsville, New York (1980 – 1988).
He also received numerous honors including grants from
the National Endowment for the Arts on three separate
occasions, the Visionaries of the American Craft Movement
by the American Craft Museum (1994), an Outstanding
Achievement Award from the National Association
of Schools of Arts and Design, Los Angeles (2007)
and a Lifetime of Achievement Award from the Brooklyn
Museum (also 2007). And today, the art furniture of Wendell
Castle can be found in the permanent collections of many
prestigious museums including The Museum of Modern
Art in New York, The Renwick Gallery of the Smithsonian
American Art Museum in Washington D.C. and The Art
Institute of Chicago to name only a few.
Wendell Castle consistently confronted the traditional limits
of functional design with ingenuity and craftsmanship. Glenn
Adamson, former Director of New York’s Museum of Art and
Design, puts it simply and directly, “Wendell is the most
important postwar American furniture designer by a long shot.”
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Peter Voulkos
Snake River
USA, 1959
glazed stoneware, iron slip, sgraffito decoration
40 ½ h × 25 ½ w × 7 d in (103 × 65 × 18 cm)

Incised signature and date to body ‘Voulkos 59’.
Sold with framed Sezon Museum of Art, Tokyo
exhibition poster featuring this piece.
Literature
Peter Voulkos, Sezon Museum of Art catalog, pg. 71,
no. 43 illustrates this work
Clay's Tectonic Shift: John Mason, Ken Price, and Peter
Voulkos 1956 – 1968, MacNaughton (ed.), 2012, pg. 145
illustrates this work

Exhibited
Cranbrook Art Museum, 1991
Peter Voulkos Retrospective, 2 January – 20 February
1995, Sezon Museum of Art, Tokyo, exhibition traveled
to The National Museum of Modern Art, Kyoto
Clay's Tectonic Shift: John Mason, Ken Price, and Peter
Voulkos 1956 –1968, 21 January – 8 April 2012, The Ruth
Chandler Williamson Gallery, Scripps College,
Claremont, CA

Provenance
Collection of Professor and Mrs. R. Joseph Monsen
Collection of Pat Shaw, North Carolina
$50,000 – 70,000

Few artists can revolutionize an ancient medium, but Peter
Voulkos did just that when he brought ceramics into the
realm of fine art starting in the late 1950s. Born in Bozeman,
Montana in 1924, he studied painting and ceramics
at Montana State University and later received his MFA
from California College of the Arts in Oakland. While
Voulkos began his career by creating utilitarian objects such
as bowls and vases that won him wide renown, he began
to contemplate abstraction and other fine art principles
when he spent the summer of 1953 teaching at Black
Mountain College, there he met Robert Rauschenberg,
John Cage, and Josef Albers. From there, he visited New
York, meeting many of the Abstract Expressionists.
Voulkos returned to California to teach at Los Angeles
County Art Institute (now Otis College of Art and Design)
from 1954 to 1959 and it was in this period that his works
really began to evolve. As the decade came to a close,
Voulkos moved away from creating functional items, instead
morphing vase-like structures into sculpture. He slashed
the clay in certain instances and aggressively applied paint
to the forms like canvas. No longer content to create works
that hid their process of creation, Voulkos made the very act
of creation paramount to the understanding and appreciation
of his work, much like the Abstract Expressionists that he
had associated with.

P E T E R V O U L KO S

1924 – 2002

Voulkos’ artistic output piqued the interest of Peter Selz,
the Curator of the Department of Painting and Sculpture
at the Museum of Modern Art, New York. In 1960, he invited
Voulkos to exhibit six of his paintings alongside a number
of his sculptures as part of the New Talent series, one man
exhibitions that the museum had been offering since 1950
to artists who had not yet had solo exhibitions in New York.
Voulkos used this opportunity to illustrate the connection
between painting, the classic example of fine art, and
ceramics. After his show at MoMA, the artist spent the
summers of 1960 – 1962, and 1964 in New York teaching
and creating work at the famed Greenwich House Pottery
and Columbia University.
Peter Voulkos brought ceramics into the realm of fine
art. He died in 2002, but his legacy is remembered in the
collections of the Los Angeles County Museum of Art,
the Metropolitan Museum of Art in New York, the Stedelijk
Museum in Amsterdam, and the Museum of Fine Arts
in Boston.
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Edward Moulthrop
Monumental Figured Tulipwood Globe
USA, 1985
tulipwood
20 h × 31 ½ dia in (51 × 80 cm)

Incised signature to underside ‘Ed Moulthrop
Figured Tulipwood Liriodendrun Tulipifera
805802-2R 113990-3R’.
Provenance
Collection of Harriet and Lawrence Singer, Miami
Hindman, Modern Design, 14 November 2018, Lot 127
Private Collection
$10,000 – 15,000

Ed Moulthrop is recognized
as one of the leading
wood turners in the world,
specializing in pieces
of beauty and magnitude
unsurpassed by any other
turner. He stood alone when
it came to turning wood
vessels of revolutionary size.
His turnings had a simplicity
of design and exquisite
beauty which is displayed
in their pure form and shape.
They carry no social or moral
message unless it is one that
says a greater craftsman
than himself placed the
beauty in the log. Ed felt that
the vessel had always been
waiting there and that it was
his privilege to uncover it.
D A L E N I S H , M A ST E R W O O DT U R N E R S

He brought to the contemporary craft movement a passion
for the material and an artist’s eye, adept at harmonizing
form, color, and line to showcase the personality of each
piece of wood. Moulthrop not only breathed life into
the genre, he invented and forged many of the tools which
allowed him to graduate from small pieces to large and
technically difficult ones. His deceivingly simple creations
belie the labor-intensive process necessary to make them
and are the result of his innate ability to see the latent vessel
in a discarded piece of wood.
Moulthrop’s vessels can be found in over fifty personal,
corporate, institutional, and permanent museum collections
worldwide, including those of President Jimmy Carter,
Steven Spielberg, the White House Collection of American
Crafts, Coca Cola Co. World Headquarters, and the
Metropolitan Museum of Art in New York. His legacy lives
on in the work of his son, Philip, and grandson, Matt, both
of whom are world-renowned woodturners.

