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Frank Lloyd Wright  
Hanging Lamp from the John Storer House, Hollywood
USA, 1923 

copper-plated cast iron with applied patina, frosted glass 
6  w × 9  d × 36  h in (15 × 23 × 91 cm)

This is one of three original hanging lamps from the Storer house  
and is the first to appear on the market. 

Literature 
Frank Lloyd Wright Monograph 1914–1923, Pfeiffer and Futugawa, pg. 222

Provenance 
John Storer, Hollywood 

Joel Silver, Los Angeles 

Private Collection, San Francisco 

$30,000 – 50,000 

Frank Lloyd Wright Hanging Lamp from the John Storer House

Nature is the inspiration for all ornamentation. 

Frank Lloyd Wright



Frank Lloyd Wright hanging lamp from the John Storer House, Hollywood

In 1923, John Storer, a homeopathic physician based in Los  
Angeles, commissioned Frank Lloyd Wright to build a home in  
the Hollywood Hills. It was the first residence designed by Wright 
to use the new construction method of cast concrete textile blocks 
molded with geometric motifs evocative of Mayan revival styles. 
The resulting design appeared as if it had emerged from the hills. 
The rhythmic linear motifs of the molded concrete blocks were also 
evident in the interior of the home, reflected in both the surfaces  
of the walls and the floorplan of the house itself which included  
two floors and multiple open-air terraces. 

The present lot, one of three examples created for the house, was situated 
in the main floor living room across from the dining area, flanking the large 
central fireplace. Wright included tall banks of windows throughout the home 
that flooded the space with natural light. At night, the interior was illuminated 
with light fixtures such as the present lot that punctuated the space like 
torches in an ancient temple. Wright’s use of the textile blocks blended the 
interior and exterior construction, synthesizing the built environment with  
the natural surroundings.

Designed in 1923 to accompany the synthesized 
interior of the John Storer House in Hollywood, 
California, this iron and glass hanging lamp 
epitomizes Frank Lloyd Wright’s deconstructed 
Prairie aesthetic and its relationship to the organic 
architecture of modern design movements.

This lamp design in  
the living room on the 
main floor of the John 
Storer house
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Theo van Doesburg  
Important Stained Glass Window (Composition V)
The Netherlands, 1917–1918/1956 

Bogtman Haarlem 

stained glass and lead framed in stainless steel 
74 ¼ h × 44 ½ w × 1 ½ d in (189 × 189 × 116 cm)

Signed and titled to lower edge: [Theo van Doesburg Leiden 
Kompositie Glas in Lood 1918]. Signed with applied museum label 
to frame: [Fondation Beyeler Ornament Und Abstraktion 10.6. - 
23.9.2001 Theo Van Glasfenster Komposition V (Posthume 1956-19)]. 
Signed with applied museum label to frame: [Kunsthalle Basel  
No. 2821]. 

$100,000 – 150,000 

  
 
Literature 
Theo van Doesburg Oeuvre Catalogue, Hoek, pg. 207 no. 557c  
Ornament and Abstraction, Beyeler and Brüderlin, pg. 143  
illustrates this work  
J.J.P. Oud Architect, Reinhartz-Tergau, pg. 31 illustrates the original work  
Theo van Doesburg — A New Expression of Life, Art and Technology,  
Fabre, pg. 20, fig. 10 illustrates drawing for this work  
J.J.P. Oud Poetic Functionalist 1890–1963 The Complete Works, Taverne, 
Wagenaar and de Vletter, ppg. 127–138 discuss the villa 

Exhibited 
13 December 1968 – 25 January 1969, Van Abbemuseum, Eindhoven 

7 February 1969 – 24 March 1969, Gemeentemuseum den Haag 

18 April 1969 – 1 June 1969, Kunsthalle Nürnberg, Germany 

9 August 1969 – 7 September 1969, Kunsthalle Basel, Switzerland 

1969 – 1985, Stedelijk Museum, Amsterdam (on extended loan) 

Ornament and Abstraction, 10 June – 7 October 2001, Fondation  
Beyeler, Basel

Provenance 
N.V. Koninklijke Bijenkorf Beheer KBB, Amsterdam 

Annely Juda Fine Art, London (Acquired from the previous in 1985  
via the art dealer Marijke Vorst) 

Cavan O’Brien Fine Art, Ltd., London (Acquired from the previous in 1985) 

Christie’s, London, 1995, no. 272 

Private Collection, The Netherlands 

Theo van Doesburg Important Stained Glass Window (Composition V)



Resting atop the dunes in the seaside region of Katwijk aan Zee, 
there stands the Hotel Savoy and more importantly, what might  
be considered one of J.J.P. Oud’s earliest demonstrations of the  
De Stijl philosophy in his architecture, the Villa Allegonda,  
as it was once called. 

Originally the villa was known as Sigrid and inhabited by a Norwegian 
painter. The artist shortly thereafter sold the villa to the Rotterdam 
businessman J.E.R. Tousselot. After the transaction, the villa underwent  
a series of renovations and remodeling that continued for a number  
of years, the first of which was under the direction of Oud. The architect  
was tasked to renovate the villa whose existing details were then aligned  
with nearby North African architectural themes and vernacular.  
He enlisted a number of his close associates, many if not all of whom  
were artists. His drawings show a very clean and geometric structure,  
with an asymmetry prominent in his work. 

Upon Oud’s suggestion, Theo van Doesburg was invited to design  
two leaded glass windows for the villa; he sketched Composition V in 1917-
1918 (in 1984 the Kunsthaus Zurich purchased the original drawing where  
it presently resides). While it is not entirely known how many sketches  
for windows he produced, both Composition II & V were manufactured  
by the firm Vennootschap Crabeth in den Haag, and were installed into the 
staircase hall of the villa.1 A period image shows the installed Composition II, 
the renovated villa and the sketch for Composition V. In a letter dated  
to December 1923, van Doesburg confirmed to Karel Wasch, then secretary 
of the N.V. Glasfabriek Leerdam, that he created and had installed both 
windows II and V in the Villa Allegonda. During World War II there was  
a mine explosion and both windows were unfortunately destroyed.

Later after van Doesburg’s passing, in 1956 his widow Nelly van Doesburg, 
herself an avant-garde artist and musician, sold the original color design 
sketch to De Bijenkorf Rotterdam, who then instructed the Dutch leaded 
glass firm Bogtman in Haarlem to fabricate the present example, to be 
installed in the Marcel Breuer designed Rotterdam Beehive building. 

While this window is a posthumous reproduction of the originally installed 
example, it has been exhibited widely and is illustrated in the Fondation 
Beyeler catalog Ornament and Abstraction, published on the occasion  
of the exhibition bearing the same name. It is also generally accepted that  
the dimensions match the original window. Along the window’s metal 
exterior framework are exhibition labels. The history of this window 
illustrates the fully realized concept of art-architecture that van Doesburg  
was looking to attain. The rhythmic movements of the color scheme remain  
in adherence to the De Stijl philosophy, setting apart the artist and group  
in the canon of theoretical art and history. 

1 J.J.P. Oud Poetic Functionalist 1890 –1963 The Complete  
    Works, Taverne, Wagenaar and de Vletter, ppg. 127–138  
    for a wider discussion of the villa

Villa Allegonda 1916 – 1928

When contemplating a work of art it is possible  

to perceive if it has been created according to the 

eye or the spirit, in other words, if it projects three-

dimensional reality or spiritual n-dimensionality.  

Theo van Doesburg

Composition V design study 
for stained glass by Theo  
van Doesburg, 1917–1918  
in the collection of 
Kunsthaus Zurich

Theo van Doesburg Important Stained Glass Window (Composition V) 2  Masterworks

Theo and Nelly van 
Doesburg, 1923



Theo van Doesburg 1883 – 1931 
Theo van Doesburg was born Christian Emil Marie Küpper in the 
Netherlands in 1883. As a child he was drawn to a wide range of artistic 
practices including dance, theater, and song, but it wasn’t until he  
discovered painting that he felt he had found his calling. Van Doesburg’s  
first exhibition opened in 1908, his style heavily influenced by figurative 
painters such as Vincent Van Gogh. His work changed dramatically a few 
years later; after reading Wassily Kandinsky’s book Ruckblicke published  
in 1913, van Doesburg began exploring new modes of abstract expression.

In 1917, van Doesburg, Piet Mondrian, Bart van der Leck, and J.J.P. Oud 
founded the group De Stijl to promote Dutch abstraction and create  
a universal visual language. The members applied the De Stijl principles  
to a variety of medium, including stained glass, graphic design, industrial 
design, and even typography. They often collaborated on architectural 
projects creating total Gesamtkunstwerks, for example, when J.J.P. Oud 
designed a home, van Doesburg would often craft stained glass windows, 
furniture, and design the interiors. 

There was a rift in De Stijl in 1927. Van Doesburg began painting using 
diagonal shapes, and Mondrian felt that this direction of lines was  
an affront to the manifesto of De Stijl. The pair split, and van Doesburg 
began to espouse Elementism. Van Doesburg died in 1931 leaving behind  
an incredible legacy as the dynamic leader of the De Stijl movement.  
Today, van Doesburg’s works can be found in museum collections  
including the Museum of Modern Art, New York, the Guggenheim,  
NewYork, and the Tate, London, among many others.

We speak of concrete and not abstract 

painting because nothing is more concrete, 

more real than a line, a color, a surface. 

Theo van Doesburg

2  Masterworks
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Dankmar Adler and Louis H. Sullivan  
Important elevator surround from the Chicago Stock Exchange
USA, 1893 

Winslow Brothers 

electro-plated copper finish over cast iron, wrought iron 
101 ½ w × 2 ¼ d × 119  h in (258 × 6 × 302 cm) 

Literature 
The Trading Room: Louis Sullivan and The Chicago Stock Exchange,  
Vinci, ppg. 22–23  
The Complete Architecture of Adler & Sullivan, Nickel and Siskind, pg. 190

Provenance 
Chicago Stock Exchange 

Collection of Stuart Grannen, Chicago 

$150,000 – 200,000 

Dankmar Adler and Louis Sullivan Important Elevator Surround from the Chicago Stock Exchange



As with the forces of nature that inspired him, architect  
Louis H. Sullivan’s work is about all parts relating to the whole.  
This concept is eloquently demonstrated in this assemblage of the 
corridor elevator walls of the Chicago Stock Exchange Building, 
a significant Adler & Sullivan skyscraper completed in 1894 and 
tragically demolished after a heated preservation battle in 1972.

Salvage of decorative elements of the building’s elevators was erratic, 
with little consideration given to preserving entire assemblies to represent 
Sullivan’s all-inclusive design concept. Individual elements, such as the 
delicate strap metal screens, the copper-plated ornamental iron lintels,  
and distinctive “T” medallions are typically offered for sale individually.

In themselves, these isolated elements have become highly sought-after 
icons of Louis H. Sullivan’s contributions to architecture and the decorative 
arts. But in this instance, individual component parts are assembled to 
create a representation of the entire design concept, demonstrating how  
all relate to the whole as an organically-unified composition. 

A framework of copper-plated ornamental cast iron creates a striking, yet 
harmonious contrast to the delicate openwork strap metal screens, finished 
in a dull grey-black finish. All work together as a symbolic abstraction. 
Modular geometry inherent in architecture mends with organic natural 
forms reflecting the powers of human creation—the essence of Sullivan’s 
architectural philosophy.

The Power of a Design

The overall composition is Louis H. Sullivan at his best. Delicate strap  
metal grilles are unique among Sullivan’s designs, representing what has 
been described as a mechanistic interpretation that suggests the bursting 
buds of nature. The fluid ornamental pattern of the vibrant horizontal iron 
lintels is integrated with the metal surface itself, inseparably mending 
geometric and natural forms.

From a technological standpoint, the assembly represents the infancy  
of skyscraper elevators during a past era when cabs and corridor walls  
were openwork metal rather than enclosed boxes. Sullivan intended for  
the elevator screens to not only be experienced when walking in the 
corridors on foot, but also to be seen in rapid succession while riding  
in a fast-moving openwork elevator cab. Rapid vertical movement was  
a new sensation in architectural spatial perception, and Sullivan made  
it a powerful experience with this design. 

All elements were manufactured to Sullivan’s custom designs by the 
Winslow Brothers Company in Chicago. Winslow Brothers was Sullivan’s 
longtime preferred fabricator for his ornamental metalwork, based on their 
ability to create art-grade elements in the mass production necessary  
for large-scale architectural projects.

Curiously, the openwork metal screens of the Chicago Stock Exchange 
elevators have in recent times come to be referred to as the “Atomic” 
pattern. In reality, the 1894 design has nothing to do with atomic technology, 
which was still a half-century in the future. But the informal popular 
reference still speaks to the power of a design that can still spark human 
imagination and contemporary reinterpretation after nearly 125 years. 

The elevator surround at  
the Chicago Stock Exchange

Dankmar Adler and Louis Sullivan Important Elevator Surround from the Chicago Stock Exchange 3  Masterworks



3  Masterworks

Dankmar Adler 1844 – 1900  
Louis H. Sullivan 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.
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Dankmar Adler and Louis H. Sullivan  
Stencil from the Chicago Stock Exchange
USA, 1893 

Healy and Millet 
oil paint stencil on canvas 
57  h × 66 ¼ w in (145 × 168 cm) 

Literature 
The Trading Room: Louis Sullivan and The Chicago Stock Exchange,  
Vinci, pg. 36  
The Complete Architecture of Adler & Sullivan, Nickel and Siskind,  
ppg. 198, 318

Provenance 
Chicago Stock Exchange 

Arthur Dubin, Chicago 

Collection of Wilbert R. Hasbrouck, Chicago 

Collection of Stuart Grannen, Chicago 

$40,000 – 60,000 

Dankmar Adler and Louis Sullivan Stencil from the Chicago Stock Exchange

Chicago based design firm Healy and Millet 
executed the oil paint stencils throughout 
the Chicago Stock Exchange. This particular 
example is the most complex with the stencil 
featuring fifty-two colors. This work comes  
from the collection of historic preservation 
pioneer and architect, Wilbert R. Hasbrouck 
who selected this panel for his private collection.



Dankmar Adler and Louis Sullivan Stencil from the Chicago Stock Exchange 4  Masterworks

Stencil wall panels along 
the ceiling of the Trading 
Room of the Chicago 
Stock Exchange

Golden Door at the 
Transportation Building 
of the World's Columbian 
Exposition, 1893

Architect Louis H. Sullivan developed many of his most important 
buildings in collaboration with master colorist Louis J. Millet. As 
lead artistic partner in Healy & Millet, a Chicago-based decorative 
arts studio, Millet helped develop the architectural compositions 
of Sullivan’s buildings through a highly sophisticated use of color. 
Their collaborations included such notable Adler & Sullivan 
buildings in Chicago as the Auditorium Building, Schiller (later 
Garrick) Theater, and the famed exterior of the Transportation 
Building at the 1893 World’s Columbian Exposition, which rebelled 
against the stark white classicism of other fair building’s through 
the use of forty-four different colors and its legendary Golden 
Door. Sullivan and Millet’s friendship and collaborations continued 
throughout their lives, including the coloration and leaded glass for 
the small rural banks that occupied the later years of Sullivan’s life.

The Trading Room of Adler & Sullivan’s 1893 Chicago Stock Exchange 
Building is considered a masterpiece of Sullivan and Millet’s collaborative 
work. With Millet, Sullivan’s intricate stencil designs were developed  
into animated compositions that conveyed a sense of movement and  
depth. The most complex of the room’s stencils was this example which 
incorporates fifty-two different colors – the nuances between many are  
so close that the differences are barely perceptible, but all combine to 
create a highly powerful effect.

Sullivan and Millet used hand-painted stencils as an appropriate medium 
for honestly addressing the essential nature of a flat plaster wall surface. 
The masterful layering of colors provided a subtle three-dimensional quality 
to the wall surfaces, which enhanced the sense of space within the overall 
room. This pattern covered a plaster wall that concealed a massive steel 
truss that spanned the room. The structural strength of the concealed span  
is symbolically reflected in the vibrant red at the bottom, with the pattern 
rising to a more passive green at the top. 

Sullivan and Millet used hand-painted stencils  
as an appropriate medium for honestly addressing  
the essential nature of a flat plaster wall surface.  
The masterful layering of colors provided a subtle 
three-dimensional quality to the wall surfaces,  
which enhanced the sense of space within the  
overall room.
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Isamu Noguchi  
Magatama
1946 

carved onyx 
3 ½ h × 5 ¼ w × 5  d in (9 × 13 × 13 cm)

Literature 
The Sculpture of Isamu Noguchi, 1924–1979: A Catalogue,  
Grove and Botnick, pg. 44, no. 246 illustrates this example

Provenance 
Gift from the artist to John Huston and Evelyn Keyes, 1946 

Collection of Evelyn Keyes, 1950 

Collection of Tab Hunter and Allan Glaser 

$300,000 – 500,000 

Isamu Noguchi Magatama

John Huston and Evelyn 
Keyes with Magatama, 1947

The essence of sculpture is for me  

the perception of space, the continuum  

of our existence. Isamu Noguchi



Magatama by Isamu Noguchi has a commanding presence and  
an illustrious Hollywood history. The work was a gift from the  
artist to John Huston, director of numerous films including The 
Maltese Falcon and his wife Evelyn Keyes, the actress best known  
for her role as Suellen O’Hara in Gone With The Wind. Since then  
the piece has been witness to tales of love and heartache, in true 
Hollywood fashion. 

John Huston and Evelyn Keyes, avid art collectors, were gifted Magatama 
when they visited Noguchi in his studio while honeymooning on the East 
Coast in 1946. When the couple divorced amicably in 1950, they divided  
their collection in half. A year later, Huston suggested they keep the 
collection of art together and proposed a coin toss, the winner taking 
everything. Huston lost and Ms. Keyes retained the Noguchi sculpture  
along with works by Picasso, Rufino Tamayo, Paul Klee and a large 
collection of pre-Columbian art. 

A few years later, Keyes fell in love with the film producer, Mike Todd  
of Around the World in 80 Days. Upon their engagement, Keyes gifted  
the Noguchi work to Todd only to have him return it six weeks later, when  
he broke their engagement to pursue a relationship with Elizabeth Taylor. 
Todd and Taylor were married in 1957 and tragically, Todd died a year  
later in a plane crash.

Evelyn Keyes married the bandleader and clarinet maestro, Artie Shaw 
in 1957. They separated in the 1970s but didn’t divorce until 1985. At some 
point, without Keyes consent, Shaw sold off the majority of her art collection. 
Fortunately, the Noguchi avoided sale. Magatama remained in the  
collection of Ms. Keyes until her death in 2008 when it was bequeathed 
to the renowned film producer, Allan Glaser and his partner, Hollywood’s 
Golden Boy, Tab Hunter.

Sculpture to the Stars

above Mike Todd and Elizabeth 
Taylor on the evening his  
film Around the World in 80 
Days won Best Picture in 1957  
below Tab Hunter, c. 1955

Evelyn Keyes, publicity 
photo from the 1940s

The abstract work reveals a confluence of Asian  
and Western culture, ancient and modern art  
and ultimately conveys a sense of timelessness,  
a hallmark of Noguchi’s art. The title, Magatama, 
is a reference to curved beads made of stone, 
earthenware or jade and worn as jewelry or used  
as ceremonial objects in prehistoric Japan while  
the surrealist, biomorphic shape relates to the  
work of his contemporaries such as Jean Arp and 
Henry Moore. This extraordinary sculpture is  
a perfect expression of Noguchi’s greatest work.



Isamu Noguchi 1904 – 1988 
Isamu Noguchi was born in Los Angeles in 1904 to Yone Noguchi,  
a Japanese poet, and Leonie Gilmor, an American writer. Noguchi lived  
in Japan from the age of two until 1918 when he returned to the United States 
to attend school in Indiana. In 1922 Noguchi moved to New York to study 
pre-medicine at Columbia University. He also took night courses in sculpture 
with Onorio Ruotolo and soon after, he left Columbia in pursuit of a career  
in the arts.

