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True Collectors
Richard Wright

Michael and Gabrielle Boyd were the first real design collectors I ever
met. I had sold pieces to many people, but most of them were furnishing
an interior, or if they were collecting, it was very specific (Eames for
example). The Boyds are different and they are serious. Michael and
Gabrielle view design as a continuum, from objects to architecture
and everything in between. The Boyds have chairs, many, many chairs.
And they have books, many, many books that have formed and guided
their passion, curiosity and journey along the way. They wanted the
best—the best example, the rarest form, the coolest color.
Michael and Gabrielle see connections in everything they buy. Michael
speaks of the “condensed object” expressing the considered thinking and
internal logic reached in minimalism and purity: Tony Smith, a Pierre Chareau
desk in black, the industrial logic of Jean Prouvé and the mathematics of Max
Bill. But the condensed object can also be a vintage motorcycle helmet or
a graphic poster or a guitar when they express the essence of their era.
Michael can comfortably speak about the Bart van der Leck desk and
the surface of African spears, the rigor of Donald Judd and the power of the
guitar as visual object. For the Boyds, everything connects: rare palm trees
incorporated into the landscaping of their house, art on walls, music, sun,
chairs, books, places, people, life.
My first single-owner auction fifteen years ago was for the Boyds; I suspect
we will work together fifteen years hence—art, design, architecture will always
connect us.
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right Portrait of Paul
Rudolph below The present
lot photographed in situ
at Beekman Place

We are all modernists now—in the way we dress, the equipment we use,
and the way we furnish our homes—even when the facades of those
houses are period-style. The shock of the new has worn off and designs
that were once considered daring have become part of the mainstream.
Every bank lobby has a few Barcelona chairs—the first of which was handmade in 1929 as a resting place for the King of Spain during his visit to
Mies van der Rohe’s Pavilion at the World’s Fair in Barcelona. The chairs
that Marcel Breuer created from bicycle tubing are archetypal, and the
seating of Charles and Ray Eames can be found in lecture halls, offices,
and airports around the world.

International Style
Masterworks from the Boyd Collection
by Michael Webb

What excites private collectors and museum curators are vintage examples
of iconic designs, projects by pioneering designers that didn’t make it into
mass production, and singular commissions. The Boyd Collection includes
a stool that Eileen Gray designed for Tempe à Pailla, her legendary house
in the south of France that she then brought back with her to her rue
Bonaparte apartment to live with (lot 10); a hand-made and hand-painted
desk by the De Stijl master Bart van der Leck (with architect Piet Elling)
custom-made for Mrs. L.H. van Groningen (lot 30); a unique Pierre Chareau
blackened iron desk and parchment-clad stool (lots 14 and 15); and rarified
red-lacquered chairs, custom-ordered in 1930 by a poet in Amsterdam,
designed by Mies van der Rohe, Lilly Reich and Eric Dieckmann (lots 22,
23 and 24). Among many other rarities are original Eames LCMs upholstered
in blue leather (Life of Design, lot 368), and the biomorphic steel and string
chair by Jean Burkhalter (Life of Design, lot 135).
Forty years ago Michael Boyd began collecting in this field with the purchase
of a vintage modern chair from a flea market. He and Gabrielle Boyd, his wife
of twenty-eight years, have a passion for locating these treasures in auction
rooms, flea markets, workshops, and other collectors homes. They’ve lived
with these finds in a succession of classic modern houses they’ve restored,
and have exhibited them in major museums including a solo show in 1998,
“Sitting on the Edge: Modernist Design from the Colleciton of Michael and
Gabrielle Boyd” at the San Francisco Museum of Modern Art. They’ve
augmented the furniture with books and artworks, decorative objects and
vintage graphics to create a narrative of Modernism from 1900 to 1970,
from the craft-inspired work of Christopher Dresser to the coda of Joe
Colombo’s sinuous plastic chairs. William Morris was the godfather of a design
philosophy that grew out of the Arts and Crafts movement to flourish, first
in the hothouse of Vienna, then in the austerity of the Bauhaus and De Stijl,
in France and Scandinavia, before its final flowering in post-war Italy and
America —these are the points of primary interest on the map of the
Boyd Collection.