E D W A R D M O U LT H R O P

1916 – 2003

An architect and accomplished professor, Ed Moulthrop
is considered by many to be the father of modern American
wood-turning. Prior to embarking on a career as a
woodturner he studied drawing and watercolor painting,
earned degrees in architecture at Case Western Reserve
University in 1939 and Princeton University in 1941, taught
at the Georgia Institute of Technology for five years,
and served as the chief designer for Robert and Company.
Many of his designs can still be found throughout the U.S.
and he was the recipient of numerous awards, including
two medals from the American Institute of Architects (1978,
1980) and the Georgia Governor's Award in the Arts (1981).
Moulthrop’s interest in wood-turning began at a young
age. He purchased his first lathe from Popular Mechanics
magazine at fifteen and continued wood-turning as a hobby
into his adulthood. His hobby blossomed into a career in the
1960s when he met Blanche Reeves through his circle of
architect and designer friends. Reeves owned the Signature
Shop and Gallery—the first craft gallery in Atlanta—where
she began to show Moulthrop’s work. Thanks to her support,
Moulthrop developed relationships with gallerists across
the country and his glossy, modern vessels were eagerly
snapped up by adoring collectors.
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George Nakashima
Long chair
USA, 1951
Nakashima Studio
American black walnut, canvas webbing
31 h × 39 w × 67 d in (79 × 99 × 170 cm)

Chair features solid slab arm with one free edge
and expressive grain; arm measures: 14 h x 13 w x
61 d inches and seat measures: 12.5 h x 26 w inches.
Sold with a letter issued by Mira Nakashima.
Literature
George Nakashima: Full Circle, Ostergard, ppg. 150 – 151

Provenance
Private Collection, Honolulu
$30,000 – 50,000

It requires a genuine
fight to produce one
well-designed object
of relatively permanent
value.
GEORGE NAKASHIMA

Albert Paley
Monumental coffee table
USA, 1999
formed, fabricated, and enameled steel, copper, cleft slate
20 h × 67 w × 59 d in (51 × 170 × 150 cm)

Stamped signature and date to leg ‘Albert Paley
1999’ with copyright.
Provenance
Jerald Melberg Gallery, Charlotte, NC
Private Collection, Charlotte, NC
$15,000 – 20,000
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George Nakashima
Conoid bench with spindle back
USA, 1968
Nakashima Studio
American black walnut, hickory, rosewood
30 h × 81 ½ w × 29 ½ d in (76 × 207 × 75 cm)

Bench features a single-slab seat with expressive
grain, three rosewood butterflies, knot details,
and two free edges. Incised to underside ‘III’.
Signed with client name to underside ‘Dubovsky’.
Sold with original drawings by George Nakashima
and correspondence.
Provenance
Acquired directly from the artist by Dr. Mortimer
H. Dubovsky, Flushing
Private Collection, New Jersey
$35,000 – 45,000
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Paul Evans
Rare Sculpture Front wall-mounted cabinet
USA, 1967
Paul Evans Studio
welded and patinated steel, colored pigments, cleft slate
25 ½ h × 72 w × 23 d in (65 × 183 × 58 cm)

Cabinet features two bi-fold doors concealing
four adjustable shelves. Welded signature and date
to underside of one door ‘Paul Evans 67 D’.
Literature
Paul Evans: Designer and Sculptor, Head,
pg. 56 illustrates a similar example

Provenance
Acquired directly from Paul Evans Studio, New Hope
Thence by descent
$30,000 – 50,000

John Risley made
everything in this photo
except for the ceramic salad
dressing vessel and his shirt
(which was hand-printed
by his wife, ceramicist Mary
Kring Risley). He made
the cabinet, the utensils
in the cabinet, the salad
bowl, serving utensils
and even Mary’s necklace
and hair piece.
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John Risley
The Gaggle
USA, c. 1970
enameled iron, carved mahogany, redwood, oak,
walnut, brass, copper, tin, aluminum, chains
72 h × 60 ½ w × 10 d in (183 × 154 × 25 cm)

This important screen is one of only four examples.
Provenance
Collection of the artist
Thence by descent
$20,000 – 30,000

Risely's art represents
a continual seeking,
exploring and analyzing
of nature...humanity and
humor, in which serious
messages are revealed
in the guise of comical
men-at-arms, ingenious
mechanical marvels,
nonfunctional machines
and wondrous boxes.
W I L L I A M W A R D , F E L L O W P R O F E S S O R A T W E S L E YA N

JOHN RISLEY

1919 – 2002

John Risley was an accomplished sculptor, artist, and
furniture designer from Waterville, Maine whose skills
were honed while obtaining degrees from Amherst College,
the Rhode Island School of Design, and the Cranbrook
Academy of Arts. He taught at Cranbrook and also served
as the wood products designer for the United States Mutual
Security Agency prior to becoming a professor at Wesleyan
University in 1954, where he remained until retiring in 1987.
He was best known for bringing a sense of humor to his work
and received international acclaim for his satirical drawings
and cartoons, even winning a first prize at the 1983 Festival
of Humor and Satire in Bulgaria.

Paul Evans
Rare dining table
USA, c. 1968
Paul Evans Studio
torch-cut, welded and enameled steel, gilt wood, cleft slate
30 ½ h × 96 w × 44 d in (77 × 244 × 112 cm)

Provenance
Acquired directly from Paul Evans Studio, New Hope
by the present owner
$15,000 – 20,000

There is nothing that
cannot be done in metal
and I do not work in metal
in a normal way, or for
that matter, like any other
craftsman I know or have
heard about.
PA U L E V A N S
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Sam Maloof
Drafting table and chair
USA, 1992
carved walnut, ebony
44 h × 45 w × 31 d in (112 × 114 × 79 cm)

Chair measures: 35.75 h x 17.75 w x 20.5 d inches.
Table features two drawers and one flip-top
compartment concealing storage. Incised signature
and date to interior of desk ‘No 10 1992 Sam Maloof
f.a.e.e.’. Incised signature and date to underside of
chair ‘M.J./LW No. 8 1994 Sam Maloof d.f.a. r.i.s.d.’.
Provenance
Acquired directly from the artist in the 1990s
Private Collection, Claremont, CA
Thence by descent
$10,000 – 15,000

S A M M A LO O F

1916 – 2009

Born in 1916 to Lebanese immigrant parents, Sam Maloof
spent his childhood tinkering and making wood objects like
spoons and dollhouses for his family. As an adult, Maloof
worked in the graphic design department of the Vortox
Manufacturing Company and in 1941 he was drafted into
the U.S. Army where he constructed engineering drawings
for the war effort. After the war, Maloof moved to California
where he taught himself how to woodwork while building
furniture for his first home. News of his beautiful and
functional designs spread, and he was soon swamped
with commissions for everything from cradles to rockers.
Maloof was never formally trained and he disliked the term
artist, instead preferring to be known first and foremost
as a craftsman. Maloof purposefully left the joinery of
his furniture visible, drawing attention to the artistry of his
mortise and tenon joints and flawless dovetails. Working
with traditional woods like mahogany, pine, and oak, Maloof
expertly transformed the surface of his forms with a highly
burnished, tactile sheen. A true master of wood, Maloof
was the first craftsman to receive both the coveted Louis
Comfort Tiffany Grant and the MacArthur Genius Grant.
In 2001, Sam Maloof was the subject of a major retrospective
at the Renwick Gallery of American Art, the exhibition
focusing on the precise methods of craftsmanship within
his designs. Maloof passed away in 2009. Renowned for
his contribution to the American Craft movement, his work
is included in many noteworthy collections including the
Arts and Crafts collection at the White House, Washington
D.C. as well as and in the permanent collection of the
Metropolitan Museum of Art, New York.
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Fulper Pottery
Rare and Early Vasekraft lamp
USA, c. 1910
glazed earthenware, leaded glass
22 h × 16 ¾ dia in (56 × 43 cm)