In 1927 Noguchi received a Guggenheim Fellowship for a trip to Paris and 
the far east. For six months in Paris, he worked in the studio of Constantin 
Brancusi and his own work became more abstract as Noguchi explored 
working with stone, wood and sheet metal. Noguchi returned to New York 
and in 1929 he met R. Buckminster Fuller and Martha Graham, colleagues 
and friends with whom he would later collaborate. In 1938 Noguchi was 
commissioned to complete a work for the Associated Press building in  
the Rockefeller Center in New York. Marking his first public sculpture, this 
work garnered attention and recognition for the artist in the United States.

After the Japanese attack on Pearl Harbor, Noguchi became politically 
involved. He started Nisei Writers and Artists Mobilization for Democracy, 
a group dedicated to raising awareness of the patriotism of Japanese 
Americans, and he volunteered to be placed in an Arizona internment camp 
where he resided for seven months. Following the war, he spent time in 
Japan exploring the issues highlighted by the conflict of war; the experiences 
culminating in sculptural works that were included in the exhibition Fourteen 

Americans hosted by the Museum of Modern Art in New York in 1946. 

Noguchi traveled throughout his lifetime and was inspired by experiences, 
artists and techniques around the world. Never confined by material or  
a particular movement, Noguchi’s aesthetic accomplishments covered 
a broad range including sculpture, furniture and lighting design, parks, 
gardens, theater and more. His first retrospective was held at the Whitney 
Museum of American Art in 1968. He received multiple accolades and 
awards during his lifetime and in 1986 he represented the United States  
at the Venice Biennale. A testament to his commitment to public spaces,  
in 1985 Noguchi opened The Isamu Noguchi Garden Museum in Long Island 
City, New York (now known as The Noguchi Museum) and today his legacy 
lives on through the museum’s work. Noguchi died in 1988 at the age  
of eighty-four.

Everything is sculpture... Any material,  

any idea without hindrance born into 

space, I consider sculpture. Isamu Noguchi



Harry Bertoia 
Works from an Important  
Private Collection
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Harry Bertoia  
Untitled (Bush Form)
USA, c. 1965 

welded bronze with applied patina 
14 ½ h × 8  w × 7 ½ d in (37 × 20 × 19 cm)

Sold with a certificate of authenticity issued by the Harry Bertoia 
Foundation, a photocopy of documentation from the archive  
relating to this work as well as a photocopy of a letter from the  
artist discussing the work. 

Provenance 
Acquired from the Knoll Showroom, St. Louis 

Important Private Collection, St. Louis 

Thence by descent 

$30,000 – 50,000 

Harry Bertoia Untitled (Bush Form)
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Harry Bertoia  
Untitled (Sonambient)
USA, 1966 

brass, bronze 
8 ½ h × 12  w × 4  d in (22 × 30 × 10 cm)

Sold with a certificate of authenticity issued by the Harry Bertoia 
Foundation and original crate made by the artist. 

Provenance 
Acquired directly from the artist 
Important Private Collection, St. Louis 

Thence by descent 

$30,000 – 50,000 

Harry Bertoia Untitled (Sonambient)

My basic intent, though, is to develop 

something with its own energy. Harry Bertoia
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Harry Bertoia  
Untitled (Multiplane Construction)
USA, c. 1966 

bronze with applied patina, copper 
24 ¾ h × 4 ¾ w × 4 ¾ d in (63 × 12 × 12 cm)

Sold with a certificate of authenticity issued by the Harry Bertoia 
Foundation, a photocopy of documentation from the archive relating 
to this work, and original crate made by the artist. 

Provenance 
Acquired directly from the artist through Barry Rosengrant 
Important Private Collection, St. Louis 

Thence by descent 

$30,000 – 50,000 

Harry Bertoia Untitled (Multiplane Construction)
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Harry Bertoia  
Untitled (Spray)
USA, c. 1965 

steel wire, stainless steel 
37 ¾ h × 13  w × 19  d in (96 × 33 × 48 cm)

Sold with a certificate of authenticity issued by the Harry Bertoia 
Foundation, a photocopy of documentation from the archive relating 
to this work, and original crate made by the artist. 

Provenance 
Acquired directly from the artist through Barry Rosengrant 
Important Private Collection, St. Louis 

Thence by descent 

$20,000 – 30,000 

Harry Bertoia Untitled (Spray)



Axel Salto Budding Vase

10

Axel Salto  
Budding vase
Denmark, 1959 

Royal Copenhagen 

glazed stoneware 
13  dia × 10  h in (33 × 25 cm)

Incised signature and glazed three line wave mark  
to underside: [Salto 20663] with stamped manufacturer’s  
mark: [Royal Copenhagen Denmark]. 

Literature 
Scandinavian Art Pottery: Denmark and Sweden, Hecht, pg. 19  
illustrates series 

$30,000 – 50,000 



10  Masterworks

Axel Salto, born in Denmark in 1889, transformed the field of ceramics 
with his unabashed imagination. Salto began his formal training at the 
Copenhagen Academy of Art where he studied painting and woodcuts 
before moving on to ceramics. In 1923 he began working at the Danish 
porcelain company Bing & Grøndahl winning a silver medal for his work  
with the firm at the Paris World’s Exhibition of 1925. After working for 
selection of other firms, he landed at Royal Copenhagen in the mid-
1930s where he experimented with hand-building and glazing techniques 
developing his signature style recognizable by its rich glazes and  
organic forms. 

In a period where function ruled design, Salto broke out and created  
works that were sculptural in their tactile properties. Inspired by nature,  
his ceramics evoked living things; with budding, sprouted and fluted forms, 
the taxonomy of his design was a reflection of his botanical passion. In 
addition to natural forms, Salto was also motivated by the whimsical and the 
sublime. The author of several children’s books, Salto created a characterful 
series of goblin-like pots covered in globular warts, spikes, and bumps. 
During the 1950s, Salto designed textiles for the Danish fabric company 
L.F. Foght. Salto’s fabrics prominently displayed natural forms, and he 
even created a mischievous textile featuring his signature clay pots entitled 
Keramik. In 1951, Salto received the Grand Prix at the Milan Triennale for  
his ceramic works. Salto died in 1961. Today his works can be found in  
the permanent collections of the Victoria and Albert Museum in London  
and the CLAY Museum of Art in Denmark among others.

Axel Salto 1889 – 1961

I have moved about the natural world, among its 

concentrates, stones and fruits, handling the burst 

cups of buds and pods... Distilled in these forms are 

nature’s own generative propensity and an essential 

cohesion of form and function, qualities now sensed 

palpably with eye or finger-tip, now perceived more 

ethereally through a sympathetic recognition. 

These naturalistic models were worked into my 

ceramic pieces in such a way that, without obtruding 

themselves as copies of nature, they were made  

to inhabit, almost covertly, the ceramic material.  

My pieces thus, through their ability to recall 

something once seen or sensed in nature, release 

pleasure in the spectator. Axel Salto
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Paavo Tynell  
Rare monumental sconces, pair
Finland, 1952 

Taito OY 

brass, glass 
13 ¾ w × 9  d × 75  h in (35 × 23 × 191 cm)

Provenance 
Aero Design Furniture, Helsinki 
Important Private Collection 

$20,000 – 30,000 

Paavo Tynell Rare Monumental Sconces



11  Masterworks

Paavo Tynell 1890 – 1973 
Finnish designer Paavo Tynell first encountered metalwork as a teenager 
when apprenticing to become a blacksmith. Possessing a natural talent  
for manipulating metals, Tynell began working for Koru Oy, the famed 
Finnish metalsmith company. Perfecting the techniques of metal finishes,  
he was awarded the title of master craftsman in 1913. Moving from metalwork 
to jewelry, Tynell proved skillful in making delicate pieces; he designed  
and crafted the wedding rings of his friends and fellow designers, Alvar  
and Aino Mandelin Aalto. 

Noticing a need for designed metalwork in Finland, Tynell founded his own 
company Taito Oy Ab in 1918. At first the company focused on interior and 
exterior metalwork, but later moved on to creating creative lamp designs  
in the 1930s. Tynell was responsible for a majority of the company’s designs 
but Taito Oy also featured the work of emerging designers like Kaj Franck 
and Alvar Aalto. Working with Aalto and his company Artek, Tynell designed 
the lighting for many buildings and interiors by Aalto, including the Paimio 
Sanatorium, the Savoy Restaurant, and the Viipuri Library. 

Tynell’s designs are marked by a delicacy and softness that reveals  
his background in fine jewelry. His most famous forms in lighting echo  
the structures of nature; he adroitly created colorful lighting designs with 
details like leafs, twining vines, and swirling snowflakes. In 1947, Tynell 
worked with the Finland House, a design atelier in New York that showcased 
the work of Finnish designers and craftspeople. Tynell’s work was a hit in 
New York, he began creating lighting designs for the American companies 
Lightcraft and Lightolier and in 1955 he designed the lighting for the United 
Nations Secretary General’s Office in the United Nations building.  
Tynell died in 1973, in Helsinki, Finland.



Alvar Aalto Rare High Back Chair

12

Alvar Aalto  
Rare high back chair, model 402
Finland, 1932 

Oy Huonekalu-ja Rakennuslyotehdas AB 

laminated beech, steam bent and lacquered plywood, canvas 
24  w × 36 ½ d × 38 ½ h in (61 × 93 × 98 cm)

Production of the plywood high back chair only lasted a few years 
therefore few examples are known. There is some variation in the 
details of the works from the period; one example was included  
in the prestigious Nordic Building Day exhibition of 1932. 

Literature 
Alvar & Aino Aalto Design: Collection Bischofberger, Kellein, ppg. 48–49  
Bent Wood and Metal Furniture: 1850–1946, Ostergard, pg. 162  
Portrait d'une collection: Alexander von Vegesack, Jousset and Posch,  
ppg. 40–41 illustrate related form  
Pohjoismaiset Rakennuspaivar Nordisk Byggnadasdag 1932, exhibition 
catalog, pg. 205

Provenance 
Private Collection of Eeva Musacchia, Florida 

$20,000 – 30,000 

An advertisement for Alvar 
Aalto furniture featured  
in Domus, April 1932
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Born in Kuortane, Finland, in 1898, Alvar Aalto began his formal training 
studying architecture at the Helsinki University of Technology. It was here 
that he met his future wife and collaborator, Aino Marsio who was also  
an architectural student in the program. The two were married in 1924. 
In 1929, Aalto won a competition to design a new sanatorium in Paimio 
for patients convalescing from tuberculosis; a total Gesamtkunstwerk, 
Aalto designed everything at Paimio, from the chairs to the sinks, to 
create a soothing and sanitary environment for the patients. In 1932, Aalto’s 
architectural drawings were featured in the landmark Modern Architecture: 

International Exhibition which was curated by Philip Johnson and Henry-
Russell Hitchcock and included the latest architectural innovations from 
around the globe. In 1935, Alvar and Aino Aalto, Nils-Gustav Hahl, and 
Maire Gullichsen formed the design company, Artek. In addition to a focus 
on practicality, the work of Artek is marked by its use of light-colored woods, 
organic forms, and biomorphic lines. Though, many of Aalto’s designs were 
imbued with playful elements like zebra prints and reindeer fur or bright 
pops of colored paint on the seats of his three-legged stools. 

In 1936, Aalto won the Karhula-iittala Glass Design Competition for the 
flowing and animated shape of his glass vase design and the following year 
he was invited to design the Finnish Pavilion at the World’s Fair in Paris.  
His organic pavilion design won him international acclaim, and it led to  
a large retrospective of his work at the Museum of Modern Art, New York  
in 1938. Later in his architectural career, Aalto would take on urban planning 
with his designs for the city centers of Seinäjoki and Rovaniemi in Finland. 
Aalto passed away in 1976, but he is renowned for his objects and buildings 
that combined the modernist style with an outstanding and authentic 
Finnish aesthetic.

Alvar Aalto 1898 – 1976 

Beauty is the harmony of function and form. 

Alvar Aalto
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Gerald Summers  
Rare Tea Trolley
United Kingdom, 1937–1938 

Isokon Furniture Company 

stained ash plywood, brass 
37 ½ w × 17  d × 27  h in (95 × 43 × 69 cm)

Literature 
Bent Wood and Metal Furniture: 1850–1946, Ostergard, pg. 107  
illustrates this example

Exhibited 
Bent Wood and Metal Furniture: 1850–1946, September 1986 – October 
1988, organized by The American Federation of Arts and traveled to nine 
institutions across the US

Provenance 
Barry Friedman Ltd., New York 

Private Collection, Michigan 

$20,000 – 30,000 

Gerald Summers Rare Tea Trolley



In 1999, The Design Museum’s Modern Britain 1929 – 1939 
exhibition set out to define the “peculiarly British” response  
to the modern movement between the wars. While the new 
architecture and design of the era was heavily influenced by 
European emigres, including Breuer, Gropius and Mendelsohn, 
there were also significant contributions made by British designers 
and entrepreneurs. The seminal furniture designs of the 1930s 
were spearheaded by two Englishmen, Gerald Summers and Jack 
Pritchard. As discussed at length in Modern Britain, the history  
of Pritchard’s firm Isokon was intertwined with Summers’ firm 
Makers of Simple Furniture and the importing of Alvar Aalto’s 
designs by Finmar, because these three lines of furniture shared 
a common natural resource of Baltic and Finnish timber cut into 
plywood, and the resulting products were exhibited and retailed 
together in London’s leading department stores.

Old decorating habits take a long time to fade away, and the vast majority  
of furniture sold in London during this era continued to be traditional 
Georgian and Victorian style. But Britain’s titled classes were undergoing  
a massive transformation, forced to sell their ancestral estates because  
of global economic depression and the devastation caused by the First 
World War to the population of domestic staffs. The architecture of London 
was shaped by the development of apartment blocks for all classes, and  
the comic novels of P.G. Wodehouse and Anthony Powell are filled with 
scenes set in London flats where the thrill-seeking scions of the aristocracy 
mingle with socialists, painters and jazz musicians, and the cocktails are 
served by a single butler.

A distinctly modern furniture form appeared in London, designed to 
accommodate the new lifestyle. Referred to in various period catalogues 
as “tea trolley,” “bar cart” and “dinner wagon,” these lightweight plywood 
designs on wheels could assist—or even replace—the butler’s role in serving 
beverages and hors d’oeuvres to Bertie Wooster and his friends. The first 
documented example of this new form was designed in 1935 by Gerald 
Summers for his own company, Makers of Simple Furniture. An example  
of this model is in the permanent collection of the Victoria & Albert Museum, 
and it is utterly austere in its design, which is not atypical for Summers.

When it comes to the present cart’s design, Derek Ostergard writes that 
“with a simple sheet of plywood bent into a dynamic S-shaped configuration, 
Summers partially disguised that form by incorporating three parallel boards 
into the cart to serve as shelves.” An opened-up, sculptural evolution of the 
design was produced by Makers of Simple Furniture in 1938, known as the 
Z side table. However, when the present cart was included in Ostergard’s 
landmark exhibition, Bent Wood and Metal Furniture 1850-1946 (organized 
in 1987 by the American Federation of the Arts and exhibited at nine 
American institutions), it was not known that it was in fact Summers’ only 
documented contribution to Isokon, the furniture company organized and 
co-founded by Jack Pritchard. In recent years, a color slide of the model 
has been found in Pritchard’s papers at the University of East Anglia, and 
documentation also exists in the corporate archives of Isokon Plus, who 
reissued the model in an edition of three in 2003. 

The present tea cart does not appear in any period Isokon brochure or 
catalogue, and in 1939 the firm introduced a series of playful designs by 
Egon Riss, including the Penguin Donkey bookshelf for Penguin paperbacks, 
another new form for the apartment lifestyle. The exact history of Isokon’s 
distribution to each London retail outlet has never been fully documented. 
But in the 1938 catalogue Dining Room and Living Room Furniture: Heal  

& Son Ltd., London, the venerated department store known for sprinkling  
in a little Breuer and Isokon amongst its vast inventory of traditional English 
brown furniture, illustrated a birch plywood dinner wagon which seems to 
be a simplified version of the present work by Summers. An example of this 
model was recently acquired by the Los Angeles County Museum of Art.

The present Gerald Summers tea cart for Isokon is the only period example 
of the model whose whereabouts is presently known. It has remained with 
the same owners for more than thirty years, after being acquired from Barry 
Friedman in the early 1980s. It is the most sophisticated example of a new 
domestic form which had only been in existence for a few years when it was 
designed, and which would disappear, along with the rest of the European 
bent plywood tradition, with the advent of the Second World War. 

The author is indebted to the knowledge of Simon Andrews and Lenora 

Petrou, with whom he has discussed this piece in prior conversations. 

A New Form for the Domestic  
Interiors of London 

...he [Summers] was able to exploit this simple 

material to create furniture that would be functional, 

space-saving and affordable, yet in form entirely 

radical and representative of a new enlightened age. 

Steve Dunn

A distinctly modern furniture form appeared 
in London, designed to accommodate the new 
lifestyle. Referred to in various period catalogues 
as “tea trolley,” “bar cart” and “dinner wagon,” 
these lightweight plywood designs on wheels  
could assist— or even replace—the butler’s role 
in serving beverages and hors d’oeuvres to Bertie 
Wooster and his friends. 

by James Zemaitis

Gerald Summers Rare Tea Trolley

above Summers’ Trolley, 
1935 from the collection 
of the Victoria & Albert 
Museum, London  
below Tea cart manufactured 
by Heal & Son, c. 1938  
from the collection of 
the Los Angeles County 
Museum of Art 



Gerald Summers 1899 – 1967 
Gerald Summers was among the pioneering designers working in plywood, 
a material he transformed through novel means of construction. Summers’ 
earliest formal training came in college, where he took courses in carpentry. 
After college, he worked at the engineering firm of Ruston, Proctor, and  
Co., where Summers learned the importance of pragmatism in designed 
objects. During World War I, Summers was drafted into the army; it was  
in the trenches that he first began dreaming of innovative designs made  
of wood. After the war ended, Summers and his wife, Marjorie, founded  
the aptly-named firm Makers of Simple Furniture. 

Summers was among the first British designers to experiment with  
plywood as the primary material for his furniture forms. Like the Finnish 
designer Alvar Aalto working at the same time, Summers used plywood  
to create organic forms; however, he invented an entirely new means  
of production that didn’t require heat or steam. Instead Summers’ designs 
were glued carefully together and left in a mold to harden, the technique 
allowing Summers to create seamless furniture without the use of external 
fastenings disrupting the flow of the form. 

Makers of Simple Furniture grew larger, and by 1935 Summers added 
bookcases, case furniture, and several innovative chairs to his œuvre.  
With the start of World War II and the rationing of plywood, Summers  
was forced to close up his shop leaving behind a legacy of innovation  
and original technology, as well as groundbreaking furniture designs.

13  Masterworks
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Charles and Ray Eames  
Rare and Important child’s table and pair of stools
USA, 1945 

Molded Plywood Division of Evans Products 

molded birch plywood 
25 ½ w × 15  d × 16  h in (65 × 38 × 41 cm)

Stools measure: 15 w x 10.5 d x 8.25 h. Signed with partial early  
decal manufacturer’s label to underside of table: [Evans]. 

Literature 
The Story of Eames Furniture, Neuhart and Neuhart, ppg. 353–357  
discuss molded plywood children’s furniture  
Eames Design: The Work of the Office of Charles and Ray Eames,  
Neuhart, Neuhart and Eames, ppg. 55, 69

Provenance 
Estate of William Ritchie, Macomb County, MI 
Private Collection 

$20,000 – 30,000 

Installation view of the 
exhibition, New Furniture 
Designed by Charles Eames, 
at the Museum of Modern 
Art, New York in 1946

Charles and Ray Eames Rare and Imporatnt Child’s Table and Stools



Pieces from the collection of children’s furniture designed by Charles 
and Ray Eames in 1945 are the earliest forms to be produced by the 
duo. There was only one initial trial production run of the children’s 
line and of these, most were two-piece plywood chairs and single-
piece stools. Various correspondences between Charles Eames and 
Hans Knoll dating to 1945 refer only to the children’s chairs and 
stools suggesting that the table may have never been more widely 
produced. The precise number of each of the forms is unknown, 
however today very few examples of the child’s table remain. In fact, 
the present lot, comprised of a pair of stools and table, is a very rare 
set; it includes one of only two tables known to come to market in the 
past 30 or 40 years, the other example sold by the New York gallery 
Fifty/50 sometime during the 1980s, and it is the only known set  
of children’s furniture.