Over the better part of the past four decades, the Boyds have sharpened
the focus of their collection to create a narrative of functionalism infused
with poetry. Even as their selections have become more rigorous they’ve
continued to enjoy a parallel collection of African and ethnographic art
and vintage guitars, plus a few flights of fancy including a hand-built wooden
spoke stool by Gabetti and Isola (lot 12). It’s a collection that any museum
curator would love to display, as a celebration of creativity and invention
and as a crucial chapter in the history of design. The Boyd Collection
contains the finest examples of vintage modernist design in the most original
condition. These pieces were lovingly selected by the Boyds, not just for their
place in history but for their place in their home and their interiors projects.
They have always looked for the most provocative works that have the most
sublime ideas behind the designs.
Michael Boyd is a man of many parts: a composer turned collector, who has
won acclaim for his design of furniture and landscapes, for his artworks and
the restoration (and even design and construction) of mid-century modern
houses. Boyd’s landscapes are inspired by the tropical exuberance of Roberto
Burle-Marx, which translates well to Southern California. Successive editions
of his PLANEfurniture pay homage to the pantheon of the masters of
modern design without copying them, and each piece is meticulously crafted
to bring out the beauty of material and line. And Boyd’s own designs are now
part of the permanent collections of several institutions including the San
Francisco Museum of Modern Art, Palm Springs Art Museum and the David
Gebhard Archive at the University of California, Santa Barbara.
The couple rehabilitated their first houses in the San Francisco Bay Area,
restored the townhouse and triplex that Paul Rudolph created for himself
on Beekman Place in mid-town Manhattan (1975), and then, after a brief stay
in Santa Barbara, the Oscar Niemeyer Strick House in Santa Monica (1964).
The challenge of saving this house—the Brazilian master’s only building
in North America—on the eve of demolition, creating a new garden and
making it a showcase of their collection is chronicled in my book, Modernist
Paradise: Niemeyer House | Boyd Collection (Rizzoli, 2007), which was also
translated into French as Le Style Moderniste (Chêne, 2008). In this and
other publications I have explored the notion that the pioneers of Modernism
had a deep faith in the transformative power of good design. They believed
that spare, luminous, free-flowing spaces, rationally equipped with sturdy,
portable furniture, would enrich the quality of their owners’ lives. Faith in
progress and the promise of the future has faltered in recent decades. But it
is possible to recapture something of the optimism and joie de vivre of that
vanished era on visits to classic modern houses, and—more intimately—
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by living with furnishings that will never go out of fashion. The timeless
beauty of a great design, enriched by the soft patina of age and use, brings
lasting delight. Still more when that piece has a direct link to Charlotte
Perriand or Le Corbusier, Eileen Gray or Jean Prouvé. It’s a privilege to own
a work that they built with own hands, personally used, or gave to a friend.
“My quest could be called the search for the roots of radical design,” wrote
Boyd in an essay he contributed to Modernist Paradise. In it, he explained the
principles that informed his collecting. “I am enthralled by the development
of the technologies that defined the forefront of modern design: bentwood,
tubular steel vacuum-formed plastics, to name a few,” he continued. “I have
also been fascinated by the way an architect’s or designer’s universe is present
in works of all scales—as Gio Ponti refers to the spectrum of design, ‘from
the spoon to the city’.”
“Questions recur as I go on my gathering adventures. What is pioneering
modernism with its high ideals and utopian agendas? What is derivative or
kitch, and falls below the radar? What do I save? What should I reject? Is this
important design? Does it contribute to the greater dialog? But mostly I have
no specific idea of what I’m looking for until I see it. Then I know. I don’t know
why I know, but I do. Once I track down a piece, there are practical questions.
Is it original? Does it need restoration? How do I get it home? There are lofty
and transcendent aspects to the chase and real-world problems to be solved.”
The selections from the Boyd Collection represented here contain all the
spark, fire, and magic that the original masters of Modernism created in
the twentieth century and beyond. For these collectors it really has been
a Life of Design, a life in and around and on design. The real pleasure is in
seeking out and living with these modernist treasures. Both high and low
figure into the fabric of the overarching narrative—from a flea market in Paris
or Los Angeles, to the most exclusive auction houses and galleries around
the world, and everything in between, these pieces have been meticulously
sourced and judged for their essence, deep soul and atmosphere. Like
the African and ethnographic pieces, the high and low modernist works
presented here are both eternal, and at the same time, emblematic symbols
of their origins and era. For all of the wide variety of pieces in the Boyd
Collection, the commonality is that each design object is a meaningful
symbol of the art of living.
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Max Bill 1908–1994
Gelbe Neuntel
1959–1969
oil on linen
16 h × 16 w in (41 × 41 cm)
Signed and dated to verso ‘Max Bill 59-69’.
exhibited
Galleria Internazionale, Milan
provenance
Sotheby’s, London, Contemporary Art: Part II, 10 December 1998, Lot 198
Collection of Michael and Gabrielle Boyd
$20,000 – 30,000
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Max Bill 1908 – 1994
Born in Winterthur, Switzerland in 1908, Max Bill was a polymath artist
who transformed post-war design through his industrial objects, sculpture,
and graphic design. As a child, Bill grew up in a household that encouraged
his artistic talents and his parents frequently took him to art exhibitions.
Bill began his formal training as a silversmith at the School of Applied Arts
in Zurich. However, he disagreed with the views of his professors and Bill
was expelled in 1927. Soon after, he was accepted at the Bauhaus where
he studied in the architectural department with László Moholy-Nagy. Bill
began exploring the new field of graphic design in 1930 and collaborating
on typography projects with his wife, Angela Thomas Bill. The following
year he experimented with the creation of hard-edged sculptures; he felt
that “it [was] possible to develop an art largely on the basis of mathematical
thinking,” and his works prominently featured geometric shapes like the
Möbius strip.
At the urging of Jean (Hans) Arp, Bill joined a new society known
as Abstraction Creation in Paris and he became friends with Georges
Vantongerloo and Theo van Doesburg. In 1951, Bill was invited to head
the architectural and product design departments of the famed
Ulm School of Design. He would later go on to serve as a professor
of environmental design at the State Institute of Fine Arts in Hamburg
from 1967 to 1974. In 1988, the Guggenheim Museum in New York
honored Bill with a retrospective of his works. In 1993, a year before his
death, he received the Imperial Award for Excellence in sculpture from
the Emperor of Japan. Today, Bill’s work is held in many prestigious
collections across the globe.
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Donald Judd
Early chair
usa, 1979
pine
15 w × 16 d × 30 h in (38 × 41 × 76 cm)
This example was one of Judd’s earliest experiments in chair design.
Built in his Marfa studio, this work features a pine and nail construction.
This chair, and an accompanying desk, was made by the artist for his
son, Flavin. Signed and dated to underside: [DJ 79 C].
exhibited
Design /Art: Functional Objects from Donald Judd to Rachel
Whiteread, September 2004–February 2005, Cooper-Hewitt,
National Design Museum, Smithsonian Institution, New York
provenance
Gift from the artist to Flavin Judd
Sotheby’s, New York, Important 20th Century Design,
13 December 2003, Lot 716
Private Collection
Collection of Michael and Gabrielle Boyd
$40,000 – 60,000

There is human-scale and no-nonsense thinking
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and rationality at the heart of the Judd philosophy.
A sculptor, architect, and writer, among other things,
Judd was thorough, definite, and complete in his life
as well as his work.