This rare and early work features a Mirrored Black
to Cucumber Crystalline to Cat's Eye flambé glaze.
Stamped rectangular manufacturer's mark ‘Fulper
7 7 Patents Pending in United States and Canada,
England, France, and Germany’ and circular
‘Vasekraft’ mark with potter at wheel to underside
of base. Stamped numbers to interior of shade ‘7 17 17’.
Literature
Fulper Vase-Kraft, manufacturer's catalog,
pg. 1 illustrates similar form

Provenance
Private Collection, New York
$10,000 – 15,000

FULPER POTTERY

1860–1955

Despite being one of the oldest potteries in America,
Fulper arrived rather late to the art pottery movement.
It was originally founded in 1814 as Samuel Hill Pottery
in downtown Flemington, New Jersey and built its initial
success on producing drain tiles and other utilitarian
objects. It was acquired by Hill’s partner, Abraham Fulper
in 1860 and after his death in 1881, the firm was shepherded
to greater heights by his son, William. William was
interested in the technical aspects of ceramic production
and began designing shapes and studying glaze technology
via the writings of Professor Charles F. Binns of Alfred
University. It took years of experimentation, but in 1909
the Fulper Pottery Company finally released its first art
line, dubbed Vasekraft. It was an immediate success.
Fulper had hit upon the perfect combination of high
quality wares and expedient production. Unlike many
of the other nearly 200 companies and studios creating art
pottery in America at the time, Fulper was productionoriented and focused almost exclusively on simple, molded
forms adorned by a myriad of unique glazes. There were
six categories of glazes—Mirror, Flambé, Matte, Wistaria,
and Crystalline—and colors within those ranges were
given their own names, such as Elephant’s Breath, Cat’s
Eye, Blue of the Sky and Mirrored Black. An almost infinite
number of combinations could be achieved by combining
or overlapping different glazes on one form.

Fulper was staffed by about seventy-five people by 1911
and business remained strong through the late 1920s.
The firm offered a variety of vases, bowls, candleholders,
bookends, and other forms, but perhaps the finest objects
they made were lamps. Gorgeous but incredibly fragile,
not many have survived. The bases and shades were entirely
made of pottery (an impressive technical achievement)
and inset with jewel-toned glass, creating a beautiful
juxtaposition of colors and textures. They were first
introduced around Christmas in 1910 to great fanfare,
praised by one writer as “possessed of a beauty not
to be escaped or ignored by anyone with a normal love
of things lovely.”
William Fulper died in 1928, the year in which operations
expanded to Trenton, New Jersey. J. Martin Stangl,
superintendent of Fulper’s technical division, bought the
firm in 1930 and continued to produce art ware in smaller
amounts through 1935. The Fulper Pottery Company was
formally registered as the Stangl Pottery Company in 1955
and remained in operation until 1978. Though Stangl attained
success in his own right, the level of quality achieved in the
1910s and 1920s was never repeated.

Phillip Lloyd Powell
Exceptional cabinet
USA, 1960s
carved and sculpted walnut, ebony, cleft slate
26 ¼ h × 93 w × 19 d in (67 × 236 × 48 cm)

Cabinet features six bi-fold doors concealing
two adjustable shelves on each side and one drawer
in center.
Provenance
Acquired directly from the artist's studio in New Hope, PA
Estate of Ruth Elkins Hirschberg
$30,000 – 40,000
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At the urging of his friend George Nakashima, already
an established studio furniture maker, Powell began designing
his own furniture. He established a showroom in the heart
of New Hope in 1953, open only by appointment and on Saturday
evenings. In 1955, he began sharing his studio with Paul Evans,
a metalsmith and fellow designer of sculptural, mid-century
modern furniture. The two artists shared a creative space until
1966, growing their businesses and collaborating on select
furniture designs. In addition to his detailed woodworking,
Powell also created pieces in stone, metal and slate.

P H I L L I P L LOY D P OW E L L

1919 – 2008

Celebrated American furniture maker and designer
Phillip Lloyd Powell was born in Germantown, Pennsylvania
in 1919. Powell is best known for his innovative and handson approach to the production of studio furniture that
disregarded industrial mass production methods in favor
of creating limited runs of meticulously detailed, handcarved pieces.
A self-taught natural at the craft of woodworking, Phillip
Lloyd Powell began creating custom furniture for friends
and family as a teenager. Looking to further develop his
craft, he enrolled at Drexel Institute of Technology (now
Drexel University) in 1939 to study mechanical engineering.
His academic career was cut short in 1940 when he was
drafted into the Army Air Corps. During his service as
a meteorologist, stationed in Great Britain, Powell dreamed
of returning home and settling in the quiet, river town of New
Hope; his dream came to fruition in 1947 when he purchased
an acre of land in the Bucks County artists’ community.
Powell built his own home and earned a living selling works
by noted mid-century designers such as Herman Miller
and Isamu Noguchi.

Though Powell began his work in the middle of the 20th
century, his designs stand apart from the archetypal clean,
sharp lines of many other mid-century makers. Along with his
fellow Delaware Valley Modernists, George Nakashima and
Wharton Esherick, he sought to elevate the natural form of wood
and preferred organic curves and materials. A classic example
of this is the singular, sculpted fireplace now on permanent
exhibition, along with several other important pieces, at the
Michener Museum of Art in Doylestown, Pennsylvania.
But Powell’s work was also inspired by his love of world travel;
The Powell Door, an intricately carved and brightly painted
pine door (also at the Michener Museum of Art) suggests
the influence of India, Spain, Portugal, Sicily, and Morocco.
Owing to the intricacies of his designs and his preference
to work alone, Powell is estimated to have produced less than
1,000 pieces before his death in 2008.
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Judith Schaechter
Enigmedusa
USA, 2006
leaded and enameled flash glass, painted wood,
brushed stainless steel veneer over wood, light box
46 h × 25 w × 6 d in (117 × 64 × 15 cm)

Provenance
Claire Oliver Gallery, New York
Private Collection
Michaan's Auctions, 7 October 2007, Lot 404
Private Collection, New Jersey
$15,000 – 20,000

After originally studying painting at the Rhode Island School
of Design, Ms. Schaechter quickly discovered her love
of working in stained glass and made it her chosen medium.
She is one of very few contemporary artists who works
in stained glass—rather than blown glass—and has enjoyed
an influential role in not only reviving this dying art form,
but making it relevant to today’s art scene.