The children’s furniture designs marked the first attempt for a larger 
production run of the experimental development of molded plywood chairs 
designed by the Eames. The small scale of the table, chair and stools as well 
as the ease of construction allowed Molded Plywood and Evans Products 
to slowly transition into the manufacturing of furniture and to find the best 
methods for production. Further, these pieces were the first consumer  
goods produced by the industrial supply company and marketing the works 
was a new challenge. 

Trial Run The Children’s Furniture

Evans Products hired Alfred Auerbach to develop a marketing campaign  
for the revolutionary children’s furniture. In 1945 Auerbach coordinated  
a press preview of Evans Products at the Barclay Hotel in New York followed 
by an exhibition of the collection at The Architectural League in 1946. It was 
through these shows that George Nelson, director of Herman Miller, would 
first view the plywood chairs and that Eliot Noyes would coordinate the one-
man exhibition, New Furniture Designs by Charles Eames at the Museum  
of Modern Art, New York. The exhibition, on view the 13th – 31st of March 
1946, included fifteen works and among these, all three of the children’s 
furniture forms. 

The works from the children’s furniture line were sold directly to clients 
and through a handful of small shops including those run by the Eames’ 
Cranbrook associates, Alexander Girard and Kitty Weese. Ultimately, the 
pieces didn’t fit with already established categories for the sale of furniture 
and demand was minimal so additional production runs of these forms 
never came to fruition. The children’s furniture set offered here comes from 
the collection of William Ritchie, Evans Products’ Eastern Sales Manager 
and they have remained together since their acquisition in the mid-1940s. 
Ritchie was in close communication with Charles Eames as Evans Products 
searched for a company to take over the distribution of the Eames line  
of furniture. It was in a letter from Ritchie, dated June 26th, 1946 that the 
Eames learned that Herman Miller has been selected to carry their works.

Despite the use of molded plywood by designers such as Marcel Breuer 
and Alvar Aalto as early as the 1930s, the Eames designs illustrate an 
advancement of technology. Each of the works in the collection feature 
uniformity of material as well as compound curves for strength. The chair 
was constructed of two pieces joined by three rivets while the designs 
offered here are each formed from a single sheet of laminated birch.  
The production of the children’s furniture was short-lived, yet these pieces 
opened the door for the mass-production and distribution of the Eames 
plywood designs such as the DCW, LCW and CTW.  

...a compound of aesthetic brilliance and technical 

inventiveness. Eliot Noyes

Patents issued for the 
child’s stool and table

above Prototype examples 
of the Eames’ children’s 
furniture below William 
Ritchie, Evans Products’ 
Eastern Sales Manager 

Charles and Ray Eames Rare and Imporatnt Child’s Table and Stools

A promotional image 
featuring the present 
table model arranged  
by Ray Eames
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Charles Eames and Eero Saarinen  
Rare pair of chairs from the Organic Design Competition
USA, 1940 

Haskelite Corporation/Heywood-Wakefield 

Honduran mahogany, original upholstery 
18  w × 23  d × 32 ½ h in (46 × 58 × 83 cm)

Literature 
Organic Design in Home Furnishings, Noyes, ppg. 12–15

Provenance 
Private Collection, New York 

$30,000 – 50,000 

Charles Eames and Eero Saarinen Rare Pair of Chairs from the Organic Design Competition

In 1940, the Museum of Modern Art in New York inaugurated 
the groundbreaking Organic Design competition to “discover 
good designers and engage them in the task of creating a better 
environment for today’s living.” The museum collaborated with 
several manufacturers and department stores to produce and 
distribute the winning designs. 

Charles Eames and Eero Saarinen submitted collections to two categories—
seating for a living room and other furniture for a living room—and won first 
prize for both. Their use of innovative technologies and new manufacturing 
processes set the works by Eames and Saarinen apart from their competitors. 
Their designs dramatically influenced modern movements in the field as  
well as the future direction both designers would take in their careers. 

Despite winning the competition, the Eames-Saarinen chairs were too 
expensive to make so they never went into mass production. Still, these 
seating forms played a seminal role in the development of the Eames’ 
ubiquitous LCW and Saarinen’s renowned Womb chair in addition to  
greatly influencing a shift in modern design aesthetics and mass  
production methods.

The present lot is a rare, matched pair of chairs in original condition, 
retaining their woven wool upholstery.



It was attempting to put new life into an industry, 

which had become ingrown. Their aim and the aim 

of every competitor, I am sure, was to provide the 

largest group of people with good furniture within 

their means. The opportunity was a rare one because 

of the unique phase of the competition, which 

provided contact with manufacturers and an outlet 

for the winning designs. In the three-way curve 

laminated shell construction and the rubber weld 

Eero Saarinen and I felt that we had found  

processes that would go a long way toward filling  

our ideas of the chair need. Charles Eames

New materials and techniques have given us great 

opportunities. Eero Saarinen

Installation view of the 
Organic Design competition 
at the Museum of Modern 
Art, New York, 1940

Original presentation 
drawing for the Organic 
Design Competition
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Harry Bertoia  
Untitled (Willow)
USA, c. 1965 

stainless steel, steel wire 
60  h × 38 ½ dia in (152 × 98 cm)

Sold with a certificate of authenticity issued by the  
Harry Bertoia Foundation. 

Provenance 
Freeman’s, Philadelphia, 1994 

Private Collection, Winnetka 

$30,000 – 50,000 

Harry Bertoia Untitled (Willow)
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Harry Bertoia  
Untitled (Sonambient)
USA, 1978 

nickel alloy, naval brass 
107  h × 16  w × 16  d in (272 × 41 × 41 cm)

This work features forty-one rods in alternating rows of five  
and four. Sold with a certificate of authenticity issued by the  
Harry Bertoia Foundation and a photocopy of documentation  
from the archive relating to this work. 

Provenance 
Fairweather Hardin Gallery, Chicago 

Acquired from the previous in 1979 by the present owner 

$150,000 – 200,000 

Harry Bertoia Untitled (Sonambient)



18

Harry Bertoia  
Untitled (Bush Form)
USA, c. 1970 

welded copper and bronze with applied patina, gilt bronze 
6 ½ h × 10 ½ dia in (17 × 27 cm)

Sold with a certificate of authenticity issued by the  
Harry Bertoia Foundation. 

Provenance 
Private Collection 

Thence by descent 
Private Collection, New York 

$20,000 – 30,000 

Harry Bertoia Untitled (Bush Form)
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Harry Bertoia  
Untitled (Bundled Wire Form)
USA, c. 1968 

steel wire, bronze, silver solder 
60 ½ h × 16  w × 16  d in (154 × 41 × 41 cm)

Sold with a certificate of authenticity issued by the  
Harry Bertoia Foundation. 

Exhibited 
The Sculpture of Harry Bertoia, 1975, The Art Institute of Chicago

Provenance 
Collection of the artist 
John R. Eckel, Jr., Houston 

Wright, The Collection of John R. Eckel, Jr., 28 June 2011, Lot 134 

Private Collection 

$30,000 – 50,000 

Harry Bertoia Untitled (Bundled Wire Form)

Good design takes advantage of all the 

developments in technical facilities 

and materials. It accepts and uses the 

findings and revelations of other men.  

Yet good design’s essential response  

is toward nature… To natural forms and 

tendencies that the designer perceives 

and reacts to, even stumbles on in his 

investigations of an idea. Harry Bertoia



Harry Bertoia had a natural talent for working in metal. He was 
first taken by the material as a child in Italy when he encountered  
a group of gypsies hammering copper bowls. He 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 Academy 
of Art. 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 he would explore throughout his life. 
Throughout this time, he made jewelry, often for fellow colleagues 
and Cranbrook alumni. Loja Saarinen, wife of Eero Saarinen, 
commissioned Bertoia to create a ring for her. He later designed  
a wedding band for Ray Eames for her marriage to Charles, as well  
as a ring for the wife of classmate and architect Edmund Bacon.  
Even after the metal shop was closed due to war restrictions,  
he would salvage and make jewelry from scrap. When Bertoia left 
Cranbrook to move to Los Angeles to help create the Eames Office,  
he held a sale of jewelry to raise money for his travels. 

Bertoia was always influenced by nature. His famed Dandelion and 
Bush Form sculptures pay direct homage to the natural world. In his 
jewelry, Bertoia often took an almost microscopic perspective with the 
anthropomorphic forms of amoebas and insects. The early examples  
offered here, created around his time at Cranbrook, express a dynamic 
spontaneity found only in nature. His brooch from the early 1940s, a spider 
web of silver woven rhythmically around an ebony center, is evocative  
of primitive art while displaying sophisticated, modern lines. Bertoia’s 
fishbone pendant appears almost as if it were an ink drawing pulled from  
the page, and his brooch from 1943 recalls a cellular organism as seen 
through the lens of a microscope.

His later jewelry works draw from nature in less obvious ways by implying 
energy and life through surface and line. As he grew more successful  
as a sculptor, Bertoia’s production of jewelry slowed, occasionally making 
pieces as gifts for friends. His jewelry from the 1970s exists almost as scaled-
down sculpture, and suggests the forces of nature rather than elements  
of it. The bracelet offered here is a feat of craftsmanship, consisting of  
a continuous coil attached with a single weld. The tension is palpable, as  
if the pent-up energy of the tightly wound bronze thread should spring open  
at any moment. Bertoia’s Gong pendant exudes energy from its surface,  
the hammered silver reflecting light and absorbing shadow, mimicking  
how sound waves would ripple across one of the artist’s full-sized gongs. 

For Bertoia, the relative ease of making jewelry during his time at Cranbrook 
was akin to sketching, a place to try new ideas and explore. It is here where  
he began to examine the building blocks of nature on a microcosmic level 
and where his art takes full form, leading to his breakthrough work as  
a sculptor. Later in life, Bertoia’s jewelry reflects his understanding of the 
natural world on a much larger scale, harnessing energy, light and form  
to create the dynamic works for which he is most well-known. 

Jewelry The Seed of Sculpture

Harry Bertoia with a 
student in the Cranbrook 
metal studio, 1939

One prevailing characteristic of sculpture is the 

interplay of void and matter. The void being of,  

it is no exaggeration to say, the reality of sculpture  

is to be found in the void. Matter simply being  

an introductory device to the essential.  

Harry Bertoia
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Harry Bertoia  
Gong Pendant
USA, c. 1975 

hand-hammered silver 
4  w × 3 ½ h in (10 × 9 cm)

Sold with a certificate of authenticity issued by the  
Harry Bertoia Foundation. 

Literature 
Bent, Cast & Forged: The Jewelry of Harry Bertoia, Selim and Bertoia,  
pg. 61, pl. 31 illustrates this example

Exhibited 
Bent, Cast & Forged: The Jewelry of Harry Bertoia, 14 March – 29 November 
2015, Cranbrook Art Museum, Bloomfield Hills, MI; 3 May – 25 September 
2016, Museum of Arts and Design, New York

Provenance 
Gift from the artist 
Private Collection 

Lost City Arts, New York 

Private Collection, New York 

$20,000 – 30,000 

Harry Bertoia Gong Pendant

In the 1970s Kaaren Berntsen of Oslo, 
Norway invited Harry Beroia to create 
a line of jewelry produced in limited 
editions. The present lot was made  
by Bertoia for this project which never 
came to fruition.
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Harry Bertoia  
Brooch
USA, c. 1943 

silver with applied patina, riveted coral and ebony 
3  w × ½ d × 1 ¾ h in (8 × 1 × 4 cm)

Sold with a certificate of authenticity issued by the  
Harry Bertoia Foundation. 

$15,000 – 20,000 

 
 
Literature 
In Nature's Embrace: The World of Harry Bertoia, Reading Public  
Museum, pg. 32 illustrates this example  
Bent, Cast & Forged: The Jewelry of Harry Bertoia, Selim and Bertoia,  
pg. 44, pl. 14 illustrates this example  
Design Quarterly: Walker Art Center, no. 33, 1955, pg. 3 illustrates  
this example

Exhibited 
In Nature's Embrace: The World of Harry Bertoia, 2006–2007,  
Reading Public Museum, Reading, PA  
Bent, Cast & Forged: The Jewelry of Harry Bertoia, 14 March – 29 November 
2015, Cranbrook Art Museum, Bloomfield Hills, MI; 3 May – 25 September 
2016, Museum of Arts and Design, New York

Provenance 
Estate of Harry Bertoia 

Ihlenfeld Collection 

Wright, Modern Design, 9 June 2002, Lot 230 

Private Collection, New York

Harry Bertoia Brooch
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Harry Bertoia  
Pendant
USA, c. 1942 

hand-forged silver, silver wire, ebony 
4  w × 5 ¾ h in (10 × 15 cm)

Sold with a certificate of authenticity issued by the  
Harry Bertoia Foundation. 

Literature 
Bent, Cast & Forged: The Jewelry of Harry Bertoia, Selim and Bertoia,  
pg. 54, pl. 24 illustrates this example

Exhibited 
Bent, Cast & Forged: The Jewelry of Harry Bertoia, 14 March – 29 November 
2015, Cranbrook Art Museum, Bloomfield Hills, MI; 3 May – 25 September 
2016, Museum of Arts and Design, New York

Provenance 
Gift from the artist 
Private Collection 

Lost City Arts, New York 

Private Collection, New York 

$30,000 – 50,000 

Harry Bertoia Pendant
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Harry Bertoia  
Pendant
USA, c. 1940 

hand-hammered silver, bone 
1 ½ w × ¼ d × 4 ½ h in (4 × 1 × 11 cm)

This early kinetic pendant was likely made by Harry Bertoia while  
he was at Cranbrook. Sold with a certificate of authenticity issued  
by the Harry Bertoia Foundation. 

Provenance 
Nierendorf Gallery, New York 

Private Collection, Michigan 

Wright, Important Design, 11 December 2008, Lot 592 

Private Collection, New York 

$10,000 – 15,000 

Harry Bertoia Pendants
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Harry Bertoia  
Pendant
USA, c. 1943 

hand-forged and riveted sterling silver 
2 ½ w × ½ d × 4  h in (6 × 1 × 10 cm)

This pendant features a clasp to the reverse and can be worn  
as a brooch. Stamped to verso: [Sterling PSS]. Sold with a certificate 
of authenticity issued by the Harry Bertoia Foundation. 

Literature 
Bent, Cast & Forged: The Jewelry of Harry Bertoia, Selim and Bertoia,  
pl. 28 illustrates this work

Exhibited 
Bent, Cast & Forged: The Jewelry of Harry Bertoia, 14 March – 29 November 
2015, Cranbrook Art Museum, Bloomfield Hills, MI; 3 May – 25 September 
2016, Museum of Arts and Design, New York

Provenance 
Private Collection, New York 

$10,000 – 15,000 
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Harry Bertoia  
Bracelet
USA, c. 1975 

bronze 
3 ¼ dia × ¼ h in (8 × 1 cm)

Sold with a certificate of authenticity issued by the  
Harry Bertoia Foundation. 

Literature 
The Life and Work of Harry Bertoia: The Man, The Artist, The Visionary, 
Bertoia, ppg. 22–23 illustrate this work

Provenance 
Wright, Modern + Contemporary Design, 25 March 2007, Lot 182 

Private Collection, Pennsylvania 

Private Collection, New York 

$5,000 – 7,000 

Harry Bertoia Bracelet



Basically I am a metal person. 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. Paul Evans

Paul Evans Special-Order Cabinets
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Paul Evans  
Special-order cabinets, pair
USA, c. 1968 

Paul Evans Studio for Directional 
patinated copper, bronze and pewter, slate 
72  w × 20  d × 31 ¼ h in (183 × 51 × 79 cm)

Each cabinet features two bi-fold doors concealing  
two adjustable shelves. 

Provenance 
Private Collection, Fort Lauderdale 

$50,000 – 70,000 



In his interest in fashionable change rather than 

timeless function and in the manipulation of 

materials rather than truth to materials, Evans 

distinguished himself from the designer-craftsmen 

of the 1950s and more closely allied himself to 1960s 

Pop design, aspiring “to the condition of fashion”. 

Edward S. Cooke Jr.
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Sam Maloof  
Important Rocking Chair
USA, 1983 

Brazilian rosewood 
26 ½ w × 44  d × 45  h in (67 × 112 × 114 cm)

This piece comes from a collector who shared Maloof’s 
woodworking passion and was a longtime friend of the artist.  
Carved signature, date and client name to underside: [No. 3 1983  
Sam Maloof Fall Made]. Wright would like to thank the Sam  
and Alfreda Maloof Foundation for Arts and Crafts for their  
assistance in cataloging this lot.  

Literature 
The Furniture of Sam Maloof, Adamson, pg. 221  
Sam Maloof: Woodworker, Maloof, ppg. 122–123

Provenance 
Acquired directly from the artist by the present owner 

$30,000 – 50,000 

Sam Maloof Important Rocking Chair



Throughout his sixty years as a woodworker, Sam Maloof remained 
remarkably consistent. Never formally trained, Maloof’s designs 
emerged from an organic process of instinct and craftsmanship; 
he hand-sketched and hand-worked each of his designs, adjusting 
elements by eye, not measurements, to make each piece unique. 
Further, his works feature rich, tactile surfaces, achieved by 
applying a mixture of linseed oil, tung oil, and beeswax to the wood, 
which was then polished with steel wool to create a high sheen, his 
signature finish. This labor-intensive method imbued his furniture 
with warmth and character. Despite a long wait-list for his pieces, 
Maloof’s output remained small averaging only eighty pieces a year 
and only rushing orders for baby cradles.

Maloof’s most famous form is without question his rocking chair, the  
first of which he created in 1958. He reinvented this American classic by 
identifying the inherent problem of the form and reworking it; most standard 
rockers have a grain of sawn wood that weakens the ray of the chair while 
Maloof’s rockers feature a sturdy construction composed of seven layers  
of laminated wood. Not only are his rocking chairs structurally sound, but 
with graceful, elongated runners, simplicity of form and a refined finish,  
they have a distinct sculptural quality and are a true melding of art and craft. 

Sam Maloof working  
on a rocker in his studio

27 Masterworks



George Nakashima Kornblut Cabinets from the Schlanger Residence

Between 1976 and 1982, Mr. and Mrs. 
Schlanger acquired more than thirty 
works, most made of walnut with  
a few special burl accent pieces, from 
George Nakashima to furnish their 
Long Island residence. The present lot,  
a pair of beautiful Kornblut cabinets 
with expressive grain, dovetails  
and burled details, has only changed 
ownership once since the Schlangers.

28

George Nakashima  
Kornblut cabinets from the Schlanger residence, pair
USA, 1980 

American black walnut, walnut burl 
18  w × 20 ½ d × 22  h in (46 × 52 × 56 cm)

Each cabinet features two doors concealing an adjustable shelf. 
Signed and dated to interior of each example: [George Nakashima 
Feb 1980]. Sold with a letter of authentication issued by Mira 
Nakashima and a photocopy of the original order card. 

Literature 
George Nakashima, Woodworkers, studio catalog, pg. 19  
George Nakashima: Full Circle, Ostergard, ppg. 164–165

Provenance 
Mr. & Mrs. Robert Schlanger, Great Neck, NY 

Important Private Collection 

$50,000 – 70,000 



George Nakashima 1905 – 1990 
George Nakashima was born in Spokane, Washington in 1905. He attended 
the University of Washington where he excelled in architecture courses and 
was awarded a scholarship to study at the Ecole Americaine des Beaux-Arts 
in Fontainebleau. Nakashima completed his master’s degree from MIT  
in 1930, and worked for a brief time as a mural painter before losing his job 
during the depression. Nakashima sold his car, moved to Paris and then 
to Tokyo in 1934. In Japan, he worked at the architectural firm of Antonin 
Raymond where he was exposed to the Japanese folk art tradition. In 1937, 
Nakashima traveled to India to supervise the construction of Golconde,  
a dormitory for Sri Aurobindo Ashram. 