Donald Judd An Early Handmade Chair

Few contemporary artists have been as rigorous and tightly focused
as Donald Judd (1928-94), who spent most of his creative life refining
a few simple geometrical forms in wood and metal. To free himself from
dependence on galleries and museums, he renovated a five-story castiron warehouse in SoHo and purchased a former army base in Marfa—
retreats where he could create and display permanent installations
of his work. He established a foundation that has restored the studio/
residence on Spring Street, and maintains the sprawling sheds at Marfa.
There and at Dia:Beacon, one can immerse oneself in the private world
of this obsessive artist.
Like the pioneer modernists who designed furniture because there was
nothing suitable in the market, Judd began making chairs and tables in 1973
to furnish his living space at Marfa. The subtly varied pieces have an affinity
to his artworks, but Judd refused to admit the resemblance. “The configuration
and the scale of art cannot be transposed into furniture and architecture,”
he declared. “The intent of art is different from that of the latter, which must
be functional. If a chair or a building is not functional, if it appears to be only
art, it is ridiculous. The art of a chair is not its resemblance to art, but is partly
its reasonableness, usefulness and scale as a chair...A work of art exists
as itself; a chair exists as a chair itself.”

The art of a chair is not its resemblance to art,
but is partly its reasonableness, usefulness and scale
as a chair... A work of art exists as itself; a chair exists
as a chair itself. Donald Judd

Before he began designing furniture that craftsmen fabricated, Judd made
several works himself. They embody an idea in gestation, like the handmade
prototypes of Rietveld, Breuer, and Mies. What they lack in polish, they
make up for in originality—like the first brushstroke on a bare canvas,
or the conceptual sketch from which a building would grow. The present
lot was made by hand and signed in pencil “DJ 79 C” for his son Flavin who
was named for artist Dan Flavin, a close friend of Judd. The artist detested
the label of minimalist, though that is the character of his work.
Judd’s singular vision of austerity and restraint belies the tactile and warm
quality of the present lot. For Judd, organization meant systems, and slick
surfaces occurred in industrially manufactured furniture and sculpture.
A handmade wooden chair could be seen as on a continuum with the
more sensuous aspects of his life of design at Marfa. Beneath staircases
were collections of lassos, straw hats, pioneer and prospector tools; the true
collector cannot change his ways, only find ways of repressing certain groups
of objects in order to emphasize others. The narrative created at Marfa
and 101 Spring Street, Judd’s major projects, with a dialog between Barnett
Newman’s desk, Aalto and Rietveld furniture, repurposing military spaces
and industrial iron buildings is distinct. There is human-scale and no-nonsense
thinking and rationality at the heart of the Judd philosophy. A sculptor,
architect, and writer, among other things, Judd was thorough, definite,
and complete in his life as well as his work. The present lot is the beginning
of Judd’s adventure in furniture design.
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Donald Judd 1928–1994
Untitled
1965
galvanized iron
6 h × 27 w × 24 d in (15 × 69 × 61 cm)
literature
Donald Judd: Catalogue Raisonné of Paintings, Objects, and Wood-Blocks
1960–1974, Smith, pg. 127, no. 64
provenance
Saatchi Collection, London
Christie’s, New York, Contemporary Art: Part II, 8 May 1996, Lot 286
Collection of Michael and Gabrielle Boyd
$500,000 – 700,000

Actual space is intrinsically more powerful and specific
than paint on a flat surface. Donald Judd

above Works by Donald
Judd at the Chinati
Foundation in Marfa, Texas
left The present lot installed
in the Boyds’ interior with
desk and stool by Pierre
Chareau (lots 14 and 15)

Intellect and emotion, thought and feeling, and form
and content are the same false dichotomy. Donald Judd

Portrait of Donald Judd
in his studio on Spring
Street, New York, 1976

Donald Judd 1928 – 1994
Donald Judd is one of the most important artists and art theorists
of the twentieth century. While he is most well-known for his minimalist,
monumental and site-specific sculptures of the 1970s and 1980s, he was
also a painter, furniture designer and an influential critic, ultimately shaping
the contemporary artistic discourse.
Judd was born in Excelsior Springs, Missouri and served in the army from
1946 to 1947, until he attended the College of William and Mary to study
philosophy. He transferred to Columbia University in 1948, graduating
with a degree in philosophy and art history in 1953, while also taking painting
classes at the Art Students League. From 1959 to 1965, Judd was an art critic
for major art publications such as Art News, where he refined his unaffected,
direct, articulate style that characterized both his writing and art, aligning
himself with the radical shifts taking place in the art world at the time.
As a visual artist, Judd started painting in the abstract expressionist style
that was popular in the late 1940s and early 1950s, eventually moving
on to woodcuts in the later 1950s, with the first show of his work at Panoramas
Gallery in 1957. Judd stridently turned away from two-dimensional
representation by the early 1960s and had his first show of his mature threedimensional works in 1963 at Green Gallery. This exhibition presaged
the “boxes,” “stacks,” and “progressions” executed in industrial-grade metal,
plywood, and plastics, that he became widely known for in the years
to come. In 1964, he published his influential essay “Specific Objects,” which
decried the staid European artistic values of representation and illusionistic
space in favor of bringing about art that existed in real space and had
a concrete material and physical presence, rather than works that alluded
to or represented a meaning beyond the direct experience of the work.
Judd, concerned chiefly with the most rudimentary elements of art—color,
material, scale, proportion, repetition—and the arrangement of those
elements in space, eschewed the designation of “sculptor” and instead
referred to himself as a “maker of specific objects.”