JUDITH SCHAECHTER

b.1961

Judith Schaechter is a world-renowned stained glass
artist based in Philadelphia, Pennsylvania. She was born
in Gainesville, Florida in 1961, and grew up in Massachusetts.
She graduated from Rhode Island School of Design in 1983,
with a BFA in Glass. Her work has been exhibited widely,
and is in the collections of the Metropolitan Museum, the
Victoria and Albert Museum in London, the Hermitage
in Russia, the Philadelphia Museum of Art, The Corning
Museum of Glass, The Renwick Gallery of the Smithsonian
Institution and numerous other public and private
collections. She’s won a Guggenheim Fellowship, two
National Endowment for the Arts Fellowships in Crafts,
The Louis Comfort Tiffany Award, The Joan Mitchell Award,
The Pew Fellowship in the Arts, a Leeway Foundation grant,
and two Pennsylvania Council on the Arts awards. She has
taught at several intuitions, including Penland, Pilchuck,
Rhode Island School of Design, PAFA, and the University
of the Arts.

Judith embraces the traditional use of stained glass in its
ability to enlighten and inspire through the universal and
transformative power of light, intense color and imagery.
She incorporates concepts of love, violence, sex, sadness,
struggle/suffering, and, ultimately, beauty in each of her
complicated, dazzling pieces. Rather than positioning
her audience in a particular narrative, her scenes create
and ambiguous setting in which the viewer can draw his
or her own conclusions. Her work can have a profound
affect, much like the depiction of saints and martyrs
of medieval stained glass, though in contrast, her subjects
are secular. Overall, Judith’s work pushes boundaries
in both medium and concept, and effectively transforms
suffering to physical beauty with grace, power, and elegance.
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Leland Swennes
Exceptional chair
USA, c. 1972
laminated and sculpted walnut
37 ½ h × 70 w × 28 d in (95 × 178 × 71 cm)

Provenance
Collection of the artist
Thence by descent
Private Collection
$10,000 – 15,000

Leland Swennes was born in St. Paul, Minnesota in 1936.
When he was three, his family moved to San Diego,
California, the city he would call home for the rest of his life.
He grew up with music, the arts and tennis as staples of his
environment. Swennes would narrow the focus of his study
to art when in college though he put himself through school
teaching art and giving private tennis lessons. After he
completed his studies, Swennes continued to teach art
to high school students for twenty-six years.

LELAND SWENNES

1936– 2012

Creativity was an important aspect of Swennes' life
and career; he explained: “Art is a way of life. I live in
a handmade house surrounded by handmade furniture,
ceramics, graphics, paintings, leaded glass, metal sculpture
and fiber arts.” Swennes worked with wood, metal, and
ceramics to make one-of-a-kind furniture forms, objects
and works of art.
Swennes died in 2012 leaving behind a rich legacy of
expertly crafted handmade functional and non-functional
pieces in a variety of media and materials.

James Carpenter
Custom installation
USA, 1989
glass, colored dichroic glass, steel, white oak
101 h × 64 ½ w × 17 ¾ d in (257 × 164 × 45 cm)

Provenance
Commissioned directly from the artist by Martina Yamin
$10,000 – 15,000
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Martina Yamin commissioned this work from James Carpenter
in 1989, after seeing a work of his in a magazine aboard a flight.
When she returned to New York, she cold-called the designer,
who is known for his artful and experiential approach to glass,
and asked him to build a similar work for her home. “When you
enter a typical brownstone,” says Yamin, “the first thing you see
is a stairway and it’s kind of depressing. We wanted to break
up the space and modulate that.” The present lot, composed
of a tall plane of dichroic glass and a bench of solid white oak,
produces the atmospheric and perceptual spectacle Carpenter
is celebrated for; he asserts that we “think of glass in a very,
very limited way.” More than something you simply look
through, Carpenter’s glassworks creates their own effects,
casting deeply-hued reflections and changing as the light does.

Working with glass
has always been about
working with light, and
trying to engage people
with qualities of light
that surround us. Glass
itself becomes a way of
translating information
that’s carried by light,
the landscape, and sky,
and you have a more
intimate connection.

JAMES CARPENTER

b.1949

James Carpenter is a designer and architectural consultant,
renowned for his unexpected and artful use of glass. Born
in 1949, Carpenter enrolled at the Rhode Island School
of Design intending to study architecture, but after taking
a class with Dale Chihuly, he changed his focus to sculpture.
He graduated in 1972 and worked under Chihuly until
1975; the two designed lighting together and Carpenter
established his unique approach to glass under Chihuly’s
tutelage. Carpenter also worked for Corning Glass Ware
for over a decade, developing products. In 1979, he founded
his own firm, James Carpenter and Associates, initially
working on small, private commissions and later consulting
international architectural offices on high-profile buildings
and spaces. His most known and celebrated projects include
a re-design of the Israel Museum in Jerusalem in 2010,
the Sky Reflector-Net in the Fulton Center terminal in New
York in 2015 and assisting on the design of 7 World Trade
Center, which also featured a Jenny Holzer work. Carpenter
was awarded a MacArthur Genius Grant in 2004 and was
honored by the American Institute of Architects in 1991 for
his innovative contributions to the field.

Chihuly developed his Persian series in the 1980s and
it has since become one of the most evocative of his
prodigious career. He describes Persian as “the most
difficult series to describe,” as it began as an exploration
of geometric forms, but, along the way, took on the organic,
undulating shapes for which Chihuly is celebrated.
The Persian series reached its mature point, after nearly
a decade of experimentation, around the time when the
present lot was created. Chihuly’s works are inspired by but
do not directly quote nature’s forms, and instead push them
to imaginative realms. The radiating lines and saturated
colors in the Persian series recalls the repetition and density
of decoration found in Persian miniatures and tiles, as well
as the magnificent Safavid mosques of the 16th and 17th
century; the accumulation of line, form and color combine
to create transformational spaces. The end result of these
explorations are distinctly Chihuly: the three rondels,
massive in scale, nested and swelling, protrude from the
wall and are lit from behind, casting an ethereal presence.
The Persian series is important in Chihuly’s body of work
and has become a spectacular mainstay of his museum
exhibitions (most similar to the present lot is the Venturi
Window at the Seattle Art Museum, 1992). Commissioned
in 1991, the Persian Installation from the Poggianti-Schulman
Wall scales these stunning scenes into an intimate encounter
with the artistry and ambition inherent in Chihuly’s work.
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Dale Chihuly
Persian Installation, Poggianti-Schulman Wall
USA, 1991
hand-blown glass, metal armature, LED lighting
52 h × 76 w × 21 ¾ d in (132 × 193 × 55 cm)

The Poggianti-Schulman Wall exhibits all the key
elements of Chihuly’s architectural Persian wall
sculptures of the period 1988 to 1992: limit-defying
scale, elastic form, vibrant concentric layers of color
complimented with lip wraps, and integral lighting
producing exaggerated colored shadows. This work
is registered with the artist as #372.91.3.
Literature
Chihuly: Form from Fire, exhibition catalog, pg. 135

Provenance
Acquired directly from the artist via Betsy Rosenfeld
Gallery, Chicago by the present owner
$40,000 – 60,000
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Dale Chihuly
Monumental Red Orange Basket Set
with Black Lip Wraps
USA, 1994
hand-blown glass
13 h × 30 w × 24 d in (33 × 76 × 61 cm)