Nakashima returned to the United States settling in Seattle, Washington 
where he worked for an architect and constructed his first furniture designs 
in the basement of a local Boys Club. During World War II, he and his family 
were sent to a Japanese internment camp in Idaho. Antonin Raymond 
petitioned for and attained their release under the condition that Nakashima 
would work on his farm in New Hope, Pennsylvania. Relocated, Nakashima 
began making furniture again. He produced a line for Knoll in 1946 and 
designed the Origins line for Widdicomb in 1957, but it is his studio works 
and important commissioned forms for which he is most admired.

28 Masterworks

Each flitch, each board, each plank can 

have only one ideal use. The woodworker, 

applying a thousand skills, must find 

that ideal use and then shape the wood to 

realize its true potential. George Nakashima
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Albert Paley  
Important Table
USA, 1992 

forged and fabricated steel, glass 
94 ½ w × 52 ½ d × 38  h in (240 × 133 × 97 cm)

This work is unique. Impressed signature and date to lower edge: 
[Albert Paley 1992]. 

Literature 
Albert Paley: Sculpture, Drawings, Graphics & Decorative Arts,  
Paley and Adcock, ppg. 33, 56 illustrate related works

Provenance 
Peter Joseph Gallery, New York 

Phillips, New York, Design, 13 December 2007, Lot 246 

Private Collection 

$30,000 – 50,000 

Through the creative process I have 

developed a personal visual vocabulary 

fundamentally based in symbolism and 

metaphor which is implicit in my work. 

Albert Paley

Albert Paley Important Table



9 Design Masterworks

Albert Paley’s unique approach to metalsmithing imbues each work 
with a vivid sense of movement, made even more remarkable as his 
achievements create a subtlety contrary to the natural state of his 
chosen material. Albert Paley’s sculptural work with heavy steel and 
other substantial metals began in 1974 when he established his studio 
in Rochester, New York. In discussion of his affinity for rigid metal, 
Paley remarked that “one of the reasons I was drawn to steel was 
the aspect of paradox. With forging, rather than a rigid inorganic 
industrial material, the context is instead an organic form that 
expresses motion, gesture and transformation.” 

In the early 1990s, Paley began translating his sculptural work into with 
functional objects for the home. Exhibited and sold by Peter Joseph Gallery 
in New York, these early unique furniture designs demonstrate exuberant 
new expressions for the artist. Peter Joseph labeled these as explorations 
that “transverse the gulf that separates art from furniture”. For Paley, it is  
his formal treatment, in this case deliberately elegant and graceful, which 
re-contextualizes these works as much as the introduction of function.  
The simplified welded steel and glass selection serves only to refocus  
our attention on the work’s intricate detailing. 

The present lot shows Paley’s technical mastery alongside unparalleled 
creativity. The result is a table one cannot understand from one view.  
Its myriad details encourage the viewer to look at every surface and angle  
to grasp its sculptural complexity. 

…He transforms something from a merely utilitarian 

function into something much, much more.  

Eric Turner, curator of American Metal: The Art of Albert Paley

Albert Paley Important Table
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Fernando and Humberto Campana  
Escultura screen
Brazil, 1993 

Estudio Campana 

anodized aluminum, wire 
78 ¼ h × 74  w × 29 ½ d in (199 × 188 × 75 cm)

This work is from the edition of 11. 

Literature 
Campana Brothers: Complete Works (So Far), Alfred, Sudjic,  
Edelkoort and Hamel, ppg. 120–121, 252

Provenance 
Totem, New York 

Private Collection 

$20,000 – 30,000 

Installation view  
of Project 66: Campana/
Ingo Maurer at the 
Museum of Modern Art, 
New York, 1999

Fernando and Humberto Campana Escultura Screen



In urban chaos there is beauty. Mass-produced industrial items  
can document progress and a simple object can evoke a beloved place. 
These three sentiments have never been more clearly stated than in 
the Escultura screen by Fernando and Humberto Campana. Created 
in 1993, the Campana brothers sought to reflect the magical beauty 
and drama they saw in the urban Brazilian landscape. As television 
became a mainstay in many homes, antennas became a prevalent 
feature of rooftops throughout São Paolo. Highly sculptural, and 
deeply spiritual, this screen is a testament to the brothers’ adoration 
of their home. The screen consists purely of television antennas 
connected with hand-wrapped wire in seductive simplicity.  

“We were working with lines in space, floating” stated Humberto  
in regards to this series. The Campanas embraced this non-
traditional material and reimagined it as a foundation to create  
a vibrant screen, both evocative in form and socially conscientious. 
Although hard-edged and jagged, the chrome-plated surfaces 
shimmer in the raking light imbuing the screen with a hint of 
softness. Contrast is paramount in this evocative work and in  
the favelas it celebrates. 

This important screen design was included in the groundbreaking 1999 
exhibition entitled Project 66: Campana/Ingo Maurer curated by Paola 
Antontelli at the Museum of Modern Art in New York. The exhibition 
introduced the worldwide audience to the designs of Fernando and 
Humberto Campana alongside the inventive lighting of Ingo Maurer.  
In discussing the exhibition, Antonelli noted “the juxtaposition of their work  
in this installation provides a unique statement about both the universality  
and peculiarity of contemporary design”. As a centerpiece, the Escultura 
screen epitomized those divergences.

An example of the Escultura screen is in the permanent collection of  
the Carnegie Museum of Art and was recently included in the Antibodies,  
a retrospective exhibition of the Campanas work at the Vitra Museum  
in 2009.

Urban Chaos

Until recently, in São Paolo, everyone had TV 

antennae in the living rooms and on their roofs.  

Now they are all supplied by cable. We made the 

antenna screen in the 90s when São Paolo was 

covered by such antennae. Humberto Campana
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Marc Newson  
Rare Strelka flatware
Australia/Italy, 2003 

Alessi 
stainless steel 

Five-piece service for twenty with forty additional pieces; 140 pieces 
total. Signed with impressed manufacturer’s mark to each element: 
[Alessi Inox 18/10.]. 

Literature 
Marc Newson, Morgan, ppg. 126–127

Provenance 
Alessi Design Collection, Italy 

Important Private Collection, New York 

$30,000 – 50,000 

Marc Newson Rare Strelka Flatware





Initially designed by Marc Newson for the Lever House in 2001,  
the Strelka flatware service announced the arrival of a fully-refined 
new aesthetic for the firm: sleek, seamless, sculptural; organic and 
yet industrial; retro-futuristic. Strelka speaks to Newson’s deep 
passion for speed, space travel, sci-fi, and streamlined forms that 
have been constant themes in his career—all part of a fascination  
he traces to watching the Apollo moon landings as a six-year-old 
boy. “A sense of utopia; a sense of optimism pervaded” that NASA 
mission, he recalled. “It led me to want to create things, to explore 
things, to be ambitious.” He has designed a concept car for Ford,  
a prototype jet—the Kelvin 40, for Paris’s Fondation Cartier pour 
l’art contemporain in 2003—a powerboat, surfboards, and the 
interiors of Qantas airliners and private planes. When the European 
Aeronautic Defence and Space Company announced plans in 2007  
to start a private space tourism program, Newson was chosen to 
design the interior of the rocket ship. Even the name, Strelka, comes 
from the name of the pioneer dog that travelled to space aboard  
a Russian vessel in 1960.

The design was produced by Alessi, whose flatware designs survey the 
creations of many leading contemporary designers—those of young cutting-
edge talents such as Jasper Morrison, Marcel Wanders, Ronan and Erwan 
Bouroullec to works by legendary designers like Josef Hoffmann, Ettore 
Sottsass and Achille Castiglioni. Newson’s Strelka design was expensive  
to create, as each piece incorporates hollow handles that required additional 
handwork and thus it was never put into large scale production by the firm. 
The present lot represents an extensive collection of this legendary service.

Newson’s Nickel Surfboard, 
2007;  Watches by Newson  
for Ikepod

Marc Newson b. 1963 
Born in Sydney in 1963, Marc Newson spent his childhood traveling in 
Europe and Asia. His mother took a job working for a leading Australian 
architecture firm, exposing Newson to design at early age. He attended 
Sydney College of the Arts to study jewelry and sculpture, graduating in 
1984. Newson was awarded a grant from the Australian Crafts Council to 
stage his first exhibition where he presented his Lockheed lounge chair that 
would be purchased by the National Gallery of Southern Australia. Newson 
moved to Tokyo in 1989 where he met the owner of Idée, Teuro Kurosaki with 
whom he would produce numerous designs for over the years. From Tokyo, 
Newson moved to Paris before settling in London and opening his own 
design studio, Marc Newson Ltd. Not one to be categorized, Newson  
has designed cars, jets, and watches in addition to his iconic furniture.  
In 2005, Time magazine named him one of the 100 most influential people  
in the world. His work is housed in the collections of several major museums 
around the globe including the Museum of Modern Art, New York,  
the Victoria and Albert Museum, London, and the Centre Georges 
Pompidou, Paris. 

31  Masterworks

Newson’s Event Horizon 
table, 1992

Marc Newson Rare Strelka Flatware
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Andrea Branzi  
Piccolo Albero bookcase
Italy, 1991 
Design Gallery Milano 

enameled steel, Italian beech 
35 ½ w × 11 ¾ d × 81  h in (90 × 30 × 206 cm)

This work is number 9 from the edition of 20. Signed with applied 
manufacturer’s label to lower edge: [Design Gallery Milano Amnesia 
by Andrea Branzi 9/20 1991 Made in Italy]. 

Literature 
Andrea Branzi Amnesie, Design Gallery Milano, unpaginated  
Andrea Branzi: The Complete Works, Loughi, pg. 185 

$30,000 – 40,000 

The furniture is nearly architecture, 

invading space like segments of a wider 

urban landscape. Objects that can  

be entered, practicable spaces, micro-

environments. And like architecture,  

this furniture is often cold and hard on  

the outside but lacquered and velvety 

within. Andrea Branzi

Andrea Branzi Piccolo Albero Bookcase



Born in Florence in 1938, Andrea Branzi received his first formal training at 
the Florence School of Architecture. Soon after his graduation, Branzi, along 
with Gilberto Corretti, Paolo Deganello, and Massimo Morozzi, founded the 
Archizoom Associati, an association firmly against the tenants of modernism. 
The group instead created plans for imaginative and fictional cities like 
“No-Stop City” which eliminated a centralized city plan. The Archizoom 
movement sought to incorporate elements of pop art into their designs,  
and the resulting works were imbued with a strong sense of irony and fun.

Following the disbanding of Archizoom Associati in 1974, Branzi went on 
to join Studio Alchimia which aimed to add sensuality to the emotionless 
functional forms often mass-produced. In the 1980s, Branzi collaborated 
with the Memphis Group, which shared a love of whimsy as well as the 
rejection of modernism with the earlier Archizoom Associati. While Branzi 
was working for Memphis, he co-founded Domus Academy, which was  
the first program dedicated to teaching post-graduates design studies. 

To this day, Branzi lives and works in Milan. He was a professor at the School 
of Interior Design until 2009 and his work has been featured prominently  
in both the Venice Biennale and Milan Triennale. Branzi’s designs can be 
found in several museum collections including the Museum of Modern Art, 
New York, the Victoria and Albert Museum in London, and the Museum  
of Fine Arts, Houston.

Andrea Branzi b. 1938 

The style in which these objects have been created 

can be described as ‘Neoprimitive’ in the sense that 

they make use of archetypal symbols and materials, 

in conformity with a canon of myth, to produce 

emotional effects. Andrea Branzi
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Pierre Jeanneret  
Rare lounge chairs, pair
Switzerland/France, 1955 

oak, rattan, cane 
19 ¾ w × 25 ½ d × 33  h in (50 × 65 × 84 cm)

Very few of examples of this chair design are known; four examples 
were ordered by the architect Michel Weill for his apartment in 
Neuilly and a pair was ordered by the architect Yves Korbendau  
for his home in Rabat, Morocco. The present lot was ordered in  
1955 from the renowned gallery, Kunstzalen DeJong-Bergers, 
Maastricht by chief designer at Dutch glass factory, the Kristalunie, 
Maximiliaan Verboeket. Verboeket was also Professor of Applied  
Arts at the Maastricht Academy and he was awarded the Gold Medal 
for Industrial Design at the Brussels exposition of 1958.  

Provenance 
Kunstzalen DeJong-Bergers, Maastricht 
Maximiliaan Verboeket, Maastricht, acquired from the previous in 1955 

Private Collection, Maastricht 
Private Collection, Amsterdam 

$20,000 – 30,000 

Pierre Jeanneret Rare Lounge Chairs



Pierre Jeanneret and his cousin Charles-Édouard Jeanneret,  
who would later become known as Le Corbusier, made their design 
partnership official in 1922 when they began renovations to the 
Berque House in Paris. For the following eighteen years, Jeanneret 
and Le Corbusier worked side by side on numerous civic and private 
commissions, until 1940, when Jeanneret joined the Bureau Central 
de Construction in Grenoble and Le Corbusier went to Vichy.  
The two remained close and encouraged one another in their  
separate endeavors; however they would rejoin forces again in 1950. 

In 1944 Jeanneret, Georges Blanchon and Denise Creswell founded the 
company L’Équipement de la Maison as a reaction to post-war needs for 
sustainable, inexpensive furniture and design. Two years later, while touring 
Europe, Hans and Florence Knoll encountered one of Jeanneret’s designs 
and invited him to America. Jeanneret accepted, and in 1948, Knoll licensed 
his breakthrough Scissor chair. Jeanneret worked in New York for a few 
months, designing furniture and traveling the American countryside with 
Alexander Calder. However, he was not entirely satisfied with his work for 
Knoll, citing that “It’s all very well to be in the States making furniture, but 
heck, I’d rather have houses, blocks, cities”. In 1947 he returned to Paris  
to continue his partnership with Blanchon, but commissions during this time 
were scarce—Jeanneret worked on only a few small private homes as well 
as renovation projects for buildings that were damaged during the war.  
It is likely during this period that Jeanneret designed this lounge chair,  
very few examples of which were ever produced. 

While the formal qualities of the chair foreshadow his furniture for 
Chandigarh, they are also reflective of the design challenges facing 
Jeanneret prior to his time in India. In the years following the war, Jeanneret 
extensively researched methods of construction and materials that did 
not require the use of metals, instead embracing natural and inexpensive 
elements in his furniture designs. Jeanneret worked with his hands, 
constantly sketching and building models, challenging himself to design 
within the constraints of his environment, which at the time was reeling 
from the war and in need of repair. Much like his colleague and close friend 
Charlotte Perriand, Jeanneret embraced nature and craftsmanship to create 
functional, beautiful designs and a much needed sense of harmony in  
the post-war climate.

This lounge chair design exemplifies Jeanneret’s evolving philosophy 
which he would further develop upon reuniting with his cousin in 1950 when 
the pair embarked on the massive urban planning project in Chandigarh. 
Le Corbusier recognized this sentiment in his cousin, and entrusted him 
to oversee the entire project. While Jeanneret’s contributions to their 
projects can sometimes be difficult to discern, friend and colleague Jean 
Prouvé probably best explained Jeanneret’s role by stating, “If there were 
a cataclysm and only a handful of architects were left on earth among the 
stones and the trees, they would die very quickly because they would not 
know how to use a tree or a stone. But I think Jeanneret, whatever happened, 
would always build something…although I’m not sure whether Corbu would”.

Independent Design Pierre Jeanneret and the Post War Years

If there were a cataclysm and only a handful  

of architects were left on earth among the stones  

and the trees, they would die very quickly because 

they would not know how to use a tree or a stone.  

But I think Jeanneret, whatever happened, would 

always build something…although I’m not sure 

whether Corbu would. Jean Prouvé
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Serge Mouille  
Suspension a Trois Bras Pivotants
France, c. 1958 

Ateliers Serge Mouille 

enameled aluminum, enameled steel, brass 
70  dia × 30 ½ h in (178 × 77 cm)

Literature 
Serge Mouille: A French Classic, Pralus, ppg. 66, 194–195  
Jean Prouvé/Serge Mouille, Delorenzo and Concourd, pg. 111

Provenance 
Delorenzo 1950, New York 

Private Collection 

$30,000 – 50,000 

Serge Mouille Suspension a Trois Bras Pivotants



Serge Mouille 1922– 1988 
Serge Mouille, born in Paris in 1922, began his education as a silversmith 
at the School of Applied Arts in Paris. A brilliant student, Mouille began 
teaching at the school shortly after graduation but his career was put on  
hold during World War II as he fought in the French Resistance. Following 
the war, Mouille became interested in automobiles, and he, along with Pierre 
Pothier and Jean-Pierre Darnat, designed the sleek stainless steel Zebra car 
in 1952. Sadly the car was never mass-produced. 

Mouille then turned his attention to founding his own metalworking atelier. 
Tired of the popularity of Italian lighting which he found over-complicated, 
Mouille sought to modernize French lighting designs. Inspired by the 
curvaceous forms of both the female body and the organic world, he  
utilized voluptuous lines and the color black to create designs of stylistic 
harmony. His lighting designs are also kinetic works that define space,  
a feature that has been compared to the work of his contemporary, 
Alexander Calder. With a strict desire to reject mass-production, each  
of Mouille’s designs were handcrafted by expert metalsmiths at the atelier.

Mouille’s works garnered praise and in 1956 his pieces were shown in the 
gallery of Steph Simon alongside designs by Isamu Noguchi and Charlotte 
Perriand. In 1958, Mouille was invited to exhibit his work at the World’s 
Fair in Brussels, where his lighting designs won the Diploma of Honor. 
Experimenting with florescent lighting in 1962, Mouille created his Colonnes 
collection of floor lights, which utilized the simple lines and the materiality 
of neon. His work soon became so popular, that the demand outpaced his 
ability to fulfill orders. Forced to consider mass-production, he chose to 
close his atelier in 1964 instead of sacrificing hand-made quality. Mouille 
spent the rest of his life teaching silversmithing at the School of Applied Arts. 
Mouille died in 1988.

New forms were thus truly elucidated under the  

firm hand of an accomplished artist; beginning  

with simple elements, Mouille created a whole  

world of variations which astonish and finally 

become as familiar as the world around, which 

is thus enriched by a new value. Madeleine Fuchs,  

Decor Today, December 1954

34 Masterworks



35

Jean Prouvé  
Rare Chaise Dactylo CD11
France, 1944 

Ateliers Jean Prouvé 

enameled steel, stained beech plywood, aluminum 
16  w × 20  d × 33  h in (41 × 51 × 84 cm)

Literature 
Jean Prouvé Complete Works, Volume 2: 1934–1944, Sulzer, ppg. 308–309  
Jean Prouvé, Galerie Patrick Seguin and Sonnabend Gallery, ppg. 302–304  
Constructeur Jean Prouvé 1904–1984, exhibition catalog, pg. 75, no. 71

Provenance 
Jousse Entreprise, Paris 

Private Collection 

$40,000 – 60,000 Elevation and perspective 
drawing of the chaise 
Dactylo CD11, 1944

Jean Prouvé Rare Chaise Dactylo CD11



If people understand, there’s no need to explain.  