Judd taught at Brooklyn College from 1962 to 1965 and served as a visiting
artist at Dartmouth in 1966 and an instructor at Yale in 1967. In 1966, two
of his works were featured in the seminal exhibition of conceptual art,
Primary Structures, at the Jewish Museum in New York City. During
a panel discussion, he radically asserted that the traditional insistence
of the artist’s hand was obsolete and it was the artistic intent that created
the work. From that show, he garnered the attention of famed art dealer
Leo Castelli, who organized a number of solo exhibitions of Judd’s work,
bringing him distinction in the international art scene. During this era
and into the 1970s, Judd received prestigious grants from the John Simon
Guggenheim Memorial Foundation and the National Endowment for
the Arts, allowing him to continue working toward a more ambitious scale.
The Whitney Museum of American Art held the first retrospective of his
work in 1968, bringing his work and critical theory to the forefront
of contemporary art.
In 1968, Judd bought a five-story building at 101 Spring Street in SoHo
in New York City, which he transformed into a living and studio space,
showing his own work, as well as commissioned work from artists such
as Dan Flavin and John Chamberlain. In 1971, Judd took up residence
in Marfa, Texas and his artistic output expanded to include large-scale
public sculptures, plywood and sheet metal furniture, and efforts in arts
and environmental conservation through collaborations with Dia Art
Foundation and establishing his own Chinati Foundation in 1986.
Throughout the 1980s and 1990s, Judd returned to art theory, teaching
and lecturing at universities around the world, and focused more
on architecture and space and its relation to art, all while continuing
to create public sculptures. Judd passed away in 1994 in New York City.
Judd’s artistic legacy is preserved through the Judd Foundation, which
maintains permanent installations of his work at his former 101 Spring
Street and Marfa residences, both of which are open to the public and
have undergone major restorations in recent years. Judd’s work is widely
held in private and public institutions and both his art and writing continue
to be highly influential, carrying his concise, uncluttered thoughts on
the importance of art as object and space as art into our contemporary
understanding of the function of art in our society.
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Rolex
“Double Red” Sea-Dweller wristwatch, ref 1665
switzerland, c. 1976
stainless steel
Reference: 1665
Movement: cal. 1570 automatic, 26 jewels
Case: stainless steel, screw-down case
Bracelet: stainless steel Oyster bracelet and folding clasp
Size: 39 mm diameter, bracelet circumference approximately 185mm
Signed: case, dial and movement
Sea-Dweller, reference 1665, was introduced by Rolex at the end
of the 1960s. Many variations were produced, the earliest examples
were signed “Sea-Dweller” in red or had cases without a helium
escape valve. The present lot features a MK IV variant dial and
a dome-shaped face.
provenance
Prize Design, Inc., Los Angeles
Collection of Michael and Gabrielle Boyd
$20,000 – 30,000
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Robert Mallet-Stevens
Rare chair
france, 1931
Tubor
nickel-plated steel, vinyl, maple
17 ¾ w × 20 ¼ d × 33 h in (45 × 51 × 84 cm)
An example of this chair design can be found in the collection
of the Centre Pompidou, Paris.
literature
Robert Mallet-Stevens: l'Oeuvre Complète, Centre Pompidou,
ppg. 62–64 discuss development of the chair
provenance
Collection of Michael and Gabrielle Boyd
$5,000 – 7,000

The Tubor pavilion at the
Exposition Coloniale de Paris
in 1931. Tubor produced all
of the seating for the exposition.
Several designs were used
and may have included the
present model.
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Robert Mallet-Stevens 1886 – 1945
Robert Mallet-Stevens was an anomaly of the modernist era of design—
while most were moving toward a sober, subtractive approach, MalletStevens was designing buildings and interiors with a decorative, mannerist
flair, blending various styles to create unique spaces for a wealthy, avantgarde clientele. Mallet-Stevens was born to a privileged family in 1886 in Paris
and his father was an art collector, placing him in the milieu of French high
society. He entered the École Spéciale d’Architecture in 1905, a progressive
institution focused on modern rationalism. After completing his studies,
he built a network of avant-garde artists and actively exhibited his drawings
and models in Paris and abroad. Mallet-Stevens served in the air force from
1914 to 1917 and upon his return to Paris, he worked on various commissions
for small private homes and the interiors of gas stations, ocean liners
and showrooms.
The first residence Mallet-Stevens completed was the Villa Noailles in 1923,
for Charles and Marie-Laure de Noailles, patrons of the Dada and Surrealist
movements. The house was regarded for its eclecticism and mixing
of rigorous functionalism and stylish Art Deco motifs. The interior was later
used by Man Ray as the set for his film, Les Mystères du Château de Dé;
Mallet-Stevens would design several sets throughout the 1920s. His most
famous architectural work is the Villa Cavrois, made for Paul Cavrois in 1934,
a wealthy textile manufacturer who wanted a bold, modern home. While
not a strict functionalist like his contemporaries, Mallet-Stevens did employ
modern sensibilities, but stripped them of their ideological underpinnings
and curated with a bricolage style and great attention to detail. Instead
of thinking of a building as a form or an idea, he thought of it as a presence
in the environment, seductive and expressive.
Mallet-Stevens was also a prolific furniture designer, creating many
custom pieces for his buildings and interiors. His approach in this field
was more modernist, asserting that furniture should be “functional in terms
of contemporary living, simple and suitable for mass production.” His most
enduring design is a tubular, stacking metal chair, created in 1931 for the Paris
Colonial Exposition. Influenced by the famous Thonet café chairs, they were
celebrated for their elegance, durability, and, compared to his architectural
work, an unexpected lack of decorative pretense. Mallet-Stevens passed away
in Paris in 1945, before the widespread adoption of mass production design
techniques. At the behest of his wishes, much of Mallet-Stevens’ archives
and personal documents were destroyed after his death; this, along with
his eclectic body of work, has caused this singular and expressive designer
to receive less consideration than his more oft-celebrated contemporaries.
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Tony Smith 1912 –1980
We Lost
1962/ 1986
bronze
17 ¾ h × 18 w × 17 ¾ d in (45 × 46 × 45 cm)
Signed, dated and numbered to lower edge ‘T. Smith 1962 2/9’.
This work is number 2 from the edition of 9.
provenance
Christie’s, New York, Contemporary Art, 24 February 1993, Lot 30
Collection of Michael and Gabrielle Boyd
$50,000 – 70,000
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I have always admired very simple, very
authoritative, very enduring things. Tony Smith