Set is composed of five elements. Etched signature
and date to base of smallest element ‘Chihuly 94’.
Provenance
Private Collection, Washington
$12,000 – 18,000

D A L E C H I H U LY

b. 1941

American glass sculptor and entrepreneur Dale Chihuly
is among the most well-regarded glass artists of the 20th
and 21st Century.
Dale Chihuly’s academic career began at the University
of Washington where he earned a BA in Interior Design
in 1965. He then went on to attend the University
of Wisconsin-Madison, where he studied under Harvey
Littleton, founder of the first formal glass program in the
United States. He graduated in 1967 with a Master of
Science in Sculpture before moving on to the Rhode Island
School of Design (RISD) where he received a Master
of Fine Arts in Sculpture in 1968. He would later return
to RISD to establish a glass program and teach for
many years.
After earning his third degree, Chihuly sojourned in Venice
where he worked in the factory of Paolo Venini, a key
architect of the 20th century design aesthetic and one
of the leading producers of mid-century Murano glass.
It was in Venini’s studio on the island of Murano that Chihuly
first witnessed the team approach to blowing glass,
a practice that would become an integral part of his work
in the years to come. Though he returned to the United
States to teach, Chihuly continued to travel the world
to meet and learn from like-minded artists.

In 1976, Chihuly was involved in an auto accident that
resulted in the loss of his left eye, greatly limiting his sense
of visual depth. Chihuly’s ability to create was further
impaired by a bodysurfing accident in 1979 that left him
unable to hold the glassblowing pipe. The injuries sustained
in these two incidents forced Chihuly to hire others to assist.
In a 2006 interview Chihuly explained, "Once I stepped
back, I liked the view." This new perspective allowed Chihuly
to anticipate problems sooner and work more efficiently.
Additionally, working with a team of master glassblowers
enabled Chihuly’s studio to produce glass art on a scale
and quantity that would be inconceivable for a single artist
working alone.
Though Chihuly has worked in multiple mediums including
charcoal, acrylic, and graphite, it is his large and vibrantly
colored glass sculptures and installations for which he
is best known. These include his Seafoam Series, of thin,
wavy translucent glass forms sporting bold bands and
splashes of color, his Ikebana Series of naturally inspired
‘glass flowers,’ and his series of massive and stunningly
intricate chandeliers.
Works by Dale Chihuly have occupied exhibited across
the globe, including a series of exhibitions presented
in botanical settings. Examples include the Garfield Park
Conservatory in Chicago (2001), the Royal Botanical
Gardens in Kew, England (2005), and at the New York
Botanical Gardens in New York City (2017). Installations
by Chihuly can also be found in many hotels, casinos and
complexes across the globe including the Ritz-Carlton
Millenia in Singapore, the 360 Mall in Kuwait and the
Bellagio Hotel and Casino in Las Vegas. Other major
Chihuly exhibits include the Boston Museum of Fine Arts
(2011), the de Young Museum in San Francisco (2008)
and the Montreal Museum of Fine Arts (2013). The longterm exhibition, Chihuly Garden and Glass, opened at the
Seattle Center in his native Pacific Northwest in 2012.

42
Michael Glancy
Florentine Continuum
USA, 1997
blown glass, industrial plate glass, copper
12 h × 15 w × 15 d in (30 × 38 × 38 cm)

Etched signature, title, artist cipher, and date
to underside of vase and side of base ‘Michael Glancy
Florentine Continuum 1997’.
Literature
Michael Glancy: Infinite Obsessions 1996 – 2011,
Barry Friedman Ltd., pg. 60

Exhibited
Michael Glancy: Infinite Obsessions 1996– 2011,
6 May – 15 July 2011, Barry Friedman Ltd., New York

Provenance
Collection of the artist
Private Collection
$15,000 – 20,000

Michael Glancy
Wave Iteration
USA, 2011
Pompeii cut blown glass, copper
10 ½ h × 5 ½ w × 3 d in (27 × 14 × 8 cm)

Etched signature, title and date to underside
‘Michael Glancy 2011 Wave Iteration’ with artist
cipher in center.
Provenance
Collection of the artist
Private Collection
$10,000 – 15,000
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Michael Glancy’s work
is aesthetic, it is scientific,
and it might be considered
as growing, literally by hand,
from a near-molecular
vision....objects slowly
acquire form and texture,
shaped and revealed by
cutting, sandblasting, and
the application of copper.
New forms are then made
from existing forms, and
the evolution continues.
T I N A O L D K N O W, F O R M E R C U R AT O R
OF THE CORNING MUSEUM OF GLASS

His signature technique is an electroforming process
that creates a thin layer of metal on the glass. The artist
(or his assistant) stencil-paints his creations with electrically
conductive paint, attaches electrodes to the object, and
places the object in a chemical bath of metallic compounds.
Introducing an electrical current to the chemical bath
transfers the metal plating to the painted surface of the
glass, producing a clean and defined separation between
the two mediums and resulting in the intricately layered
texture of each piece.

MICHAEL GLANCY

b. 1950

Michael Glancy is a celebrated American glass artist,
sculptor and educator whose art blends metal and glass
into harmonious forms. Glancy rarely creates stand-alone
objects, preferring instead to create dynamic pairings
of sculpted objects and the complementary bases on which
they are placed. The object and its display platform are
thus conceived as forming an aesthetic whole.
Born in Detroit in 1950, Michael Glancy earned a BFA
from the University of Denver in 1973 and a BFA in sculpture
from the Rhode Island School of Design (RISD) in 1977.
Enticed by the “smoke and fire” of glassblowing, Glancy
continued his education with glass artist Dale Chihuly,
earning an MFA in glass from RISD in 1980. In 1982, while
teaching at Chihuly’s Pilchuck Glass School, Michael Glancy
discovered sandblasting and cold-working techniques.
He adopted the thick, heavy glass construction of the Italian
Sommerso and Scandinavian Graal, better suited for deep
reliefs (in contrast to the Venetian method of blowing
paper-thin vessels).

Glancy has adopted the Murano model of collaboration
between master glass artists and glassblowers first brought
to the U.S. by Dale Chihuly. In his own studio, he works
predominantly with two assistants, Myles Baer and Adrianne
Evans. Baer, who has been with Glancy since the age
of sixteen, specializes in cold-working glass techniques
such as cutting, grinding, engraving and sandblasting. Evans
develops the molds used to cast glass and metal objects.
As master of the studio, Glancy guides rather than controls
his assistants, giving them room to explore their own artistry.
Glancy collaborates with other glass artists as well.
His association with the Pilchuck Glass School introduced
him to influential European glass masters and led to his
work over the last three decades with Swedish glass artist
Jan-Erik Ritzman.
Since 1982, Glancy has been an adjunct faculty member
at RISD in the jewelry and metalsmithing department and
he is an invited faculty member at Pilchuck. His work has
been exhibited and collected by the Metropolitan Museum
of Art in New York, Corning Museum of Glass, Carnegie
Museum of Art, Detroit Institute of Art, Victoria and Albert
Museum, and many other art and design institutions.
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If you place absentee bids with the Auction House and/or a third-party site and also bid
in person, by phone or any other means, it is solely your responsibility to cancel these
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10 Reserves

A reserve is the confidential minimum price established by the Auction House and the
consignor. The reserve will never exceed the low estimate of a Lot. The Auction House
prohibits consignors from bidding on their own Lots, but the Auction House may implement
the reserve by bidding on behalf of the consignor at the auction up to the reserve. The Auction
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11 Telephone Bids

Generally, bidding increments are made as follows; however, the auctioneer has the sole
and exclusive power, discretion, and authority to regulate the bidding and change the
bidding increments.