If they don’t, there’s no use explaining. Jean Prouvé

Jean Prouvé 1901– 1984 
Jean Prouvé was born in Nancy, France, in 1901. Prouvé‘s father Victor 
founded the École de Nancy, an Art Nouveau school that focused on  
hand-made objects. Apprenticing with an ironsmith as a teenager, 
Prouvé learned the value of simple forms and the importance of correct 
metalworking techniques. Starting his studio Ateliers Jean Prouvé in 1923, 
Prouvé, created restrained metal objects that rejected excess decoration. 
Within his workshop, Prouvé favored industrial materials like sheet steel, 
stainless steel, and aluminum. Engineers employed these materials in the 
emerging aircraft industry, and these materials inspired Prouvé to design 
airplane-reminiscent pre-fabricated houses with Le Corbusier in 1923. 
Working with both Pierre Jeanneret and Charlotte Perriand, Prouvé created 
breathtaking furniture that forged the process of prefabrication. Prouvé 
tirelessly focused on finding creative and useful solutions to design problems 
throughout his career, crafting everything from aluminum vacation homes to 
university bookcases, living by his words that one should  
“never design anything that cannot be made.”

Jean Prouvé; Office Chairs 
and Work Accessories 
from L'Architecture 
d'aujourd'hui, No 11, 1947 

Jean Prouvé Rare Chaise Dactylo CD11
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Carlo Mollino  
Important coffee table, model 1114
Italy, c. 1950 

Apelli & Varesio for Singer & Sons 

Italian walnut, Securit glass, brass 
50 ½ w × 24 ¾ d × 16 ½ h in (128 × 63 × 42 cm)

This present lot was the focal point of a custom New York City 
interior designed by Bertha Schaefer. Signed with acid stamp  
to each glass element: [Securit]. 

Literature 
Carlo Mollino — Architecture as Autobiography, Brino, pg. 132  
Carlo Mollino Cronaca, Ferrari, pg. 129  
Il Mobili Italiano degli Anni '40 e '50, de Guttry and Maino, pg. 213

Provenance 
Selected by Bertha Schaefer 

Beatrice Cohn, New York 

Wright, Design, 12 June 2014, Lot 198 

Private Collection, New York 

$150,000 – 200,000 

Carlo Mollino Important Coffee Table



As a child, Carlo Mollino was smitten by the engineering work of his father 
and his infatuation led him to study constructional engineering and 
architecture at the University of Turin. After graduating, Mollino worked 
at his father’s studio before founding his own architectural and interior 
design practice run out of the same space. He built several famed structures 
including the Società Ippica Torinese (1937-40, now destroyed), Casa del 
Sole, Cervinia (1947-54) and the Teatro Regio Torino (1965-73) as well  
as several private homes and apartments.

Aside from architecture and interior design, Mollino possessed a love of race 
cars; he created sweptback cars for himself to race and even set a record 
at Le Mans that remained unbroken for two years. An expert skier obsessed 
with aerodynamics and clean lines, Mollino wrote a book on the subject. 
Not only did he love speed and the sleek bodies of automobiles but the 
voluptuous curves of the female form inspired a series of erotic photographs 
featuring nude models on and around his own furniture designs. The idealized 
female form and aerodynamics motivated his design aesthetic, curved backs, 
slim ankles, and hourglass shapes abound in his furniture designs. Moving 
away from the austerity of the Modernist movement, Mollino imbued his 
furniture with a sense of the feminine and the surreal. 

Mollino possessed an engineer’s precision that manifests itself in his work. 
He collected numerous patents for inventions throughout his lifetime, 
including those for honeycomb concrete, tubular steel, and even a new 
device for creating perspective drawings. In 1952, he invented a method 
for cold-pressing thin plywood that allowed him to form his “Arabesque” 
collection of furniture. 

Mollino died suddenly in 1973 at the age of 68; soon after his death, it was 
discovered that he had created an entire apartment for his afterlife, which 
expertly mixed his own designs with luminous silks, furs, and gold leaf.  
A polymath that succeeded in architecture, engineering, automobile racing, 
and furniture design, Mollino left behind a dizzying legacy of ingenuity  
in design.

Carlo Mollino 1905 – 1973 

Carlo Mollino was commissioned by Joseph Singer to 
produce a line of furniture for his eponymous company 
Singer & Sons. First introduced by Gio Ponti, Mollino  
and Singer initially planned on producing a line of avant-
garde furniture. Only two Mollino designs were ever  
made and very few examples were produced. 
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Carlo Mollino climbing 
in the Piedmont range 
near Turin
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Carlo Mollino  
Chair from Casa del Sole
Italy, 1953 

oak, brass 
17 ½ w × 19 ½ d × 36 ½ h in (44 × 50 × 93 cm)

Sold with a certificate of authencity issued by Fulvio  
and Napoleone Ferrari of Museo Casa Mollino. 

Literature 
The Furniture of Carlo Mollino, Ferrari and Ferrari, pg. 205  
Carlo Mollino: Catalogo dei Mobili, Colombari, pg. 54, fig. 84  
Il Mobile Italiano degli Anni ‘40 e ‘50, Laterza, pg. 214

Provenance 
Casa del Sole, Cervinia 

Private Collection, Turin 

Private Collection, New York 

Private Collection, Los Angeles 

$30,000 – 50,000 

Carlo Mollino Chair from the Casa del Sole



The model designed for the Casa del Sole apartment block in 1953 is the 
most pragmatic; it is a sturdy chair designed to be used by the skiers in  
the building and the restaurant at its ground floor and to sustain heavy boots, 
heavy weights, snow and moisture, and rude sportive manners. The chairs 
worked admirably for more than 60 years. They were produced in a small 
series by Ettore Canali firm in Brescia, a company that specialized in high-
quality, luxury wooden furnishings. Each one was machine made then refined 
by hand to its smooth finish. The chair lacks the sophisticated shapes of its 
‘cousins’ by Mollino, with its more modernist and ‘straight’ design, yet it is  
in fact a complex project full of exceptional details: the thickness of the seat 
is different on each end, carved for maximum comfort; legs are symbolically 
shaped from circle to square; the back is shaped in a sculptural way to 
ergonomically follow the line of a human spine housing it in its middle,  
it is thinner at its ends and aptly thicker in the central part for bearing the 
greater weight; the little brass elements racily fix together the wood; there  
is an overall play between symmetries and asymmetries and the insertion  
of the back into the seat is perfectly mastered. 

In the end the Casa del Sole chair is not deprived of the classical feminine 
touch of Mollino nor is it lacking the distinctive figurative allusion of his 
designs...skis vertically, and neatly, resting after the daily run on the  
snowy slopes.

The cover of Mollino’s 
technical manual on 
downhill skiing

In the first half of the 20th century it was habitual for the well-
off families in Northern Italy to spend their leisure time in the 
mountains. Carlo Mollino made no exception, as a young man  
he was a climber and a skier. In 1942 he became a ski instructor  
and in 1950 he published a prominent technical manual on the 
subject: Introduzione al Discesismo.

In 1930, as a student, he spent the summer in the Aosta Valley, studying  
and sketching the traditional stone and wooden houses of the Walser culture. 
This seminal work left a permanent influence on his architecture emerging 
during the years in several projects. Mollino appears to be intrigued by 
the plastic qualities of this particular mountain architecture: asymmetrical 
volumes, cantilevered balconies and roofs, the play of voids and solid 
mass on different levels giving a strong feeling of depth to the space, the 
geometrical pattern of the orthogonal grid of wooden sticks that make up  
the facades providing a texture as the one of a Scottish Tartan.

Mollino brought the culture of the Alps, which for centuries had been refining 
forms toward a simple functionalism made sharp by necessity and scarce 
resources, into the Modern movement. The typical alpine chair (common  
to all Alps, from Austria to Switzerland, Italy and France), three-legged with 
a wooden board seat and a back connecting with the back leg, is re-designed 
into a modern chair by Mollino. And he would develop about dozen different 
chairs, all together forming a variation on this same theme.

Carlo Mollino and Alpine Architecture

by Fulvio and Napoleone Ferrari

right A 19th century  
three-legged alpine chair   
below Sketch of the region’s 
vernacular architecture  
by Mollino bottom View  
of Mollino’s Casa del 
Sole and Albini’s Rifugio 
Pirovano, Cervinia

Carlo Mollino Chair from the Casa del Sole



Sketch of a female skier 
by Mollino

In the end the Casa del Sole chair is not deprived  
of the classical feminine touch of Mollino neither  
is it lacking the distinctive figurative allusion  
of his designs...skis vertically, and neatly, resting  
after the daily run on the snowy slopes.
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Carlo Mollino  
Unique console for Casa Minola, Turin
Italy, 1945 

marble, enameled steel 
50 ¾ w × 14  d × 1 ½ h in (129 × 36 × 4 cm)

Sold with a certificate of authencity issued by Fulvio  
and Napoleone Ferrari of Museo Casa Mollino. 

Literature 
Carlo Mollino 1905–1973, Gabetti and Irace, et al,  
ppg. 188–189 illustrate this work in situ  
Carlo Mollino: Catalogo dei Mobili, Colombari, pg. 39

Provenance 
Franca e Guglielmo Minola, Turin 

Galleria Rossella Colombari, Milan 

Galleria Crispi Collection, Verona 

$40,000 – 60,000 

The present lot 
illustrated in the dining 
area of Casa Minola

Carlo Mollino Unique Console for Casa Minola



In the early 1940s Carlo Mollino went through a radical change  
in his interior designs. From the very surreal and nocturnal projects 
of the late 1930s he shifted to the idea of what he called “the forest  
of an apartment with a biological camp of furniture”. 

Mollino began developing organic furniture forms—extraordinarily animated 
wooden sculptures to inhabit his interiors. But looking at the spatial 
constructions of these apartments, their whole organization is strictly 
geometrical. Entire walls, fixtures, and service elements are all part of  
a rigorous composition defined by orthogonal straight lines. Only curtains 
soften these lines and black and white etchings of forests covering some 
walls break the overall geometrical rhythm, but still they are always framed 
and domesticated. 

Mollino’s interiors live off this contrast between the fragmented linear 
composition of the volume and the nervy presence of the ‘mobiles’  
(in Italian the word mobile means both furniture and mobile). It is also 
a contrast of materials...or perhaps a symphony: pure white marble, ivory 
painted metal, natural wood, gold and black lacquer, mirrors, creamy 
colours fabrics, shiny brass.

While the furniture is amazingly lively, it is at the same time extremely 
important that the fixtures are geometrically perfect; quality always mattered 
to Mollino, he was constantly choosing the best craftsmen which were not 
lacking in the ‘working’ town of Turin. Further, the composition had to be 
‘exact’, like a law regulating nature, otherwise everything would collapse. 
Mollino understood that little details were fundamental to enhancing his 
forms. If the overall effect is far from the feeling of minimalism, the care  
for precision is the same as is the meaningful abstraction of the single forms 
of objects, both likely influences of traditional Japanese design. 

In 1949 Mollino published an essay on interior decoration in Domus 

magazine. In it he refers to the Japanese house in these terms: “a clear 
rhythm of light partitions heralds the magical possibilities of retreat, 
designed as perfectly as an egg, in which all material circumstances had 
disappeared, or rather been transfigured into grace; no slumming doors  
or unsynchronised routines and no speed save for that of their fabled 
dragons. These spaces, modulated by the standard mats, seem suspended 
in space and free from the constraints of gravity...the Japanese, the animal 
and the spiritual, are reflected in the sacred proportions of a basic geometric 
harmony, steadfast yet always mobile...when a piece of furniture becomes 
unwelcome, it simply disappears into the wall”.

With the cabinet from Casa Cattaneo and the console from Casa Minola  
we also see the influence of traditional Japanese design on Mollino’s  
works. Take for instance the Cattaneo House cabinet, a well ordered 
and surprising function hidden in the composition of the complete room 
uniformly covered with a pinstripe made of Italian red larch and buttoned 
with the hundreds of polished brass studs. The organization is typical  
of Mollino, the vertical elements in the space giving a metaphysical pattern 
to the surface concentrating its vigour as if a mantra. It is evident at the same 
time that the Minola House shelf belongs to the complex composition  
of the entire dining room. The polygonal chain that limits the Minola House 
shelf is a carefully determined line, and a characteristic Mollino form. 
Unfortunately its original study does not survive but it’s easy to imagine  
its genesis looking at one of his architectural sketches for a shelf where  
the shape is configured after a series of trials as the artist slowly focuses  
his expression.

Mollino as a Rationalist

by Fulvio and Napoleone Ferrari

right Floor plan of Casa 
Minola illustrating the 
placement of the marble 
console below Alternate 
view highlighting the 
asymmetry of the console

View of the dining area  
of Casa Minola

Carlo Mollino Unique Console for Casa Minola
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Carlo Mollino  
Unique secretaire cabinet for Casa Cattaneo Agra, Varese
Italy, 1953 

Italian red larch, brass, lacquered wood, plastic 
39 ¾ w × 14 ¼ d × 80  h in (101 × 36 × 203 cm)

Cabinet features drop-front desk concealing one drawer, one  
door and a pair of doors each concealing a single shelf and one  
door to the side concealing four adjustable shelves. Sold with  
a certificate of authencity issued by Fulvio and Napoleone Ferrari  
of Museo Casa Mollino. 

Literature 
Carlo Mollino: Catalogo dei Mobili, Colombari, pg. 84 illustrates this work  
Carlo Mollino 1905–1973, Gabetti and Irace, et al, ppg. 246–248  
discuss commission  
The World of Interiors, September 2007, ppg. 120–129 discuss commission

Provenance 
Luigi Cattaneo, Varese 

Franco Semenzato & C., Venice, Asta di Importanti  
Mobili, Arredi, Oggetti Var 1900–1984, Lot 59 

Galleria Rossella Colombari, Milan 

Galleria Crispi Collection, Verona 

$100,000 – 150,000 

Carlo Mollino Unique Secretaire Cabinet for Casa Cattaneo Agra



The furnishings by Carlo Mollino—each unique—are often prized 
for their sinuously organic forms, for the skill with which they were 
executed and the rare quality of the materials employed. While 
another component of his work is not immediately visible—the 
literary culture and in particular  the knowledge of ancient cultures  
with which he organizes his work—which in turn makes a deep 
understanding  of his projects all the more problematic. We can 
assert that each of his works is in reality a visual narrative. What  
is the novel of his house in Agra about?  It is the construction of  
a sort of autocratic Alpine shack disposed on and almost hidden  
by a dune looking onto Lake Maggiore. The roof of the house is tiled 
in alternating brown and dark green so that seen from the top of the 
hill it is perfectly well blended into its surroundings, an obvious 
connection to ancient Japanese houses. Not only that, the sparse 
furniture of these houses is frequently hidden or made invisible, 
just as with the piece with drop leaf here under examination which, 
because it was originally hidden in the wall, has hardly had an 
autonomous life of its own as it is virtually hidden in the composition 
of this interior. 

Another reference:  this time concerning only the material—the perfection  
of the Oriental interior is rendered by the statuesque white marble with 
which he has created the shelf for the Minola House. The material, which 
shows no personality from veining or color, abstracts itself into pure form, 
a contoured eave, a tongue sticking out of the wall. We will see this tongue 
in the library/writing desk for the office of the Le Roi ball room. There, an 
exposed surface juts out of the structure of this piece of furniture to form  
a little writing desk. This manner of proceeding, resolving the matter with  
the same unexpected solution, we see applied as well to the wooden 
mountain dwelling in a tongue forming a sinuous terrace. Our ‘mysterious’ 

Mollino the Mysterious

by Fulvio and Napoleone Ferrari

Surrealism and mystery 
have been a repeated 
impulse in interiors  
by Mollino

Mollino, in reality, ably invents forms that can contain other ones, novel 
forms, buildings that function in surprising manners, as with the piece for  
the Casa Cattaneo Agra which has on its left side a functional tall cupboard. 
The interior has milky lacquered surfaces, rounded corners and reflective 
black material that is alluring and sensual. An attentive critic might compare 
this method of composing things to that of the construction of a sequence 
of his famous Polaroids in which Mollino starts by portraying a perfectly 
dressed body and little by little reveals its shape thus leading us to the heart  
of beauty and its enigma.

And how does Maestro Mollino resolve the mystery of beauty? Simple: 
Since architecture, furniture, and apartments are made of matter, one must 
know how to operate the laws of matter, those laws that make nature the 
most complex, fascinating, and marvelous ‘matter’ around us. To grasp 
these laws means being able to operate using our most sophisticated of 
possible software. And how was Mollino able to master the laws of nature? 
Once again the solution is simpler than one might imagine. Mollino turned 
his attention to the most refined ‘mechanical structure’ there is:  the female 
body. He has studied it at length over the course of years, drawing its form, 
like a studious schoolboy. That is how Mollino has transformed himself not 
into an organic architect, but into an architect capable of creating organisms. 
And this may be considered the secret ‘peak’ of his ability. 

right Plan and elevation 
of Casa Cattaneo Agra 
below The present 
lot installed at Casa 
Cattaneo Agra

Mollino turned his attention to the most refined 
‘mechanical structure’ there is: the female body. 
He has studied it at length over the course of years, 
drawing its form, like a studious schoolboy.

Carlo Mollino Unique Secretaire Cabinet for Casa Cattaneo Agra



The interior has milky lacquered surfaces, rounded 
corners and reflective black material that is alluring 
and sensual. An attentive critic might compare 
this method of composing things to that of the 
construction of a sequence of his famous Polaroids  
in which Mollino starts by portraying a perfectly 
dressed body and little by little reveals its shape  
thus leading us to the heart of beauty and its enigma.
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Gio Ponti  
Custom wall-mounted shelf for the Federico Residence
Italy, c. 1955 

Giordano Chiesa 

Italian walnut 
123  w × 10  d × 14  h in (312 × 25 × 36 cm)

This wall-mounted console was custom made for Mr. Federico,  
a relative of the Licitra Ponti family; Galleria Rossella Colombari 
acquired the shelf from his heirs, Matteo Licitra Ponti, Lisa Licitra 
Ponti, Anna Licitra Ponti and Salvatore Licitra Ponti in 2011.  
Sold with a certificate of expertise issued by the Gio Ponti Archives. 

Literature 
Gio Ponti: L'Arte Si Innamora Dell'Industria, La Pietra, ppg. 252–253 
illustrate related form

Provenance 
Mr. Federico, Milano 

Thence by descent 
Galleria Rossella Colombari, Milan 

Galleria Crispi Collection, Verona 

$30,000 – 50,000 

Gio Ponti Custom Wall-Mounted Shelf for the Federico Residence





Gio Ponti excelled at painting as a child and expressed a fervent interest  
in the arts. Feeling that a career in architecture was preferable to that of  
a painter, Ponti’s parents encouraged him to pursue the former and in 1914  
he enrolled at the Faculty of Architecture at the Politecnico di Milano.  
His studies were interrupted by war, and in 1915 he was forced to 
postpone his education. He served as a captain in the Pontonier Corps 
until 1919, earning multiple military honors. After graduating in 1921, Ponti 
married Giulia Vimercati, the daughter of local aristocracy and started 
an architecture firm. During this time, Ponti aligned himself with the 
neoclassical movement, Novecento and championed a revival of the arts  
and culture. In 1928, Ponti founded Domus, a periodical tailored to artists 
and designers, as well as the broader public. A shift occurred in the 1930s 
when Ponti took up a teaching post at his alma mater, the Politecnico 
di Milano. In search of new methods to express Italian modernity, Ponti 
distanced himself from the sentiments of Novecento and sought to reconcile 
art and industry. Together with the engineers, Eugenio Soncini and Antonio 
Fornaroli, Ponti enjoyed great success in the industrial sector, securing 
various commissions throughout Italy. In the 1950s, he gained international 
fame with the design of the Pirelli Tower in Milan and he was asked to be a 
part of the urban renewal of Baghdad, collaborating with top architects from 
around the world. His 1957 book, Amate l’architettura, is considered to be 
a microcosm of his work—an incredible legacy spanning art, architecture, 
industrial design, publishing and academia.

Gio Ponti 1890 – 1979 

Modernity is selection, is just active, impassioned, 

considered selection. Gio Ponti
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Piero Fornasetti  
Custom wall-mounted cabinet
Italy, c. 1955 

lithographic transfer-print over enameled steel, glass 
14 ½ w × 5 ¼ d × 86  h in (37 × 13 × 218 cm)

Cabinet features three doors concealing six glass shelves.  
This work has been reviewed by Barnaba Fornasetti. 