Tony Smith 1912 – 1980
Tony Smith was a leader in the Minimalist movement of the 1960s
and is known for his monumental, geometric, often matte black sculptures.
Smith was born in 1912 in South Orange, New Jersey and had a number
of formative experiences in his childhood that would shape his aesthetic
principles; diagnosed with tuberculosis, Smith was quarantined to a small,
solitary shelter outside of the main home, where he spent many hours alone,
drawing and building modular structures with his medication boxes. Once
in better health, his family took him on a trip to Taos, New Mexico, where
he was deeply affected by the simple and austere forms of pueblos. Smith
worked in his family’s factory as a young man, taking night classes at the Art
Students League in New York City and in 1937 he moved to Chicago to study
architecture at the New Bauhaus School of Design. He worked for Frank
Lloyd Wright from 1938 to 1939 and established his own firm in New York
City in 1940, working as an architect well into the 1960s, while also aligning
himself with the abstract expressionist scene through his geometric paintings.
While teaching at Hunter College in 1962, Smith created his first sculpture,
Black Box and in 1966, had his first show of these large-scale, industriallyproduced works at the Wadsworth Atheneum in 1966. That same year, his
work was included in the seminal exhibition Primary Structures at the Jewish
Museum in New York City. Smith continued to teach into the 1970s at New
York University, Cooper Union and Pratt Institute, while creating increasingly
larger and more complex public works that explored themes of the self,
spirituality and monumentality. Smith passed away in 1980 and is survived
by his daughter, artist Kiki Smith.
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Marshall
Bluesbreaker Combo Amplifier
united kingdom, 1971
vinyl, fabric, brass, enameled steel, rubber, molded plastic
32 w × 10 ½ d × 26 h in (81 × 27 × 66 cm)

Fender
Stratocaster guitar
usa, 1969
lacquered wood, maple, chrome-plated steel, plastic
10 ½ w × 2 d × 39 h in (27 × 5 × 99 cm)

Signed with applied manufacturer’s label to interior: [Tremolo 50
W Made in England by Jim Marshall Products Serial No. T/A12109C].

Serial number 273791.

provenance
Collection of Michael and Gabrielle Boyd
$2,000 – 3,000

provenance
Collection of Michael and Gabrielle Boyd
$3,000 – 5,000
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Eric Clapton photographed
with the Marshall Model 1962
amp during the legendary Blues
Breakers recording sessions

Legendary musician Eric Clapton asked amplification pioneer
Jim Marshall to make him a combination amplifier small enough to fit
in the trunk of his car yet powerful enough to use on stage. Jim answered
his request with a Model 1962 combination amplifier with 2 x 12 speakers.
At the time, Clapton was back in London to re-join John Mayall and
the Bluesbreakers and used his new amp during the legendary recording
sessions for the Blues Breakers album. The combination of Clapton’s
1959 Les Paul Standard with the Model 1962 amp resulted in the textured
sound that became iconic of 1960s blues-rock music. The Model 1962
was introduced to the wider market in 1965 and has been known as the
Bluesbreaker ever since.
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Dan artist
Rare Gunyege mask

liberia/côte d’ivoire, early 20th century

carved wood, wool, aluminum
5 w × 2 ½ d × 9 ¼ h in (13 × 6 × 23 cm)

provenance
Galerie David Corcos, Paris
Collection of Michael and Gabrielle Boyd
$7,000 – 9,000

The Dan peoples of Côte d’Ivoire used different types of masks
to translate immaterial forest spirits into the human form. This particular
mask would have been the embodiment of the male-gendered spirits,
Gunyege and used in secular running competitions. Races were held
each week during the dry season and a runner wearing a mask such
as the present lot would chase an unmasked runner. If he caught the
runner, he would keep the mask. However, if he were outrun, he would
relinquish his mask to the winner who would, in turn, chase another
runner. The runner with the most victories at the end of the season was
declared the champion. Gunyege were also known as fire-watchers,
emphasized by their haunting, circular eyes, and protectors of the village
from the fast-spreading fires that swept the savanna in the dry season.
The present lot likely dates from the early 20th century and exhibits
particularly attractive aluminum-lined sockets and the remnants
of what would have been an elaborate coiffure.

A house is not a machine to live in...Not only its visual
harmony but its entire organization, all the terms of the
work, combine to render it human in the most profound
sense. Eileen Gray
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Eileen Gray
Rare and Important stool for Tempe à Pailla
ireland, 1932–1934
painted steel, Berkshire leather, painted wood
14 ¼ w × 11 d × 26 ¾ h in (36 × 28 × 68 cm)
This work is one of two stools that Eileen Gray designed for her
architectural masterpiece, Tempe à Pailla, Castellar. The two stools, while
similar, have different details. This example features a single support rod
in the center of the seat and the other features two supports set off center.
Both stools remained in the artist’s collection furnishing her apartment
on rue de Bonaparte, Paris until her death. Signed with applied studio
label to underside: [EG].
$500,000 – 700,000

literature
Eileen Gray: Designer, Johnson, pg. 56 illustrates this example in situ
Eileen Gray, Constant, pg. 151 illustrates this example
Modernist Paradise: Niemeyer House Boyd Collection, Webb,
ppg. 101, 134–135 illustrate this example
Eileen Gray, Baudot, ppg. 71, 79 illustrate this example
Eileen Gray: Designer and Architect, Garner, pg. 115 illustrates
second example
exhibited
Eileen Gray, 1979, Victoria & Albert Museum, London
Eileen Gray, 6 February –1 April 1980, Museum of Modern Art, New York
provenance
Collection of Eileen Gray
Thence by descent to Prunella Clough (niece of the artist)
Sotheby Parke Bernet, Monte Carlo, Collection of Eileen Gray,
25 May 1980, Lot 277
Private Collection
Sotheby’s, London, 20th Century Design, 2 March 1999, Lot 44
Collection of Michael and Gabrielle Boyd

right Period photo of Eileen Gray’s Villa
Tempe à Pailla including the present
lot far right Grotesque (Groteske),
1923 by Oskar Schlemmer; Installation
view of the exhibition, Eileen Gray
at the Museum of Modern Art, New
York in 1980

Eileen Gray Unique Stool from Tempe à Pailla

The stool presented here is one of three variations, all unique. One
version is in the Musée des Arts Decoratifs, and another is in a private
collection in Paris. The version presented here is one of two Gray chose to
live with, at Tempe à Pailla and later in her apartment on rue Bonaparte.
Eileen Gray was born in 1878 to an aristocratic Anglo-Irish family, studied art
in London and then in Paris, where she settled for the rest of her life, living
in an apartment on rue Bonaparte until her death in 1976. She won lasting
fame as a designer of exclusive furniture, interiors and architecture; her 1919
Dragon chair was acquired by Yves Saint Laurent and sold at auction in 2009
for $28.3 million, a world record for 20th century decorative art.