**Please Note New Bidding Increments**
0 to 300
300 to 1000
1000 to 2000
2000 to 3000
3000 to 5000
5000 to 10000
10000 to 20000
20000 to 32000
32000 to 38000
38000 to 42000
42000 to 48000
48000 to 50000
50000 to 100000
100000 to 200000
200000+

25 increment
50 increment
100 increment
200 increment
250 increment
500 increment
1000 increment
2000 increment
3000 increment
2000 increment
3000 increment
2000 increment
5000 increment
10000 increment
20000 increment

12 Auctioneer’s Determination Final

A Lot will be sold to the highest bidder as determined in the sole and exclusive judgment
of the auctioneer. The auctioneer will also have the sole and exclusive power and authority
to: a) resolve any disputes between bidders; b) determine whether to pass or re-offer a
Lot for sale; c) reject or challenge any bid or advance in the bidding; d) exclude any bidder
from the auction and/or auction premises; and e) otherwise regulate the bidders, the bidding
and the bidding increments.

13 Successful Auction Bids

Upon the fall of the auctioneer’s hammer an agreement for the sale of the Lot is created
between the successful bidder and the consignor.

14 Auction Results

Preliminary auction results will be available online shortly after each auction at
www.ragoarts.com. Final auction results will be available as soon as the Auction House
has audited and verified all sales/bids, usually within one day of an auction.

15 Invoicing, Buyer’s Premium and Sales Tax

Invoicing: All successful bidders will be sent invoices by e-mail or mail (if we do not
have an email address on file) within two business days following an auction.

Buyer’s Premium: We charge a buyer’s premium on each Lot sold in amount equal to:
25% of the hammer price up to and including $250,000; and 20% on that part of the
hammer price above $250,000 (the “Buyer’s Premium”).
Fees: Successful Bidders who bid through third party online bidding platforms pay the
Buyer’s Premium and a surcharge that offsets the fee levied by the third party online
bidding platform on the Auction House. For more details on this surcharge, see the Terms
of Sale posted with each of our auctions on your online bidding platform of choice or call
us at 609-397-9374.
Sales tax: On June 21, 2018, the U.S. Supreme Court decided South Dakota v. Wayfair,
Inc., enabling states to impose sales tax responsibilities on “remote” sellers, i.e., sellers
without a physical presence in the state. Since the ruling, several states have responded
by implementing legislation requiring remote sellers to collect sales tax when the total
dollar value of purchases sent to that state exceeds a set threshold. Each state sets its own
threshold. Exceeding that threshold is known as creating an economic nexus.
Like all other remote sellers, Rago is now required to collect Sales / Use Tax from buyers
in these states when the total dollar value of purchases sent to that state creates a nexus.
When this occurs, you will see sales tax included on your invoice. The sales tax rate is
determined by the State, County, and City where purchases are sent.
All purchases picked up at Rago, which is located in New Jersey, will be taxed at the
New Jersey state tax rate, currently 6.625%.
If you have a valid resale certificate on file with the Auction house, this will exempt you from
being charged the Sales/ Use tax. Please send your completed, valid Resale Certificates
to: ragoauctions@ragoarts.com or Fax: 609-397-9377 (If you are a New Jersey Resident
/ Company, you can download your Resale Certificate online at: https://www.state.nj.us/
treasury/taxation/pdf/other_forms/sales/st3.pdf. If you are an Out of State Resident /
Company, you can download your Resale Certificate online at: https://www.state.nj.us/
treasury/taxation/pdf/other_forms/sales/st3nr.pdf)
NOTE: If we have not achieved nexus with your particular state, it is still your responsibility
to pay the proper use tax on your purchases, as it has always been.
If you have questions please do not hesitate to contact us.

16 Payment of the Purchase Price and Transfer of Title

The hammer price, the Buyer’s Premium, any applicable surcharges or fees and taxes shall
be added together to comprise the total purchase price for each Lot (the “Purchase Price”).
Payment of the Purchase Price in full is due immediately upon your receipt of our invoice.
If payment is not received in full within fifteen (15) days, the Auction House reserves the right
to impose interest at a rate of 1.5% per month prorated from the date of auction.
Upon our receipt of payment in full in good and clear funds from you, title to a Lot transfers to
you. If you make payment by check, title shall not transfer to you until the check has cleared.

17 Methods of Payment and Credit Card Processing Fee
Cash. Check. Wire Transfers. Money Order. PayPal.

NOTE: A 2% surcharge will be added for payments made by PayPal or Visa, Mastercard,
and Discover from buyers in person who have proper identification and pay through our
credit card terminals.
Buyers can pay with their credit card of choice by using PAYPAL. Rago’s PayPal link is
paypal.me/billpayragoartscom. Rago also accepts Visa, Mastercard, and Discover from
buyers in person who have proper identification and pay through our credit card terminals.

18 Authenticity Guarantee

The consignor is providing an authenticity guarantee for certain Lots, to the extent indicated
in the catalog (as explained below), for a period of four (4) years from the date of auction
(the “Authenticity Guarantee”). We are not personally liable for the Authenticity Guarantee.
For purposes of the Authenticity Guarantee, authenticity is defined as a true work that is
not a fake. Your sole remedy under the Authenticity Guarantee, to the exclusion of any other
remedy available to you under the law, shall be the return of any portion of the Purchase
Price paid by you to us. Refunds provided under the Authenticity Guarantee shall not include
packing, shipping or insurance expenses incurred by you. For the avoidance of doubt, the
Authenticity Guarantee is available only to you and may not be transferred to your heirs,
agents, transferees, assigns or subsequent buyers.
To make a claim under the Authenticity Guarantee, you must submit, at your expense, an
opinion in writing from a recognized expert, pre-approved by the Auction House, regarding
the authenticity of the Lot at issue. If the Lot is judged inauthentic by the expert, prior to
receiving a refund of any amount of the Purchase Price paid by you to us, the Lot must be
returned to us in the same condition as at time of auction.
If you have satisfied the requirements of this Section 18 and we have not yet paid the
consignor, we will refund your payment of the Purchase Price or any portion thereof to you.
If you have satisfied the requirements of this Section 18 and we have paid the consignor,
we will: (i) refund to you the Buyer’s Premium (as defined below) and any taxes paid;
and (ii) make written demand upon the consignor for the payment of the balance of the
Purchase Price you paid. If the consignor fails to refund the balance of the Purchase Price,
the Auction House will furnish you with the name and address of the consignor and assign
all of the Auction House’s rights against the consignor to you. You hereby agree that upon
this assignment of the Auction House’s rights, the Auction House will have no further liability
to you or responsibility to pursue your claim against the consignor.
The Authenticity Guarantee excludes the following:
•
•
•
•
•