Provenance 
Private Collection 

Galleria Rossella Colombari, Milan 

Galleria Crispi Collection, Verona 

$10,000 – 15,000 

Piero Fornasetti Custom Wall-Mounted Cabinet



Piero Fornasetti was born in Milan in 1913 and he grew up with an insatiable 
desire to draw anything and everything. He won a seat at the Accademia 
di Belle Arti di Brera in Milan, but was promptly expelled; his creative 
spirit did not match the harsh discipline of the academy. He forayed into 
the realm of fashion and began designing silk scarves with his soon-to-be 
signature motifs of roman ruins, suns, and flowers. In his furniture designs, 
Fornasetti worked in an incredible range of materials to create a dizzying 
array of decorative arts imbued with both wit and theatricality. Struck with 
the beauty of the famed Italian opera star Lina Cavalieri, Fornasetti created 
an entire series called “Themes and Variations” with more than 300 versions 
of Cavalieri’s face. With tongue in cheek irony, Fornasetti depicted Cavalieri 
in a variety of guises ranging from the humorous to the surreal. In 1959, 
Fornasetti won the Neiman Marcus award for his significant contributions  
to the field of fashion, joining the ranks of Yves Saint Laurent and Coco 
Chanel. Fornasetti died in 1988, leaving behind thousands of imaginative 
designs and forever changing the field of Italian decorative arts.

Pierro Fornasetti 1913 – 1988 
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Gio Ponti  
The Triumph of the Amazons vase
Italy, 1925 

Richard Ginori 
glazed porcelain 
11 ¼ dia × 13 ½ h in (29 × 34 cm)

Signed with glazed manufacturer’s mark to underside:  
[Richard Ginori 1151-371E Gio Ponti Made in Italy]. 

Lliterature 
Gio Ponti: Le Maioliche, Manna, ppg. 154–155  
Gio Ponti alla Manifattura di Doccia, Portoghesi and Pansera,  
pg. 113 illustrates related works

Provenance 
Important Private Collection, New York 

$15,000 – 20,000 

Richard Ginori at the 
Mostra Internazionale 
dell Arti Decorative,  
Villa Reale, 1925

Gio Ponti The Triumph of the Amazons Vase



In the 1920s Gio Ponti revolutionized the production of Richard 
Ginori with ceramic pieces, as he describes “of vaguely neoclassical 
inspiration, with Etruscan suggestions, turned toward the modern 
with ironic elegance.” Finely executed, Ponti’s works for Richard 
Ginori were widely admired at the 1923 Biennale in Monza so 
much so that he was named artistic director that same year. At 
the Exposition Internationale des Arts Décoratifs et Industriels 
Modernes in Paris just two years later, Richard Ginori was awarded 
two grand prizes, one for Ponti and his ceramic designs. 

The present lot is from a large series of works dedicated to the theme  
of game hunting or La Venatoria. This series is the last large collection 
created by Ponti for Richard Ginori but it is also the first collection to include 
forms that are not strictly ornamental in function; scenes from La Venatoria 
were found on vases, plates, lamp bases and bowls of various shapes  
and sizes. The specific scene depicted here is The Triumph of the Amazons, 
one side illustrates two women armed with bows and arrows presumably 
in successful pursuit of game while the verso illustrates a female with a horn 
atop a galloping horse with a happy dog at its side. The lyrical illustration  
of the narrative enlivens the classic spherical shape of the vase. 

Ponti renewed artistic expression with a modern take on classical 
ornamentation and decoration, forms that had once been forgotten were 
newly found, architecture and lively figures graced his objects. Further,  
his works illustrated a collaboration of art and industry as his designs  
were increasingly applied to functional forms and not just decorative objects. 
Under Ponti’s direction, Richard Ginori became widely acclaimed in 
Italy, recognized for their precision in design, study in detail and perfect 
execution. During his tenure at the firm Ponti would create more than  
400 designs. 

Free and Spirited  
The Neoclassical Designs of Gio Ponti

 

These pieces represent in modern production  

a solemnity not yet surpassed…Their taste heralds 

return to ornamental and collecting opportunities 

that did not exist when they appeared. Gio Ponti

Preparatory drawing  
by Gio Ponti for a vessel 
featuring various scenes 
from La Venatoria

Prepartory drawing  
by Gio Ponti depicting   
The Triumph of the Amazons
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Ercole Barovier  
Vetro Mosaico vase
Italy, c. 1919 

Artisti Barovier 

internally decorated glass with murrines and polichrome rods 
3 ¼ dia × 4  h in (8 × 10 cm)

Signed with murrine to underside: [AB]. 

Literature 
Venetian Art Glass: An American Collection 1840–1970, Barovier, pg. 63 
illustrates similar example

Provenance 
Private Collection, New York 

$30,000 – 50,000 

Ercole Barovier  Vetro Mosaico Vase



Designed and executed at a time when the Murano  
art glass industry was reinventing itself, this diminutive 
Mosaico vase seems to capture the essence of spring.  
It depicts a floral landscape in bloom, using simplified 
naturalistic forms. What makes the visual impact  
of this and other Artisti Barovier vases from the period 
so powerful, is the masterful use of vibrant, semi-
transparent murrines combined with an abstract, almost 
childlike rendering of floral subject matter. In recent 
years the market for Mosaico vases has risen dramatically 
and for good reason — their rarity, beauty and quality 
make them truly desirable objets d’art. 

Ercole Barovier  Vetro Mosaico Vase
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Ercole Barovier  
Vetro Mosaico vase
Italy, c. 1925 

Artistica Barovier 

glass with spiraling canes and leaf murrines 
10  dia × 10 ½ h in (25 × 27 cm)

Incised signature to lower edge: [E. Barovier Murano]. 

Literature 
Venetian Art Glass: An American Collection 1840–1970, Barovier,  
ppg. 86–89 illustrate series

Provenance 
Private Collection, New York 

$70,000 – 90,000 

Ercole Barovier  Vetro Mosaico Vase



Composed of spiraling canes and stylized murrine leaf forms,  
this Artistica Barovier vase could be seen as an abstract representation  
of leaves caught in wind. While the spherical shape is typical of 
Ercole Barovier’s work during the mid-1920s, the use of canes in this 
piece may be unique. It is interesting to note that Ercole signed many 
of the Mosaico vases produced during this period, including this 
example, which was not standard practice.

As principal Art Director of Barovier for nearly five decades, Ercole  
was continually seeking new forms of expression. In the Mosaico vases  
of the 1920s he achieved a uniquely modern sensibility through the use  
of expressionist colors, naturalistic forms and geometric patterning. 

Throughout his long career Ercole would return again and again to the 
Mosaico vases of the 1920s for inspiration. Famous post-war series such 
as Sidone, Parabolici and Intarsio, to name a few, can be seen as direct 
aesthetic descendants of Ercole’s mosaics. Likewise, the use of spiraling 
canes in this vase may have inspired later series such as Striato (1954).

Ercole Barovier  Vetro Mosaico Vase
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Carlo Scarpa  
Rare A Fiori Murrine vase, model 5943
Italy, c. 1928 

MVM Cappellin 

fused glass murrines with spiraling cane sections 
7 ¼ dia × 13 ¼ h in (18 × 34 cm)

Signed with three-line acid stamp to underside:  
[MVM Cappellin Murano]. 

Literature 
MVM Cappellin, New York promotional catalog, 1930, illustrates model  
Carlo Scarpa: I Vetri di un Architetto, Barovier, pg. 251 illustrates technique

Provenance 
Collection of Dimitri Levas 

$30,000 – 50,000 

Carlo Scarpa  Rare A Fiori Murrine Vase



We discovered this extraordinary MVM Cappellin vase 
in 2014 while researching and cataloging the collection 
of Dimitri Levas. At the time, nothing like it — a large 
scale MVM Cappellin vase composed entirely of 
murrines and large, spiraling cane sections—had ever 
appeared on the market. An MVM Cappellin Murano 
acid stamp was found upon close examination,  
but there appeared to be no reference to this model  
and as a result this mysterious work was not included 
in the Levas auction which went on to become the  
most successful auction of Murano glass in history.

Not long ago, Italian glass collector Howard Lockwood 
discovered a period advertisement for the MVM 
Cappellin shop in New York from 1930. A large vase 
featured prominently in the ad, and to much surprise, 
it was the present model.

left A similar example 
illustrated in a period 
advertisement from 1930  
for the MVM Cappellin shop 
in New York right  A period 
drawing of this model from 
the Archive Marino Barovier
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Carlo Scarpa  
Rare Fenicio vase, model 5783
Italy, c. 1928 

MVM Cappellin 

iridized glass with festoons and applied lip 
6 ¾ dia × 13 ¾ h in (17 × 35 cm) 

Literature 
Carlo Scarpa: I Vetri di un Architetto, Barovier, ppg. 68–69, 195  
illustrate technique  
Venetian Art Glass: An American Collection 1840–1970, Barovier,  
pg. 223 illustrates technique  
Vetri di Murano del '900: 50 Capolavori, IN.Arte Milano, pg. 155  
illustrates form

Provenance 
Collection of Dimitri Levas 

$20,000 – 30,000 

Carlo Scarpa  Rare Fenicio Vase



The Fenicio series speaks to Carlo Scarpa’s interest in ancient 
Phonecian and Egyptian coreformed vessels, which are characterized 
by their ‘combed’ surface patterns. These are some of the first true 
vessels made of glass and date back almost 3500 years. Scarpa’s 
awareness and inclusion of such ancient references would play  
a major role in his work at both MVM Cappellin and Venini.

This Fenico vase is exceptional for a number of reasons; the large scale  
is unusual to see, and the Soffiato technique (thinly blown transparent glass) 
is also unusual as most Fenicio vases were executed in Incamiciato (encased 
glass). Additionally, the festooning is beautifully rendered with consistently 
spaced upward strokes while the top third of the vase exhibits a fine layer  
of gold leaf.

Fenicio is one of Scarpa’s most beautiful, inventive and desirable series  
of his work for MVM Capellin.

Carlo Scarpa  Rare Fenicio Vase
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Napoleone Martinuzzi  
Rare and Important Pulegoso vase, model 3120
Italy, 1928 

Venini 
pulegoso glass with applied reed handles 
13  dia × 14  h in (33 × 36 cm) 

Literature 
Napoleone Martinuzzi: Venini 1925–1931, Barovier, ppg. 118, 326  
illustrate form  
Napoleone Martinuzzi: Vetraio del Novecento, Barovier Mentasti,  
pg. 67 illustrates form  
Venini Glass: Catalogue 1921–2007, Deboni, fig. 36 illustrates form

Provenance 
Private Collection, United Kingdom 

$100,000 – 150,000 A drawing by Martinuzzi 
illustrating this model

Napoleone Martinuzzi  Rare and Important Pulegoso Vase



When the sculptor Napoleone Martinuzzi developed Pulegoso  
glass at Venini in 1928 it expanded the notion of what Murano glass 
could be. Today we take for granted the fact that Murano glass can 
be transparent or opaque, thin walled or massively thick, sculptural 
and at the same time utilitarian, but this was not always the case. 

Before Martinuzzi’s tenure as Artistic Director of Venini, Murano glass 
was primarily known for its lightness and transparency. In fact, Venini had 
become famous for Vittorio Zecchin’s lightweight, transparent Soffiato glass 
vessels which were a modernist reinterpretation of Venetian masterworks 
from the 16th century. With Pulegoso glass, Martinuzzi was able to satisfy  
his need as a sculptor for mass, density and solidity, while at the same time 
take advantage of the inherent optical effects created by the opacity of this 
new glass. These qualities made Pulegoso an excellent material to be used 
for lighting designs; lamps, appliqués, and chandeliers made of Pulegoso 
glass became highly fashionable at a time when the young Venini company 
sorely needed capital. 

The vases designed by Martinuzzi in Pulegoso glass were never produced  
in large numbers. A small group of pieces were made for the Biennale  
di Venezia in 1928, and for the 4th Triennale di Monza in 1930. Often large-
scale, these vases and bowls were based on shapes from classical antiquity. 
Although these pieces appear in Venini’s production catalogs of the period, 
very few are known to exist today. They were, perhaps, produced as splendid 
examples of the superior design and craftsmanship possible at Venini.

The four handled Pulegoso vase presented here speaks to all of this— 
its form is based on well-known Roman models, while the oversized scale  
and the bubbly, diffuse luminosity of its emerald color make it a perfect 
example of the Italian Novecento style. Today these rare Martinuzzi  
Pulegoso vases are considered icons of pre-war Italian art and design.
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Napoleone Martinuzzi 1892 – 1977 
Born on Murano in 1892, Napoleone Martinuzzi was the son of an 
accomplished glass blower. He attended the Belle Arti in Venice and was 
part of the Ca’ Pezzaro Secessionist group where, in 1908, he began  
to exhibit his sculptures. Over the next decade Martinuzzi exhibited widely 
in Europe, eventually becoming one of Italy’s most influential Novecento 
sculptors. 

In 1921 he became Director of the Murano Museum and in 1925, the Artistic 
Director at Venini. Martinuzzi’s bold use of experimental, semi-opaque  
glass (Pulegoso, Lattimo, Calcedonio) brought a new sculptural materialism 
to Murano. His use of large-scale forms from classical antiquity executed  
in vibrant colors set a new standard for Murano glass design. 

In 1932 Martinuzzi left Venini to found his own firm, Zecchin-Martinuzzi. 
While the company only lasted for a few years, its highly refined production 
had a profound influence on Murano glass for decades to come. Between 
1937 and 1947 Martinuzzi once again dedicated himself to sculpture.  
During the post-war period he returned to glass design and did notable 
works for several companies including Alberto Seguso’s Arte Vetro,  
Vetreria Cenedese, Alfredo Barbini and Pauly & C. 

But the simple facts of Martinuzzi’s life fail to capture the lasting power  
of his work—his name alone evokes images of remote elegance and 
archetypal glory. A lasting tribute to this haute-grandeur can still be seen 
at the Vittoriale—poet Gabriele D’Annunzio’s lavish home and mausoleum 
where many of Martinuzzi’s formidable sculptures and monumental glass 
vessels still reside.

Napoleone Martinuzzi  Rare and Important Pulegoso Vase
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Giulio Radi  
Rare Zanfirico vase
Italy, 1948 

A.V.E.M. 
iridized glass with aventurine zanfirico canes 
5  dia × 10 ¾ h in (13 × 27 cm) 

Literature 
Il Vetro di Murano alle Biennali 1895–1972, Barovier, Barovier Mentasti  
and Dorigato, pg. 53 illustrates this example

Exhibited 
XXIV Biennale, 1948, Venice

Provenance 
Acquired by the original owner between 1948 and 1950 

Thence by descent 

$15,000 – 20,000 
The present lot 
illustrated in a period 
photo from the XXIV 
Biennale, 1948, Venice

Giulio Radi Rare Zanfirico Vase



Acquired sometime between 1948 and 1950 by the parents of the 
present owner, this vase is documented in a period photograph 
from the Venice Biennale of 1948 and is perhaps the only example 
in existence. As part of a group of objects which established Giulio 
Radi as a leading designer in post war Murano glass, this vase is  
truly rare and important.

To say that Radi’s work at A.V.E.M. was innovative is an understatement. 
His experimentation with Zanfirico canes, murrines, gold and silver leaf 
inclusions submerged in thick layers of glass, stood at the edge of a sea 
change in the design sensibility of Murano glass, a trend that companies 
like Barovier & Toso and Seguso Vetri d’Arte would follow. In fact, the 1940s 
represented a kind of design free-for-all in which the aesthetic standards  
for post-war Murano glass were established. 

Radi’s most famous series, Reazione Polichrome, was at the cutting edge  
of the new and vibrant post-war style. Created in 1950, Reazione Polichrome 
can be understood as both a stylistic breakthrough and a descendent of 
the Zanfirico vase presented here. Through the use of complex chemistry 
and innovative procedures, Radi was able to repurpose age-old Murano 
techniques and present them to the world in a fresh new way.

48 Masterworks
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Aldo Nason  
Yokohama vase
Italy, c. 1960 

A.V.E.M. 
glass with metallic inclusions and murrines 
5 ¼ w × 3 ¼ d × 13 ¼ h in (13 × 8 × 34 cm) 

Literature 
Il Vetro di Murano alle Biennali 1895–1972, Barovier, Barovier Mentasti  
and Dorigato, ppg. 61, 162 illustrate technique  
Murano Glass: Themes and Variations 1910–1970, Heiremans, ppg. 18, 21 
illustrate series and technique

Provenance 
Private Collection, New York 

$10,000 – 15,000 

Aldo Nason Yokohama Vase



Giulio Radi was born on the island of Murano in 1895. His family was 
renowned for its adept and influential glass technicians, including Lorenzo 
Radi who personally rediscovered a number of glass techniques which had 
been lost since the Renaissance. Giulio worked for a time at his father’s 
furnace, and then beginning in 1918 at Andrea Rioda where he served 
primarily as an administrator. In 1932 he became a founding member  
of A.V.E.M., and in 1939 he was appointed Artistic Director. From this time 
forward he would remain actively engaged in glass design. Experimenting 
with metal oxides, he developed several new applications for murrines,  
gold and silver leaf, and articulated glass rods. Many of his pieces are  
now considered masterworks of 20th century design. He died an untimely 
death in 1952.

While Giulio Radi’s tenure as designer at A.V.E.M. may have ended 
prematurely, his vision did not—the Yokohama series, initiated by 
master blower Aldo Nason for A.V.E.M. in 1959, represents a quite literal 
continuation of Radi’s ideas and techniques—his use of heavy gold and  
silver inclusions with deeply embedded murrines is drawn directly from 
Radi’s oeuvre. What distinguishes the Yokohama series are the abstract  
and outsized biomorphic forms employed to great effect by Nason. 

Giulio Radi & Aldo Nason
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Carlo Scarpa  
Battuto vase
Italy, c. 1942 

Venini 
wheel-carved glass 
4 ¾ dia × 6 ½ h in (12 × 17 cm)

This work by Scarpa is a variation of model 3974 and is from  
the collection of Fulvio Bianconi. Signed and dated to underside: 
[Fulvio Bianconi 1945]. 

Literature 
Carlo Scarpa: Venini 1932–1947, Barovier, pg. 368 illustrates similar model  
Carlo Scarpa: I Vetri di un Architetto, Barovier, pg. 219 illustrates series

Provenance 
Collection of Fulvio Bianconi 
Barbara Carraro, Padua 

$20,000 – 30,000 

Carlo Scarpa Battuto Vase
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Carlo Scarpa  
Battuto vase
Italy, c. 1942 

Venini 
wheel-carved glass 
4 ¾ dia × 6 ½ h in (12 × 17 cm)

This work by Scarpa is a variation of model 3974 and is from  
the collection of Fulvio Bianconi. Signed and dated to underside: 
[Fulvio Bianconi 1945 78]. 

Literature 
Carlo Scarpa: Venini 1932–1947, Barovier, pg. 368 illustrates similar model  
Carlo Scarpa: I Vetri di un Architetto, Barovier, pg. 219 illustrates series

Provenance 
Collection of Fulvio Bianconi 
Barbara Carraro, Padua 

$20,000 – 30,000 

Carlo Scarpa Battuto Vase



What would motivate Fulvio Bianconi, Venini’s most prominent 
post-war designer, to scratch his name onto the bottom of beautiful, 
masterfully executed vases which were clearly designed by Carlo 
Scarpa?

In the end, the answer is quite simple: Bianconi signed pieces of glass  
that he owned in order to signify that they were part of his collection— 
his ‘ex-libris’. In the world of bibliophiles this is probably quite mundane,  
but in world of Murano glass it is unique.

In fact, a number of these vases are known to exist. Additionally, most  
of these were acquired directly from Bianconi’s personal collection during 
the 1980s. The two Battuto vases presented here are indeed signed by 
Bianconi and fall into this ‘ex-libris’ category.

First exhibited at the Biennale of 1940 as part of a larger group of innovative 
objects, Battuto signaled a new and prescient direction for Carlo Scarpa 
and Venini. The strong, simple forms, richly carved surfaces and vibrant 
monochromatic palate would all become well known aspects of Venini’s 
production of the 1950s and 60s. 