Additional stool designed by
Eileen Gray for Tempe à Pailla

By the early 1920s, Gray had taught herself the principles of architecture.
She built a legendary white villa for her mentor, the Romanian architect
Jean Badovici. Located on the rocky slopes of Cap Martin, overlooking
the Mediterranean, she named it E-1027—code for her initials and his. Gray
created a total work of art, modest in scale, that embodies the spirit of its
era. Le Corbusier was Badovici’s guest in 1938 and wrote to Gray: “Those
few days spent in your house have made me appreciate that rare spirit that
dictates all of its organization, both inside and outside, and has given modern
furniture and equipment a form that is so dignified, so charming, and so full
of wit.”

“A house is not a machine to live in,” declared Gray. “Not only its visual
harmony but its entire organization, all the terms of the work, combine
to render it human in the most profound sense”. In E-1027, furniture, rugs,
and colored floor tiles demarcate zones for sitting, resting, washing,
and working. Built-in storage units with pivoting drawers are an extension
of the architecture. Lightweight tables of steel and glass can easily be moved
onto the terrace, or adjusted in height. Chairs include the classic Bibendum
(named for the Michelin man) and the Transat (inspired by the deck chairs
on transatlantic liners). Upon completion, Gray and Badovici broke up.
This combined with the fact Le Corbusier painted murals on the walls
without her permission, distanced her from E-1027.
In 1931 Gray started work on a new house, one that was solely for herself
above the nearby town of Menton—Villa Tempe à Pailla. Built upon
an existing structure, Gray employed functionalist and modern principles
to create a three–level architectural masterpiece. As in E-1027, she designed
several furnishings for the interior, only here they were more flexible and
experimental with many built-ins, and space saving devices, such as seats
that double as steps to access cabinets or dining tables that fold into coffee
tables, nearly everything had a dual purpose. The space itself was compact
and organized around the daily movement of the sun. The terrace was
created to have a 360 degree view of the sea, mountains and a lemon grove
surrounding the property. A symbol of her independence, Tempe à Pailla
was the culmination of her practice. It was her home, retreat and work space
until the Nazis invaded France.

This stool is a precious survivor, literally a modernist treasure—for it provides
a direct link to the interior that Gray completed, 90 years ago, as an intimate
statement on living in a modern way. Members of De Stijl and architects
from all over the world highly praised Gray’s architecture as self-contained
modernist manifestos. Ethereal and eternal spaces articulated by lighting
and the objects within of which the present lot is a standout star. Like
an asymmetrical Oskar Schlemmer sculpture, the form of the stool radiates
modernist thought—spareness, lightness, and high execution; the textile
and paint are all-original and therefore an authentic and revealing vision into
Modernism’s heroic past. Function and beauty merge in the single work.
Even the “EG” personal monogram on the underside of the stool is placed
delicately and exactly on the constructivist grid. Adding to the gravitas and
history of this decorative object is the fact that Eileen Gray took it with her
when she moved back to Paris to her personal apartment on rue Bonaparte.
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Eileen Gray 1878 –1976

This stool is a precious survivor, literally a modernist
treasure—for it provides a direct link to the interior
that Gray completed, 90 years ago, as an intimate
statement on living in a modern way.

Eileen Gray was a revolutionary figure in the fields of modern design and
architecture. Her body of work and personal style expressed an undisputed
individuality. Born to a family of Irish nobility in 1878, she became one of the
first women admitted to the Slade School of Art in London where she studied
painting before beginning an apprenticeship in a lacquer workshop. She
moved to Paris in 1902, where she continued her studies designing lacquered
screens and decorative panels, later gaining recognition for work presented
at the Salon des Artistes Décorateurs in 1913. After briefly fleeing Paris during
World War I, Gray was commissioned to decorate Madame Mathieu-Lévy’s
apartment. The opportunity allowed her to create a complete interior
environment from wall paneling to furniture and décor. In 1922 she opened
the renowned Galérie Jean Désert on the rue du Faubourg Saint-Honoré
and exhibited her opulent chrome, steel tube, and glass furniture collection
shortly after.
By the mid-1920s, Gray began working closely with Le Corbusier and J.J.P.
Oud as she moved her eye towards architectural design. Her first villa, the
E-1027 house (1926—1929), and the Tempe à Pailla (1932—1934) in Castellar,
France both became seminal examples of modern architecture. These
masterworks housed some of her most iconic design pieces including the
Bibendum chair, the Non-Conformist chair, and the adjustable glass-topped
side table made specifically for E-1027 that allowed one to eat in bed without
worry of crumbs. In 1937 Gray’s detailed project designs for a multi-story
hotel, a restaurant, and theatre among other structures were exhibited
the Centre de Vacances in Le Corbusier’s Pavilion des Temps Nouveaux
at the Paris International Exhibition.
The Royal Society for the Encouragement of Arts, Manufactures
and Commerce in London appointed Gray a Royal Designer for Industry
in 1972. Her pioneering career has been honored by major retrospectives
at the Centre Pompidou Paris and the National Museum of Ireland and
her work is included in significant collections around the world including
the Museum of Modern Art, New York, the Victoria and Albert Museum
London, The Metropolitan Museum of Art, New York, and the Irish
Museum of Modern Art. Eileen Gray died in Paris in 1976.
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Eileen Gray
study for the Castellar (Brentano) carpet
ireland, c. 1925
pochoir on paper
6 h × 5 ¾ w in (15 × 15 cm)
literature
Sitting on the Edge: Modernist Design from the Collection of Michael
and Gabrielle Boyd, Antonelli, Betsky, Boyd and Garner, pg. 156,
no. 40 illustrates this example
exhibited
Sitting on the Edge: Modernist Design from the Collection of Michael
and Gabrielle Boyd, 20 November 1998–23 February 1999, San Francisco
Museum of Modern Art
provenance
Rosa Esman Gallery, New York
Collection of Michael and Gabrielle Boyd
$10,000 – 15,000
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Nearing the end of her life, Eileen Gray regretted never
having anything produced in her homeland. Recalling the
rich tradition of Irish textile making, she professed “I should
so like to have a carpet made in Ireland”. Her dream was
realized in 1975 when Donegal Carpets produced an edition
of her designs named after the places that impacted her life
the most. This particular design, sometimes referred to as
Brentano—the popular bookstore near her Paris apartment—
reflects the centralized layout of her seaside home, Tempe
à Pailla in Castellar, France. Other carpets from the series
include Kilkenny, a nod to her Irish roots, and Roquebrune,
the location of her iconic villa, E-1027.