Any lot description that states there is a conflict of specialist opinion;
Any typographical errors in our Lot descriptions or catalog;
Wear on furniture;
Flakes, surface scratches, or manufacturing flaws in glass or ceramic Lots;
The description of clocks and lighting devices, whether in the catalog or a condition
report, as such descriptions may be incomplete and not identify every mechanical
replacement, repair, or defect. The absence of reference to the condition of a clock or
lighting device does not imply it to be in working condition or without defects, repairs,
restorations, or replacement parts. No warranty is made that any watch is in working
condition or without defects, restorations, or working parts. Buyers are advised to check
watch works prior to auction;
The description of jewelry, whether in the catalog or a condition report, is rendered
as opinion and not a representation of fact, including, but not limited to, specialist
opinion as to authenticity, the enhancement or treatment of gemstones, the weight
of gemstones, the country of origin, the authorship or origin (manufacture) of an item,
its period (or c.) or the authenticity of its marks;

Oversized Lots are objects such as furniture, andirons, floor vases, or any other item
whose safe packing will exceed the limits of common carriers. The Auction House can
arrange delivery by freight almost anywhere in the United States, fully insured, for a
fee. The delivery of oversized, large, heavy, or expensive objects is not an inexpensive
proposition and we urge you to consider this before bidding.

The Auction House has graded uncertified coins and currency with reference to the current
interpretation of the American Numismatic Association’s standards at the time of grading.

21 Export and Import

The Auction House will not be liable for any patent or latent defect or controversy pertaining
to or arising from any encapsulated coins or currency. In any such instance, purchaser’s
remedy, if any, shall be solely against the service certifying and purchaser hereby agrees
that it shall have no remedy against the Auction House.

The Auction House and the consignor make no representations or warranties as to whether
any Lot is or is not subject to export or import restrictions or any embargoes and will have no
responsibility with regard to these matters.

22 Endangered Species

You are responsible for checking any applicable laws and regulations regarding the
importation of Lots containing materials made from endangered species. An export or
import license may be required for the export or import of such Lots and it is your sole
responsibility to familiarize yourself with International, U.S. Federal and State laws
or requirements regarding the necessary export, import, endangered species or other
permit required prior to bidding at auction. We will not rescind the sale of a Lot that is
transferred to you and later seized by government authorities due to the presence of
endangered species material.

23 Firearms

The Auction House only sells antique firearms as defined by the U.S. Bureau of Alcohol,
Tobacco and Firearms. Due to New Jersey firearms regulations, all handguns, pistols, and
revolvers will only be shipped via Federal Express and will only be delivered to a person
who holds a Federal Firearms License or a Curios and Relics License. Handguns, pistols,
and revolvers can only be picked up at the Auction House by a person who holds a Federal
Firearms License or the proper New Jersey handgun permits, which must be shown and
logged. There are no exceptions. No firearms will be sold or shipped internationally. It is
your sole responsibility to familiarize yourself with your local laws and requirements for the
possession of firearms; to identify and obtain any necessary license or permit prior to bidding;
and to abide by all Federal, State and local laws and requirements. The Auction House and the
consignor make no representations or warranties as to whether any Lot is or is not subject to
such restrictions and will have no responsibility with regard to these matters.

24 Jewelry

The Auction House reserves the right to re-grade any Lot re-consigned for any reasons,
including, but not limited to a change of grading standards, differences in opinion, mishandling
over time.

Please note that certain types of plastic may react with a coin’s metal or transfer plasticizer
to notes, causing damage. Avoid storage in materials that are not inert.

26 Failure to Make Payment

If you fail to make payment, we shall charge you interest at the rate of 18% per annum from
the date of the auction.

In addition to other remedies available to the Auction House by law, the Auction House may,
at its option:
i. Cancel the sale of any Lot for which payment by you has not been made or for any Lot
for which you have made payment and retain all payments made by you for such Lots as
liquidated damages; ii. Resell any Lot for which payment by you has not been made,
whether at public auction or private sale; or iii. Pursue any combination of i) and ii) above.

27 Rescission by the Auction House

In the event the Auction House receives notice of an adverse claim with respect to a sold
Lot, the Auction House shall have the right (but not the obligation), in its sole and absolute
discretion, to rescind the sale to you, upon written notice to you. Upon such notice, you will
promptly return the purchased Lot to the Auction House’s premises in the same condition
as when you purchased it. Following our receipt of the Lot, we will then promptly refund you
the full Purchase Price, including the Buyer’s Premium and applicable taxes paid. You will
have no further recourse against the Auction House or the consignor, and the Auction House
and the consignor shall not be liable for any damages of any nature suffered by you.

28 Governing Law and Forum for Disputes

19 Transfer of Risk of Loss

All stones have been identified by standard gemological field tests as the mounting permits
and the Auction House will make available to prospective buyers any gemological
certificates in its possession. It will not always be feasible to obtain a qualified lab report
on every stone offered through the Auction House. If you wish to have a grading or gemological
report from an independent recognized laboratory such as the Gemological Institute of
America, the European Gemological Laboratories or the American Gemological Institute,
you may request one at your own expense or hire an independent adviser of your choosing.

The laws of New Jersey shall govern the Terms of Sale and all of our auctions. Any disputes
that may arise in connection with any auction or sale shall be governed by and construed in
accordance with New Jersey law. You agree to submit to the jurisdiction of the courts of the
State of New Jersey with respect to any dispute arising in connection with any auction and/
or any sales. You agree that the Federal and State courts sitting in New Jersey shall have
exclusive jurisdiction over any claims asserted by you against the Auction House in connection
with any auction and/or any sales. You further agree that the Auction House may, in its
sole discretion, assert any claims it has against you in connection with any auction and/or
any sales in any Federal or State courts sitting in New Jersey or in any other jurisdiction
where you or assets owned by you may be found. In the event that the Auction House brings
an action to enforce the Terms of Sale and/or to collect any sum due and owing to it, the
Auction House shall be entitled to collect (in addition to any other amounts it Is owed) its
reasonable attorney’s fees, collection agency fees, and cost of suit from you.

20 Pick-Up, Shipping and Storage Fees

Weights given are based solely on measurements and known gemological formulae;
they are approximate, not exact. Weight may differ once a stone is removed from its setting.
You are advised to verify weight estimates prior to bidding at auction.

The Auction House is not liable for any breach or default by the consignor of a Lot.