The two vases presented here are variants of model 3974 in the Venini blue 
catalog. Executed in sapphire blue  and emerald green, they demonstrate  
the gem-tone luminosity possible in Scarpa’s Battuto series. Exquisitely 
carved, and masterfully formed, they are both excellent examples from  
this landmark series.

Carlo Scarpa Battuto Vase
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Dino Martens  
Unique Celebes vase, model 7827
Italy, c. 1958/59 

Aureliano Toso 

double incalmo glass 
4 ½ dia × 17  h in (11 × 43 cm)

Signed with partial Aureliano Toso label to underside. 

Literature 
Dino Martens: Muranese Glass Designer, Heiremans, pg. 180  
illustrates this example  
Art Glass from Murano: 1910–1970, Heiremans, pg. 212  
illustrates this example  
Murano Glass: Themes and Variations 1910–1970, Heiremans,  
pg. 203 illustrates underside of this example

Provenance 
Collection of Aureliano Toso 

Novecento, Antwerp 

Private Collection, New York 

$20,000 – 30,000 

Dino Martens Unique Celebes Vase
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Dino Martens  
Rare vases, pair
Italy, 1960 

Aureliano Toso 

glass 
3 ¾ dia × 14 ¾ h in (10 × 37 cm) 

Literature 
Art Glass from Murano: 1910–1970, Heiremans, pg. 213  
illustrates these examples

Provenance 
Private Collection, Monaco 

Private Collection, New York 

$15,000 – 20,000 

Dino Martens Rare Vases
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Dino Martens  
Oriente vase, model 5294
Italy, 1954 

Aureliano Toso 

internally decorated polichrome patchwork glass with copper inclusions, 
pinwheel and filigrana 
7  dia × 17  h in (18 × 43 cm)

Signed with applied foil manufacturer’s label to underside:  
[ Vetreria Aureliano Toso Murano 5294]. Signed with applied  
paper manufacturer’s label to underside: [ Vetreria Aureliano  
Toso Murano]. 

Literature 
Dino Martens: Muranese Glass Designer, Heiremans, ppg. 76–81, 166 
illustrate series and model

Provenance 
Private Collection, New York 

$20,000 – 30,000 

Dino Martensˇ work as a glass designer for Aureliano Toso has 
become legendary for its inventiveness, experimentation and  
excess. His innovative use of oversized murrines, brightly colored 
metallic powders and fragments of glass rods, all expressed in  
wildly biomorphic forms, have become synonymous with Murano 
glass style of the 1950s. 

The Oriente series in particular can be seen as the ultimate expression 
of Martens’ vision—biomorphic shapes and patchwork compositions full 
of multi-colored Zanfirico canes, sprays of brightly colored pigment, and 
black and white murrine pin-wheels. While the Oriente series does possess 
an undeniable shock-value, even Martens’ wildest designs were carefully 
rendered from preparatory drawings. To many of these he also attached 
poetic names such as Nabucco, Ati and Dialettica. 

Martens’ life as a soldier, adventurer and painter ultimately found concrete 
expression in his glass designs. He flourished in the post-war climate  
of openness which encouraged experimentation. Of the numerous series  
he created in the 1950s, each seems to suggest an endless array of variants 
and possibilities. 

During his final years at Aureliano Toso, Martens designed pieces which 
express a greater sensitivity to subtle chromatic effects. For these he  
often chose elongated forms. These pieces are quite rare, and demonstrate  
a refined aesthetic at the end of a vibrant and dynamic creative life. 

Dino Martens Oriente Vase



Thomas Stearns Lunare Vase
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Thomas Stearns  
Lunare vase
Italy, c. 1961 
Venini 
incalmo glass with partially carved surface 
4 ¼ dia × 4 ¼ h in (11 × 11 cm)

Signed with three-line acid stamp to underside:  
[Venini Murano Italia]. 

Literature 
20th Century Murano Glass, Heiremans, pg. 160 illustrates similar examples  
Art Glass from Murano: 1910–1970, Heiremans, pg. 288  
illustrates similar example  
Venini Glass Catalogue 1921–2007, Deboni, no. 237  
illustrates similar example 

$20,000 – 30,000 
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Thomas Stearns 1905 – 1990 
On November 1st, 1960, the young American artist Thomas Stearns arrived 
in Venice and began a tenure as guest designer at Venini, an appointment 
which would last until 1962. Working closely with Venini’s youngest Maestro, 
‘Checco’ Ongaro, Stearns would design a number of highly refined and 
experimental glass vessels and objects; a group of these pieces would  
go on to win the coveted Gold Medal for Glass at the Venice Biennale  
of 1962, only to be rescinded after the judges realized that the designer  
was an American. Stearns’ odyssey at Venini is beautifully captured in  
his own essay, The Facades of Venice: Recollections of my Residence  

in Venice, written in 1989 and published in the catalog of Muriel Karasik’s 
seminal show, The Venetians, Modern Glass, 1919–1990.

Due to the fact that most of Stearns’ designs were produced in very limited 
numbers, today they are highly sought after by collectors. More importantly, 
these pieces exhibit an innovative sculptural integrity which perfectly 
expresses the spirit of the times in which they were made. 

And while Stearns was not the first American to work at Venini, he was 
certainly the most influential. In fact, his time there changed the very 
dynamic between designer and craftsman, as his constant presence at 
the Venini furnace challenged age-old Muranese traditions and class 
distinctions. The next generation of American artists to study at Venini, 
including Dale Chihuly, Toots Zynsky, Richard Marquis and others, owe  
a debt of gratitude to the patient and intrepid Thomas Stearns.

I now fully realize the serendipity of events 

surrounding my work at Venini. Paolo Venini’s death 

had left the firm virtually bereft of a designer; my own 

naivety and eagerness to explore the medium led me 

into zealous experimentation; and the young Maestro 

‘Checco’ Ongaro’s  own efforts to prove his abilities 

lead him to stick out his neck by collaborating with me. 

The timing was just right making germane a situation 

of exploration and accomplishment. We each saw it 

as an opportunity for ourselves…and we all leapt in. 

Thomas Stearns, 1989 
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Paolo Venini  
Important Mosaico Tessuto vase
Italy, 1954 

Venini 
alternating glass canes 
4  dia × 12 ¾ h in (10 × 32 cm) 

Literature 
Art Glass from Murano: 1910–1970, Heiremans, pg. 279 illustrates technique  
I Vetri Venini, Deboni, pl. 129 illustrates similar examples  
Le Verre Venini, Deboni, pl. 129 illustrates similar example  
Paolo Venini and his Furnace, Barovier, ppg. 222, 224, 232,  
cover, illustrate similar examples 

$100,000 – 150,000 

Paolo Venini Important Mosaico Tessuto Vase



To many, this vase embodies the essence of Venini’s post-war 
production—complex technique in a simple form. Paolo Venini  
was a man in possession of a rare genius; he understood the minds  
of artists and what people wanted. As a lawyer from Milan, he 
started a modern design business in Murano—the most exquisitely 
traditional and professionally xenophobic place in Italy—and made 
it one of the greatest art and design firms in history. His instincts 
seemed to never fail him, and his company changed the direction  
of Murano glass history. As a designer he proved to be as good as  
the best in the world, and he worked with a subtlety and grace that 
was awe-inspiring. The Mosaico Tessuto pieces were expensive  
and difficult to make; Gio Ponti praised them in the pages of Domus 
(April 1955). Paolo understood his public, the market, the times  
in which he lived, and still managed to make and promote exquisite 
objects-as-art. When he died in 1959, the world lost a particular 
and significant talent. But Paolo’s legacy is still alive—his designs 
have a surprising directness. One looks at them and wonders how 
anyone could make something so beautiful, so modern, such a tight 
encapsulation of human object-making. This is especially true  
of the Mosaico Tessuti—complex technique in a simple form.  
Like a seashell, a leaf, or a feather, it is an irreducible object of  
beauty which speaks for itself. 

Paolo Venini Important Mosaico Tessuto Vase



Paolo Venini was born in Cusano, Italy on January 12, 1895 to a middle  
class Lombard family. As a young man he studied law in Milan. During  
the first war he was stationed near Venice where he became fascinated  
with the glass mosaics and stained glass of St. Mark’s cathedral. After the 
war he began a law practice but soon came under the influence of Venetian 
art and antiquities dealer Giacomo Cappellin who convinced the young 
Venini to join him as a business partner in a new Murano glass enterprise  
in 1921. Since then it has become almost impossible to discuss the life of 
Paolo Venini as separate from his company—all the available biographical 
material about him lacks personal detail and inevitably lists towards the 
celebrated history of the company. Venini’s biography is, therefore, the story 
of a man whose literal personality has been subsumed by his professional  
life and persona. In 1940 the Swedish artist Tyra Lundgren described him as, 
“An ideally balanced personality: an able industrialist, an energetic merchant 
and an avant-garde artist with infallible taste, an expert technician, a lover 
of the medium, highly sensitive to the noble purity of forms”. Indeed, Paolo 
Venini seems to have been a person who was able to coax the best from his 
artists, designers and master craftsmen, a man who was a tireless promoter 
of his company and its aesthetic, a visionary who was able to combine the 
cultural sophistication of Milan with the ancient craftsmanship of Murano.  
By the time of his death in 1959, the Venini name had become synonymous 
with superb taste and elegant modern style. Perhaps no other biographical 
information is necessary.

Paolo Venini 1895 – 1959 
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Selected from an important private collection, this group of vessels 
was created by designer and master blower Archimede Seguso  
and represents some of his most significant work from the 1950s. 

While major auctions of Italian Glass usually include one or two 
examples of Seguso’s work, this is the first time a diverse and truly 
impressive group of masterworks are being presented in one sale. 
To that end, this is a rare opportunity to view a cross-section of 
Seguso’s best work executed at the height of his powers. It is our hope 
that in the present context, the depth and power of this historically 
significant material can be better understood and appreciated. 

Masterworks of Archimede Seguso

A page from the Archimede 
Seguso Historical Archive 
illustrating various models
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Archimede Seguso  
Zig Zag vase
Italy, 1951 
Vetreria Archimede Seguso 

glass with sections of lattimo canes and gold leaf 
6 ¾ dia × 6 ½ h in (17 × 17 cm) 

Literature 
Art Glass by Archimede Seguso, Franzoi, pg. 80 illustrates similar example  
Murano: Glass from the Olnick Spanu Collection, Olnick and Spanu,  
pl. 156 illustrates series

Provenance 
Important Private Collection 

$50,000 – 70,000 

One of the most rare and visually powerful of Seguso’s creations, 
this vase has become an icon of Italian post-war design. As with 
much of his best work, the Zig Zag vase possesses a deeply satisfying 
combination of high design and masterful technique. Composed  
of alternating red and white Lattimo cane sections encased in  
layers of clear glass dusted with fine gold leaf, this superior  
level of craftsmanship makes the Zig Zag vase a tour-de-force.  
It is also interesting to note that every known version of this model 
exhibits variation in scale and density of patterning, making  
each piece unique. 

Archimede Seguso Zig Zag Vase

A Zig Zag vase 
illustrated in  
the Archimede  
Seguso Archive



Archimede Seguso 1909 – 1999 
During his long life Archimede Seguso worked in many of Murano’s  
most important glasshouses, but he would ultimately become famous  
for establishing and operating his own. 

At a young age Seguso became an apprentice at the Vetreria Artistica 
Barovier where his father was a partner. In 1933 he became a founding 
member and principal master blower of the Barovier Seguso Ferro firm, 
which would become Seguso Vetri d’Arte in 1937. Here he collaborated 
extensively with the young designer Flavio Poli and earned a reputation  
as one of the greatest master blowers on the island.

In 1946 he established his own workshop, Veteria Archimede Seguso,  
where he served as both designer and master blower, personally executing 
almost every piece produced there for more than 40 years. During this time 
he developed many innovative glass designs that employed complex ancient 
techniques, such as Filigrana and successfully re-imagined them to suit 
post-war tastes.

Archimede Seguso Zig Zag Vase
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Archimede Seguso  
Merletto vase
Italy, c. 1953 

Vetreria Archimede Seguso 

internally decorated incalmo glass 
5 ¾ dia × 9 ¾ h in (15 × 25 cm)

Incised signature to underside: [Archimede Seguso Murano]. 

Literature 
Art Glass from Murano 1910–1970, Heiremans, pg. 130  
illustrates similar example

Provenance 
Important Private Collection 

$20,000 – 30,000 

Archimede Seguso Merletto Vase



A modern variant of the ancient blown Filigrana 
technique, the Merletto vessels created by Archimede 
Seguso in the 1950s are among the rarest and most 
accomplished of all 20th Century Murano art glass. 
Not only are these pieces marvels of technical 
complexity, they also exhibit an awe-inspiring blend 
of graphic drama and subtlety of form. Due to the 
high cost of their production, very few examples were 
made. Today the Merletto series stands as testament  
to the creative genius and technical virtuosity  
of Archimede Seguso.

58 Masterworks
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Archimede Seguso  
Merletto vase, model 10040
Italy, c. 1953 

Vetreria Archimede Seguso 

internally decorated glass 
5 ½ w × 3 ¾ d × 8 ½ h in (14 × 10 × 22 cm) 

Literature 
Art Glass by Archimede Seguso, Franzoi, pg. 47 illustrates similar example  
Archimede Seguso Historical Archive, unpaginated, illustrates model

Provenance 
Important Private Collection 

$15,000 – 20,000 

This model illustrated 
in the Archimede Seguso 
Historical Archive

Archimede Seguso Merletto Vase



Examples of Filigrana 
glass exhibited at the 28th 
Biennale Internazionale 
d’Arte, Venice in 1954
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Archimede Seguso  
Merletto vase
Italy, c. 1953 

Vetreria Archimede Seguso 

internally decorated glass 
6  w × 5  d × 11  h in (15 × 13 × 28 cm)

Incised signature to underside: [Archimede Seguso Murano]. 

Literature 
Art Glass by Archimede Seguso, Franzoi, ppg. 46–47 illustrate series

Provenance 
Important Private Collection 

$30,000 – 50,000 

Archimede Seguso Merletto Vase



This rare Merletto vase demonstrates Archimede 
Seguso’s dexterity with Filigrana glass. In it he 
achieves the three-dimensional equivalent of line-
drawing through the use of a single glass cane drawn 
over and through sculpted folds of scribbled filigree. 
The overall visual effect is similar to the frenetic 
drawings of  Cy Twombly whose long-time residence 
in Italy is well known. In recent years, authors have 
often drawn parallels between the work of post-war 
Murano glass designers and their contemporaries  
in the fine arts, but in the case of Archimede Seguso 
such comparisons are more than justified. 
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Archimede Seguso  
Composizione Ametista vase
Italy, 1954 

Vetreria Archimede Seguso 

internally decorated glass with undulating amethyst canes 
5 ¾ w × 2 ½ d × 4 ¼ h in (15 × 6 × 11 cm) 

Literature 
Art Glass from Murano 1910–1970, Heiremans, pg. 138  
illustrates similar example

Provenance 
Important Private Collection 

$10,000 – 15,000 

As a variant of the Composizione Lattimo 
technique, this asymmetrical vase is part 
of a small group of works in which looping 
bands of Filigrana harmoniously flow 
within the walls of a slightly asymmetrical 
biomorphic form. Presented in this way, 
the design element encased in the walls  
of the vessel also appears to fill it; this 
kind of nuanced visual effect-as-content 
speaks to the poetic mind of its creator.

Archimede Seguso Composizione Ametista Vase
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Archimede Seguso  
Fasce Applicati vase, model 5786
Italy, 1956 

Vetreria Archimede Seguso 

transparent glass with applied vertical bands and gold leaf 
6 ½ dia × 9  h in (17 × 23 cm) 

Literature 
Archimede Seguso Historical Archive, unpaginated, illustrates model

Provenance 
Important Private Collection 

$10,000 – 15,000 

This model illustrated 
in the Archimede Seguso 
Historical Archive

Archimede Seguso Fasce Applicati Vase



This vase perfectly demonstrates Archimede Seguso’s 
genius for enhancing a minimalist form in order to 
create a piece that is greater than the sum of its parts. 
Here we see a simply blown, egg-form vase executed  
in clear glass with applied vertical bands in transparent 
orange-red glass. But it is the addition of heavy and 
evenly dispersed gold leaf which transforms the vessel 
and renders it a powerful statement of design.
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Archimede Seguso  
Macchie Ambra Verde bowl, model 6214
Italy, 1952 

internally decorated glass 
11 ½ w × 7 ¼ d × 6 ½ h in (29 × 18 × 17 cm) 

Literature 
Archimede Seguso Historical Archive, unpaginated, illustrates model  
Art Glass from Murano: 1910–1970, Heiremans, pg. 135 illustrates technique

Provenance 
Important Private Collection 

$10,000 – 15,000 

This model illustrated 
in the Archimede Seguso 
Historical Archive

Archimede Seguso Macchie Ambra Verde Bowl



It is difficult to understand how Archimede Seguso was 
able to achieve the visual drama of the Macchie Ambra 
pieces. They seem simple—spots of color, clear glass, 
and gold leaf. But the visual effect is far more powerful 
and complex—piercing, twisting and asymmetry are all 
employed to give a sculptural essence to bowls and vases.

Sometimes taken for granted, the greatness of this 
series is often hidden in plain sight, possibly because its 
aesthetic has become ubiquitous—a style so essentially 
50s that we fail to recognize it as the avatar of biomorphic 
design that it is. The piece presented here is a powerful 
sculptural object; blown, pierced and manipulated, 
Seguso has sublimated and transformed the materiality  
of his own ancestral tradition.

Archimede Seguso Macchie Ambra Verde Bowl
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Archimede Seguso  
A Polveri vase, model 6733
Italy, 1953 

Vetreria Archimede Seguso 

glass with gold inclusions 
6  dia × 11 ¼ d in (15 × 29 cm) 

Literature 
Archimede Seguso Historical Archive, unpaginated, illustrates model  
Art Glass from Murano: 1910–1970, Heiremans, pg. 136 illustrates technique

Provenance 
Important Private Collection 

$15,000 – 20,000 

This model illustrated 
in the Archimede Seguso 
Historical Archive

Archimede Seguso A Polveri Vase



In the Polveri (Massicci Sfumati) series, partially 
melted pigments are used to create a smoky and 
diffused visual effect. As with Macchie Ambra,  
these pieces are often pierced and twisted, in fact  
the two series often share the same forms.  

In the piece presented here, a rare color combination 
has been used—purple, red and blue powders which, 
in combination with the gold leaf and twisting form, 
create a stunning visual effect. When seen from 
different angles, a vast array of deep, moody colors 
materialize and transform, enhancing the sculptural 
dynamism of the vessel.

Archimede Seguso A Polveri Vase
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Archimede Seguso  
A Festoni Biennale vase
Italy, 1954 

Vetreria Archimede Seguso 

internally decorated glass 
9 ¾ w × 4  d × 14 ½ h in (25 × 10 × 37 cm)

Incised signature and date to underside: [Seguso Archimede 
Biennale 1954]. 
 
Literature 
Art Glass by Archimede Seguso, Franzoi, ppg. 50, 83 illustrate model  
Art Glass from Murano: 1910–1970, Heiremans, pg. 136 illustrates model  
Murano Glas 1945–1970, Heiremans, pg. 110 illustrates similar example  
Glass 1959, The Corning Museum of Glass, pg. 231 illustrates model

Exhibited 
XXVII Biennale, 1954, Venice

Provenance 
Important Private Collection 

$30,000 – 50,000 

Archimede Seguso A Festoni Biennale Vase



This particular Festoni vase holds a special significance as it was 
shown in the Biennale of 1954 and is signed as such. Form and 
technique are perfectly harmonized here—the looping ropes  
of cane that form the body distort the perception of symmetry while 
visually enhancing the elongated teardrop shape. The degree  
of ability and experience necessary to achieve a piece of blown  
glass at this level is exemplary. 