Architectural plan by Gray
illustrating the orientation
of Tempe à Pailla and its
relationship to the sea and
the passage of the sun.
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Roberto Gabetti and Aimaro Isola
Rare drafting stool
italy, 1951
Borca
elm, leatherette, steel
21 ½ w × 21 ½ d × 29 h in (55 × 55 × 74 cm)
Only four examples of this adjustable drafting stool were produced.
literature
Gabetti e Isola Mobili 1950–1970, Ferrari, pg. 17 illustrates this example
provenance
Studio Gabetti & Isola, Turin
Fulvio Ferrari, Turin
Private Collection, New York
Wright, Important Design, 8 June 2010, Lot 508
Collection of Michael and Gabrielle Boyd
$20,000 – 30,000
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Roberto Gabetti 1925 – 2000
Aimaro Orgelia d’Isola b. 1928

Roberto Gabetti was born in Turin in 1925. He studied architecture
at the Polytechnic University of Turin, where he wrote his thesis with Giovanni
Muzio. Gabetti was quickly hired by the university after graduating in 1949
and he worked as an aid to his former Professor Carlo Mollino. Aimaro
Oreglia d’Isola was born in Turin in 1928 and, like Gabetti, also graduated
from the Polytechnic University of Turin. Gabetti and Isola began their iconic
partnership in 1950. The pair designed architecture in the Neoliberty style,
which was in reaction against the rationalist and international modern styles
that had dominated the architectural practice in much of Italy. Instead,
the Neoliberty movement favored a return to the historicism that
was so prevalent before World War I. Gabetti and Isola created numerous
influential public buildings in Italy, including the Turin Stock Exchange and
The Museum of Antiquities as well as many ecclesiastical structures. Their
work was considered controversial for turning against modernism, yet was
also critically acclaimed, and the pair received many accolades for their
buildings, including the Primo Bioclo Lab award for sustainable architecture,
the International Stone Architecture Award, as well as several juried awards
for best architecture in Italy. In addition to designing buildings, the pair
created furniture and lighting that utilized expressive decorative detailing
and flowing lines. The pair worked together until the death of Gabetti
in 2000.
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James Prestini 1908 –1993
Construction #203
c. 1970
chrome-plated steel
27 h × 24 w × 16 d in (69 × 61 × 41 cm)
Signed with impressed studio marks to underside ‘Prestini 203’.
This work is unique.
provenance
Collection of James Prestini
Los Angeles Modern Auctions, 20th Century Design,
7 December 2003, Lot 149
Collection of Michael and Gabrielle Boyd
$7,000 – 9,000
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James Prestini 1908 – 1993
James Prestini is recognized for elevating the craft of turned wood to
an art form through his innovative use of the medium. Prestini was born in
Waterford, Connecticut in 1908 and had an illustrious career as an engineer,
sculptor, professor and woodworker. He studied mechanical engineering
at Yale University and went on to get his masters from the Yale School
of Education in 1932. The following year, while teaching mathematics
at a boys academy in Lake Forest, Illinois, Prestini began creating turnwood
bowls and plates in rich hardwoods, working from the Bauhaus ethos
of blending craft and function. These works were brilliantly thin and fine
in their craftsmanship and graceful in their design, taking on the artistic
qualities of glass and ceramics. Prestini also designed furniture and was
part of the team that won the 1948 furniture competition at the Museum
of Modern Art, New York with a jointless chair made from durable wood pulp.
As a professor of design at the University of California, Berkeley from 1956
to 1975, Prestini began creating modernist sculptures in metal that were also
influenced by the Bauhaus aesthetic. Prestini’s exquisite works are held widely
in collections that include the Metropolitan Museum of Art, the Smithsonian
Institution and the Berlin Bauhaus-Archiv.
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Pierre Chareau
desk
france, c. 1927
lacquered wood, painted iron
49 ¾ w × 19 ¼ d × 27 ¾ h in (126 × 49 × 70 cm)
Desk features one drawer and one fold-out work surface
literature
Pierre Chareau: Designer and Architect, Brace Taylor,
ppg. 78–79 illustrate similar examples
Pierre Chareau: Architect and Craftsman 1883–1950, Vellay
and Frampton, ppg. 81, 164–165, 319 illustrate similar examples
provenance
Sotheby’s, London, 20th Century Decorative Arts & Design,
4 November 1999, Lot 435
Collection of Michael and Gabrielle Boyd
$200,000 – 300,000
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View of the façade of the
Maison de Verre under
construction, circa 1931

Architecture is a social art. The architect can only create
if he listens and understands the voices of millions of men,
if he suffers as they do, if he struggles along with them to save
them. He employs iron that they have forged, he guides
them towards the future because he knows what belongs
to the past. Pierre Chareau