25 Coins and Currency

30 Severability and Waiver

•

Risk of loss shall transfer to you upon your pick-up of a Lot or the 14th day after the auction,
whichever is earlier. We are not responsible for any damage or loss that occurs to the Lot
past such dates.

All Lots must be removed from the premises of the Auction House no later than fourteen (14)
days after an auction.
If Lots are not removed within thirty (30) days after an auction, you will thereafter be
assessed a $10.00 per Lot storage charge per day and we may, in our sole discretion,
remove any Lot to public storage at your risk and expense. All associated charges with such
public storage will be charged to you and must be paid prior to our release of a Lot to you.
Uncollected Lots left at the Auction House for ninety (90) days following an auction will be
sold or donated.
If you choose to pick up a Lot from the Auction House following an auction you must call
24 hours in advance to arrange pick-up. Regular hours for pick up are Monday – Friday, from
9:00 am – 11:30 am and from 1:00 pm – 5:00 pm Please bring your own packing materials.
The Auction House is closed on Federal holidays and on Mondays following full auction
weekends. Weekend pick-ups are made by special arrangement and/or by appointment only.
If you choose to ship a Lot from the Auction House, you are solely responsible for the
shipment. We will work with any shipper of your choosing. If you have any shipping preference
for any reason, please make sure your shipper carries insurance. We are not responsible for
any damage or loss that occurs while your objects are in another’s care. We will also not be
responsible for any damage or loss that occurs if you choose a shipping method that we have
advised against, and we will require a waiver from you acknowledging this.
As a convenience to you, we will, if requested, release a Lot to a third-party shipper. This
company will pack and ship or arrange shipment for you via UPS, FedEx or other carrier, fully
insured, for a fee payable in advance by credit card. Shipments are made within a few days
after payment has been received. For the avoidance of doubt, we will not be responsible for
any damage or loss that occurs to a Lot once we release it to a third-party shipper.
All international customs, duties, and other tariffs are your responsibility. The Auction House
and all third-party shippers will declare the hammer price plus the Buyer’s Premium as the
value of a Lot in all cases.

For centuries, natural gemstones have been enhanced in a variety of ways, including heating,
oiling and other methods. These treatments are accepted by the international jewelry and
gemstone trade. The Auction House makes no representations or warranties, express or
implied, as to whether natural stones have been treated or enhanced, whether specifically
referenced or not.

If any provision of these Terms of Sale shall be deemed unlawful, void, or unenforceable under
applicable law, that provision shall be stricken and severed from the remaining provisions,
which shall remain in full force and effect. Failure to enforce any of the provisions in these
Terms of Sale shall not be deemed a waiver of the right to enforce any other provisions of
these Terms of Sale.

Therefore, all coins and currency are sold “as is” by the Auction House, except as to
authenticity, as expressly stated in the Terms of Sale. They are sold without any additional
express or implied warranty, including, but not limited to, grade. This includes all coins and
currency, including, but not limited to, those:

Unless the Auction House consents in writing, you may not assign your rights or any of your
obligations hereunder.

•
•
•
•

Referencing the opinion of a third-party grading service;
With no reference to the opinion of a third-party grading service;
With reference to the opinion of Auction House as to grading;
Subsequently submitted to a third-party grading service for determination or certification;
Encapsulated and therefore unable to be physically examined.

The Auction House reserves the right to differ with the grades assigned to any Lot, by
certificate or otherwise, regardless of the grading service, and will not be bound by any prior
or subsequent opinion, determination or certification by third-party grading services including,
but not limited to, National Guaranty Company (NGC), Professional Coin Grading Service
(PCGS), Paper Money Guaranty (PMG) and Currency Grading and Authentication (CGA)
or any other any grading service, third party organization or dealer. There is no guarantee or
warranty implied or expressed that the grading standards utilized by the Auction House will
meet the standards of any grading service at any time in the future.

When the Auction Center receives and processes your payment, your property is released
for shipping, delivery by freight, or pick-up. Please allow up to three weeks.
NOTE: Some property in this sale may require specialized shipping. Please call us for
our recommendations.

Shipping Small Items by Common Carrier (UPS, FedEx, DHL OR USPS)
We have engaged shippers to pick up several times a week from the auction house. Our
recommended shippers for small items are Masterpiece Shipping and The Flemington
UPS Store. Once we receive your payment and the completed shipping form authorizing
the release of your property to the shipper, we will add your lot(s) to the list for the next pick
up. You will receive a shipping quote for your approval within 48 hours after the shipper has
picked up your lot(s). If for any reason the quote is not acceptable to you, your property will
be returned to the auction house so that you can make alternate arrangements.
Shipping Larger Items by Freight

Some furniture, bulky or odd shaped items may exceed the allowable dimensions or weight
restrictions of UPS, Fed Ex and similar carriers. The auction house can provide assistance
in arranging for delivery by freight. Depending on the location, we can recommend a variety
of third party shippers. We are also happy to work with the freight company of your choosing.
Please keep in mind that delivery of these types of items can be an expensive proposition and
we urge you to consider this before bidding. Please remember that it is your responsibility to
pay for all deliveries.

Pick up at Rago

Hours for pick up are Monday–Friday, from 9:00 am – 11:30 am and from 1:30 pm – 5:00 pm
The shipping department closes each day from 11:30 am– 1:30 pm The Auction House
is closed on Federal holidays and on Mondays following two and three day auctions.
We require 24 hours’ notice in advance of pick up. Please bring your own packing materials.

Important Notes

Weekend pick ups are made by special arrangement and/or by appointment only.
New Jersey sales tax of 6.625% must be added to your invoice when picking up merchandise
unless you have a valid resale number on file.

All property must be paid for and removed from Rago Arts & Auction Center within 15
business days of the auction. Unless special arrangements are agreed upon in writing
before the sale. Storage fees are charged beginning on day 16. For more details see our
Terms of Sale.

29 Limitations of Liability

Grading is a not an exact science. It is a matter of opinion as to condition and other
attributes. Because of this, grading can and will differ among third party grading services
(even though consensus grading is employed by most), independent experts, dealers,
collectors and auction houses, including our own. Due to the subjectivity of coin and currency
grading, a given piece evaluated twice by the same expert may be assigned a different
grade each time. Opinion as to the grading, condition or other attributes of any Lots may
have a material effect on value.

•

Shipping/Receipt of Purchased Property

A bid is a contract to buy. So on the fall of the auctioneer’s hammer, the successful bidder
becomes the owner and assumes full responsibility for the purchased property. This includes
all costs and the expenses of any handling, shipping, insurance, taxes, or export.

31 No Assignment

32 No Modifications

These Terms of Sale may not be changed unless the Auction House and you have agreed to
do so in a written agreement signed by both parties.

33 Miscellaneous

These Terms of Sale shall apply to both auction and private sales.
Paragraph and subheadings are included in these Terms of Sale for ease of reference and
should not be used to interpret the meaning of the substantive provisions.
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