Archimede Seguso’s mastery of blown glass included the execution  
of difficult ancient techniques altered to suit his own purposes, as well as 
techniques of his own invention; amazingly, these extremes were often 
combined in a single piece. Working in this manner, Seguso distinguished 
himself as a master who existed at his own, incomparable level. 

This Festoni vase stands as a worthy example of Archimede Seguso’s 
ultimate accomplishment as a glassblower and designer—a degree of 
mastery that continues to inspire glassblowers, connoisseurs, collectors  
and the public at large.

This model illustrated  
in a period photo from 
the Glass 1959 exhibition 
at The Corning Museum 
of Glass

Archimede Seguso A Festoni Biennale Vase
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Terms & Conditions of the Sale

Each Lot in a Wright Auction or Wright Catalogue is offered subject to the following Terms 
and Conditions of Sale (“Terms”), as supplemented in writing or otherwise by us at any time 
prior to the sale. By Registering to Bid, Bidding, or otherwise purchasing a Lot from Wright, 
you agree to be bound by these Terms. In these Terms, “we,” “us,” “our,” “Wright” or similar 
terms mean R. Wright, Inc. and any of its agents, and “you,” “your,” “buyer” or similar terms 
mean a person Bidding on or buying a Lot at a Wright Auction, Private Sale, Wright Now 
Sale or otherwise through us. Please see Section 9 below for the meanings of capitalized 
terms or phrases that are not defined elsewhere in these Terms.

1 Bidding at Auction

Prerequisites To Bid, you must Register to Bid with us in advance of the sale.  
In addition to our general registration requirements, we reserve the right to require  
(a) photo identification; (b) bank references; (c) a credit card; and (d) a monetary  
deposit (which will be refunded immediately if you do not submit the highest bid on  
a lot and will be applied to any Purchase Price Bid).

Assumed Costs and Risks By Bidding, you understand that any Bid you submit can 
and maybe regarded as the Purchase Price Bid for a particular Lot; accordingly, your Bid 
constitutes a legally binding agreement to purchase the Lot in accordance with your Bid  
if accepted by the auctioneer. You agree to assume personal responsibility to pay the 
Purchase Price Bid, plus the Buyer’s Premium and any additional charges that become 
due and payable in connection with your purchase of a Lot; and that upon the fall of the 
auctioneer’s hammer or other indication by the auctioneer that bidding has closed for  
a particular Lot, if your last Bid is the Purchase Price Bid, you agree to purchase the Lot 
and assume all risk of loss and damage to such Lot, in addition to any obligations, costs and 
expenses relating to its handling, shipping, insurance, taxes and export. All sales are final.

Auctioneer Discretion The auctioneer has the right, in his absolute discretion, to 
determine the conduct of any Wright Auction sale, including, without limitation, to advance 
the bidding, to reject any Bid offered, to withdraw any lot, to reoffer and resell any lot, and 
to resolve any dispute in connection with such sale. In any such case, the judgment of the 
auctioneer is final, and shall be binding upon you and all other participants in such sale.

Bidding Increments All Wright Auction sales will be conducted in the following 
increments, and nonconforming Bids will not be executed, honored or accepted:

 $ 25 to  500 $ 25 increment
 $ 500 to 1,000 $ 50 increment
 $ 1,000 to 2,000 $ 100 increment
 $ 2,000 to 5,000 $ 200 increment
 $ 3,000 to 5,000 $ 250 increment
 $ 5,000 to 10,000 $ 500 increment
 $ 10,000+ $ 1,000 increment or    
  auctioneer’s discretion

Reserve All Lots may be offered subject to a confidential minimum price below which  
the Lot will not be sold (the “Reserve”). The auctioneer may open the bidding on any lot 
below the Reserve by placing a Bid on behalf of the Seller. The auctioneer may continue  
to Bid on behalf of the Seller up to the amount of the Reserve, either by placing consecutive  
Bids or by placing Bids in response to other bidders.

Remote Bidding As a convenience to buyers who cannot be present on the day of  
a Wright Auction and have Registered to Bid, we will use reasonable efforts to execute  
(i) written, properly completed absentee Bids described on Wright bid forms delivered 
to us prior to that sale; or (ii) Bids delivered to us via the Internet, whether by properly 
completed Wright absentee bid forms or, if available, a live bidding service authorized  
by Wright. We assume no responsibility for a failure to execute any such Bid, or for errors 
or omissions made in connection with the execution of any such Bid. If requested prior 
to a Wright Auction in writing, we will use reasonable efforts to contact the buyer by 
telephone to enable the buyer to Bid by telephone on the day of the sale, but we assume 
no responsibility for errors or omissions made in connection with any such arrangement 
(including without limitation miscommunication of instructions given over the phone  
or failure to establish a connection prior to a sale). You acknowledge that there may  
be additional terms and conditions governing  the use of any third-party service in 
connection with Bidding  on the Internet, including, but not limited to, those providing  
for additional charges and fees relating to the execution of such Bids. Wright has no control 
over, and assumes no responsibility for, the content, privacy policies, or practices of any 
third party websites or services. You expressly release Wright from any and all liability 
arising from your use of any third-party website or services. Additionally, your dealings  
with such third party sites, including payment and delivery of goods, and any other terms 
(such as warranties) are solely between you and such third parties. We encourage you  
to be aware of, and to read, the terms and conditions and privacy policy of any third-party 
website or service that you visit. 

2 Payment for and Collection of Purchases

You Pay Buyer Costs If your Bid results in a Purchase Price Bid (or you agree to pay  
the purchase price for a Lot as a part of a Wright Now Sale or Private Sale), you agree  
to pay the following charges associated with the purchase of such Lot:

i. Hammer Price (for Auction Sales) or Lot purchase Price (for Wright Now Sales and 
Private Sales); ii. Buyer’s Premium (for Auction Sales)which is 25 % of the Hammer 
Price (or part thereof) up to and including $ 100,000; 20 % of the Hammer Price (or part 
thereof) in excess of $ 100,000 up to and including $ 1,000,000; and 12 % of the Hammer 
Price (or part thereof) in excess of $ 1,000,000. An additional premium will be added to 
any successful bid accepted through a third-party site. iii. any applicable sales tax, late 
payment charges, storage fees, Enforcement Costs or other costs, damages or charges 
assessed in accordance with these Terms (for all sales) ((i) – (iii) collectively, the “Buyer 
Costs”). All purchases will be subject to state sales tax in Illinois or New York unless the 
buyer has provided us with a valid certificate of exemption from such tax.

Payment Procedure You agree to pay all Buyer Costs immediately following Wright’s 
acceptance of the Purchase Price Bid unless other arrangements have been approved by 
Wright in advance. If Wright approves of such other arrangement for payment, Wright may 
at its discretion require you to make a nonrefundable down payment on Buyer Costs. All 
payments must be made in US Dollars, in any of the following acceptable forms of payment:

• Cash
• Check, with acceptable identification
• Visa, MasterCard or American Express

Wright reserves the right to charge and collect an additional 2% of payments made by 
credit card.

Title and Risk of Loss Title to a Lot purchased in accordance with these Terms shall not 
pass to the buyer until Wright has received the Buyer Costs (including clearance of checks 
and wire transfers). We reserve the right to delay delivery of or otherwise prevent access  
to any purchased Lot until Wright has received all Buyer Costs. Notwithstanding passage  
of title, risk of loss to a Lot passes immediately to buyer upon Wright’s acceptance  
of a Purchase Price Bid. All sales are final.

Security As security for full payment to us of all amounts due from the buyer and prompt 
collection of your purchased Lots in accordance with these Terms, we retain, and the buyer 
grants to us, a security interest in any Lot purchased by the buyer in accordance with these 
Terms (and any proceeds thereof), and in any other property or money of the buyer in our 
possession or coming into our possession subsequently (“Security Interest”). We may apply 
any such money or treat any such property in any manner permitted under the Uniform 
Commercial Code and/or any other applicable law. You hereby grant us the right to prepare 
and file, any documents sought by us to protect and confirm our security interests including 
but, not limited to a UCC-1 Financing Statement. 

Export, Import and Endangered Species Licenses and Permits Before bidding 
for any property, prospective buyers are advised to make their own inquiries as to whether  
a license is required to export a lot from the United States or to import it into another 
country. Prospective buyers are advised that some countries prohibit the import of 
property made of or incorporating plant or animal material, such as coral, crocodile, ivory, 
whalebone, Brazilian  rosewood, rhinoceros horn or tortoiseshell, irrespective of age, 
percentage or value. Accordingly, prior to bidding, prospective buyers considering export  
of purchased lots should familiarize themselves with relevant export and import regulations 
of the countries concerned. It is solely the buyer’s responsibility to comply with these laws 
and to obtain any necessary export, import and endangered species licenses or permits. 
Failure to obtain a license or permit or delay in so doing will not justify the cancellation 
of the sale or any delay in making full payment for the lot. As a courtesy to clients, Wright 
will advise clients who inquire about lots containing potentially regulated plant or animal 
material, but we do not accept liability for errors or for failing to advise on lots containing 
protected or regulated species.

Delivery Buyer is solely responsible for collection of purchased Lots from Wright 
facilities, including making arrangements and paying all costs associated with packing  
and delivery. We may, as a courtesy to the buyer, provide or arrange packing, shipping  
or similar logistical services, or refer the buyer to third parties who specialize in these 
services. Any such services referred, provided or arranged by us are at the buyer’s sole  
risk and expense, we assume no responsibility for any act or omission of any party in 
connection with any such service or reference, and we make no representations or 
warranties regarding such parties or their services. You expressly release Wright from  
any and all liability arising from your use of any third-party website or services.

Storage, Abandonment and Related Charges All purchased Lots not collected  
from Wright’s facilities by buyer or buyer’s authorized agents within thirty (30) days 
following the Sale Date will become subject to storage fees of not less than $ 5 per day.  
A late payment fee equal to 1.5 % per month may be assessed on any Buyer Costs remaining 
unpaid thirty (30) days following the Sale Date. If a purchased Lot has not been collected 
from us within sixty (60) days after the Sale Date, and Wright has not consented to 
continue to store the Lot, the buyer will be deemed to have defaulted under these Terms, 
and, in addition to any other remedies we may have at law or equity, we shall be entitled  
to foreclose on the Security Interest by selling such Lots and using the proceeds from such 
sale for any purpose (including payment of storage fees and administrative expenses of 
handling such matter), without any further liability to the buyer. You agree that this remedy  
is reasonable in light of the costs Wright would have to incur to continue to store and 
process purchased Lots after sale. 

Breach If a buyer fails to make timely payment as required in these Terms, or breaches  
any other covenant, representation or warranty in this Agreement, we shall be entitled, in 
our discretion, to exercise any remedies legally available to us, including, but not limited  
to, the following:

i. cancellation of the sale of the Lot to the non-paying buyer, including the sale of any other 
Lot to the same buyer (whether or not paid); ii. reselling the Lot, at public or private sale,  
with or without reserve; iii. retention of all amounts already paid by the buyer to Wright, 
which shall constitute a processing and restocking fee (which you acknowledge would  
be reasonable in light of the costs Wright would have to incur to process your breach  
and attempt to re-auction or resell the Lot); iv. rejection of any Bids by the buyer at future 
auctions; v. setting-off any amounts owed by Wright to the buyer in satisfaction of unpaid 
amounts; and/or vi. taking any other action we deem necessary or appropriate under  
the circumstances.

Confession of Judgment If you default on payment of one or more Purchase Price Bids 
under this Agreement, you hereby authorize any attorney to appear in a court of record and 
confess judgment against you in favor of Wright for the payment of such Purchase Price 
Bids and all related Buyer Costs.  Accordingly, the confession of judgment may be without 
process and for any amount due on this Note including collection costs and reasonable 
attorneys’ fees. This authorization is in addition to all other remedies available to Wright.   

3 Limited Warranty

“As Is”, “Where Is”. Except as expressly stated below, each Lot is sold “as is” “where is”, 
with no representation or warranty of any kind from any party (including Wright or the 
consignors of the Lots), express or implied, including warranties of merchantability, fitness 
for a particular purpose and non-infringement. Because you are responsible for satisfying 
yourself as to condition or any other matter concerning each purchased Lot, you are 
advised to personally examine any Lot on which you intend to bid prior to the auction and/or 
sale. As a courtesy, condition reports for any Lot are available from Wright prior to the sale, 
but Wright assumes no responsibility for errors and omissions contained in any such report, 
a Wright Catalogue or other description of a Lot that may be available on the Wright website. 
Any statements made by Wright with respect to a Lot (whether in a condition report,  
a Wright Catalogue or on the Wright website), whether orally or in writing, are intended  
as statements of opinion only, are not to be relied upon as statements of fact and do not 
constitute representations or warranties of any kind.

Authorship Warranty Subject to the following terms and conditions, Wright warrants, 
for a period of two (2) years following the date of sale, the information presented in a 
Wright Catalogue with respect to Authorship of any Lot is true and correct, so long as  
the name of the Author is set forth unqualifiedly in a heading in Bold type in the applicable 
and most current Wright Catalogue. The term “Author” or “Authorship” means the creator, 
designer, culture or source of origin of the property, as the case may be, as specifically 
identified in Bold type in the applicable and most current Wright Catalogue, and shall not 
include any supplemental text or information included in any other descriptions (whether  
or not in the Wright Catalogue). 

Exclusions from and Conditions to the Authorship Warranty Notwithstanding,  
this warranty is subject to the following:

i. The benefits of this warranty are only available to the original buyer of a Lot from Wright, 
and not to any subsequent purchasers, transferees, successors, heirs, beneficiaries or 
assigns of the original buyer. ii. This warranty shall not apply to any Lot for which a Wright 
Catalogue description states that there is a conflict of opinion among specialists as to 
Authorship. iii. This warranty shall not apply to any Lot for which, at the time of sale, the 
statements regarding Authorship made by Wright conformed with the generally accepted 
opinion of scholars, specialists or other experts, despite the subsequent discovery of 
information that modifies such generally accepted opinions. iv. The buyer must provide 
written notice of any claim under this warranty to Wright (validated by no fewer than 
two (2) written opinions of experts whose principal line of business is the appraisal and 
authentication of art, antiquities, design objects or other valuable objects similar to the 
Lot) not later than thirty (30) days after becoming aware of the existence of such a claim, 
an in any event no later than two (2) years following the date of sale, and must return the 
Lot subject to such claim to Wright in the same condition as at the time of the original sale. 
Wright reserves the right to appoint two independent specialists to examine the Lot and 
evaluate the buyer’s claim prior to buyer’s receipt of any remedy pursuant to this warranty.

Buyer’s Only Remedy for Authorship Warranty Breach The buyer’s sole remedy, 
and Wright’s sole liability, under this warranty shall be the cancellation of the sale of the Lot  
in question, or (if the sale has already concluded) the refund of the purchase price originally 
paid by such buyer for the Lot in question (not including any late fees, taxes, shipping, 
storage or other amounts paid to Wright in accordance with these Terms). Buyer hereby 
waives any and all other remedies at law or equity with respect to breaches of this warranty.

Limit of Liability In no event shall wright be liable to you or any third party for any 
consequential, exemplary, indirect, special, punitive, incidental or similar damages, whether 
foreseeable or unforeseeable, regardless of the cause of action on which they are based, 
even if advised of the possibility of such damages occurring. With respect to any sale of 
a lot, in no event shall wright be liable to you or any third party for losses in excess of the 
purchase price paid by you to wright for such lot to which the claim relates.

4 Rescission or Voiding of Sale by Wright

If we become aware of an adverse claim of a third party relating to a Lot purchased by you, 
we may, in our discretion, rescind the sale. Upon notice of our election to rescind a sale, you 
will promptly return such Lot to us, at which time we will refund to you the Hammer Price 
and Buyer’s Premium paid to us by you for such Lot. This refund will represent your sole 
remedy against us and/or the consignor in case of a rescission of sale under this paragraph, 
and you agree to waive all other remedies at law or equity with respect to the same. If you 
do not return such Lot to us in accordance with this paragraph, you agree to indemnify, 
defend and hold Wright, its officers, directors, employees, agents and their successors  
and assigns, harmless from any damages, costs, liabilities or other losses (including 
attorney’s fees) arising as a result of such third party claim.

5 Copyright Notice

Wright and its licensors will retain ownership of our intellectual property rights, including, 
without limitation, rights to the copyrights and trademarks and other images, logos, text, 
graphics, icons, audio clips, video clips, digital downloads in, and the “look and feel” of,  
the Wright website and each Wright Catalogue. You may not obtain any rights of ownership, 
use, reproduction or any other therein by virtue of these Terms or purchasing a Lot. You  
may not use any of our trademarks or service marks in any way. 

6 Severability

If any provision of these Terms is held by any court to be invalid, illegal or unenforceable, 
the invalid/illegal/unenforceable aspect of such provision shall be disregarded and the 
remaining Terms enforced in accordance with the original document and in accordance 
with applicable law. 

7 Governing Law

These Terms shall be governed by and interpreted in accordance with the law of the State  
of Illinois and, by Registering to Bid or Bidding in the Wright Auction (whether personally, 
by telephone or by agent), the you agree to submit to the exclusive jurisdiction of the state 
and federal courts located in Cook County, Illinois in connection with any matter related  
to these Terms, the Wright Auction or other sale of a Lot to you by Wright.

8 Expenses

In addition to the foregoing, you agree to pay to Wright or Seller on demand the amount  
of all expenses paid or incurred by Wright and Seller, including attorneys’ fees and court 
costs paid or incurred by Wright or Seller in exercising or enforcing any of its rights 
hereunder or under applicable law, together with interest on all such amounts at 1.5 % per 
month (the “Enforcement Costs”) within thirty (30) days of the buyer’s receipt of Wright’s 
invoice for such Enforcement Costs. 

9 Definitions

The following terms have the following meanings: Author and Authorship have the 
meanings given in Section 3. Bidding, Bid or place a Bid means a prospective buyer’s 
indication or offer of a price he or she will pay to purchase a Lot at a Wright Auction which 
conforms with the provisions of Section 1. Buyer Costs has the meaning given in Section 
2. Buyer’s Premium means the following for any Lot: (i) 25 % of the Hammer Price (or 
part thereof) up to and including $ 100,000; (ii) 20 % of the Hammer Price (or part thereof) 
in excess of $ 100,000 up to and including $ 1,000,000; and (iii) 12 % of the Hammer Price 
(or part thereof) in excess of $ 1,000,000. An additional premium will be added to any 
successful bid accepted through a third-party site.

Hammer Price means the price for a Lot established by the last bidder and acknowledged 
by the auctioneer before dropping the hammer or gavel or otherwise indicating the bidding 
on such Lot has closed. Lot means the personal property offered for sale by Wright, whether 
at a Wright Auction, Private Sale, Wright Now Sale or otherwise. Passed Lot is a Lot 
which does not reach its reserve or otherwise fails to sell at a Wright Auction. Private 
Sale is a non-public, discrete sale of a Lot (such Lot typically not being exhibited by 
Wright). Purchase Price Bid means the bid submitted by a Buyer for a Lot which is 
accepted as the Hammer Price, or in the case of Private Sales or Wright Now Sales, the 
price accepted by Wright for the sale of such Lot.

Register to Bid or Registering to Bid means providing Wright with your complete, accurate 
contact information (including address, phone and email) and a current, valid credit card 
number (including security code), and (i) in the case of phone or absentee bidders, a 
properly completed Wright bid form and (ii) in the case of online bidders, registration with 
such authorized third-party online auctioneer service providers described on our website 
on the How to Bid page. Reserve has the meaning given in Section 1. Sale Date means, 
in the case of Wright Auctions, the date of the closing of bidding for a particular Lot and 
acceptance of the Purchase Price Bid for such Lot; in the case of all other sales by Wright, 
the date Wright agrees in writing to sell a Lot to a buyer.

Security Interest has the meaning given in Section 2. Seller means the owner of a 
Lot offered for sale at a Wright Auction, Private Sale, Wright Now Sale or other sale 
administered by Wright.
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