Pierre Chareau The Architecture of Design

Pierre Chareau (1883-1950) is best known for the Maison de Verre,
a daring steel-framed construction with a facade of glass block that
served as a doctor’s office and family home. Concealed from the street
within the courtyard of an 18th century Parisian mansion, it has inspired
successive generations of architects. Le Corbusier cribbed ideas, and
Richard Rogers recreated it in his London home. It’s the product of
a collaboration—with the Dutch architect Bernard Bijvoet and master
metalsmith Louis Dalbet—and a total work of art, for the client trusted
Chareau to design all the fittings and furnishings.
Architecture critic Kenneth Frampton likened Maison de Verre to a piece
of furniture: a mobile, lightweight composition of interconnected parts.
Doors slide, windows pivot, and screens swing open; it is, to a greater degree
than any of Le Corbusier’s houses, a machine for living. Chareau conceived
this house in the late 1920s, even as he was beginning to experiment with
lightweight tables that fan out (like the present lot), fragmented steel and
alabaster lamps, and desks that rotate to accommodate the user and the
space. What makes these pieces so fascinating to the collector is the artistry
of the finishes and details—so different from the frugality of contemporary
experiments at the Bauhaus. The sumptuous glow of the time-honored
original black lacquer and blackened hand–forged iron structural elements,
affords an insight into the luxe restraint that was characteristic of Parisian
late twenties decorative arts.

The Chareau vision and design universe permeates
the present lot; just as Maison de Verre can be thought
of as scaled-up cabinetry, the desk can be seen as scaleddown architecture.

Chareau’s stripped–down forms also contrast sharply with the luxurious
cabinetry of such contemporaries as Emile-Jacques Ruhlman, Louis Groult
and Jean-Jacques Adnet. It was they who set the tone for the Exposition
des Arts Decoratifs et Industriels—a showcase of French artistry that
enshrined Art Deco as the reigning style of the next decade. The title
of the exposition is misleading: industry was edged out by decoration and
Le Corbusier’s audacious Pavilion de l’Esprit Nouveau was screened off
to conceal it from public view. The leading artistes-décorateurs wanted
to turn the clock back to the era when French taste reigned supreme,
whereas the Bauhaus was international and forward looking.
Chareau had a foot in both camps, designing luxurious armchairs and sofas,
often upholstered with tapestries by his friend Jean Lurçat, alongside his
daring excursions into a dynamic minimalism. The former are period pieces;
the latter are timeless treasures. The Chareau vision and design universe
permeates the present lot; just as Maison de Verre can be thought of as
scaled-up cabinetry, the desk can be seen as scaled-down architecture.
The parchment-covered and iron stool is a light companion to the dense
atmosphere and aura of the desk form. Together the desk and stool are
dynamic—capable of commanding a room—catching the eye and inspiring
the mind. The custom black lacquer is unusual as most of the cantilever
desks Chareau experimented in the 1920s were finished in natural palisander
or mahogany. The solidity and minimalism of the desk and its footprint
combined with the flexibility of the design with a swinging drawer and
writing surface able to be stored away, make it a fascinating example of
functionalism infused with luxe. This dualistic philosophy above all is the
trademark style and supreme contribution of France to the development
of high modernism.
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Pierre Chareau
stool, model no. Sn 3
france, c. 1927
parchment over wood, wrought iron
19 ¾ w × 15 ¼ d × 18 h in (50 × 39 × 46 cm)
literature
Pierre Chareau: Designer and Architect, Brace Taylor, pg. 79
Pierre Chareau: Architect and Craftsman 1883–1950, Vellay
and Frampton, pg. 69
provenance
Tajan, Paris, 19 May 1999, Lot 89
Private Collection, New York
Sotheby’s, New York, Important 20th Century Design,
12 December 2003, Lot 608
Collection of Michael and Gabrielle Boyd
$30,000 – 50,000

View of the Great Hall,
located on the first floor
of the Maison de Verre,
from the second floor
balustrade, circa 1931
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Pierre Chareau 1883 – 1950
Pierre Chareau was a prolific architect and designer with a trademark vision
who created functional spaces for modern living. Born in Bordeaux, France
in 1883, he began his formal training at the Ècole Nationale Supérieure
des Beaux-Arts in Paris, later establishing his atelier, La Boutique, located
on rue du Cherche-Midi in 1919. Chareau gained recognition in 1925
after his office-library design for the French Embassy was included in the
Exposition Internationale des Arts Décoratifs et Industriels Modernes
in Paris.
His collaboration on the architectural masterpiece Maison de Verre, built
exclusively of steel and glass, is widely considered the pinnacle of his career.
Completed in 1932, the “House of Glass” became a prime example of
modern architecture emphasizing volume over mass, integrity of materials,
and use of transparent design elements. While his furniture and architectural
designs were rare and few examples still exist today, his pioneering approach
combined both rich and industrial materials with clean, modern lines.
In 1940, Chareau immigrated to the United States to live in New York, where
he worked for a cultural attaché. He was asked to design the workshop of
the painter Robert Motherwell, later also designing the artist’s home in Long
Island. Pierre Chareau died in 1950, leaving behind a legacy of modernist
interiors, buildings, and designs. In 2016, he was honored by the Jewish
Museum in New York with a retrospective of his work.
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Pierre Chareau
stool, model no. Sn 1
france, 1920–21
sycamore
19 ¾ w × 11 ½ d × 14 h in (50 × 29 × 36 cm)
literature
Pierre Chareau, Vellay and Frampton, pg. 209
La Maison de Verre: Pierre Chareau, Vellay, ppg. 148–149, 166–167
provenance
Camard, Paris, 6 June 2007, Lot 160
DeLorenzo, New York
Christie’s, New York, DeLorenzo: Thirty Years, Evening Sale,
14 December 2010, Lot 18
Collection of Michael and Gabrielle Boyd
$10,000 – 15,000

A 1925 gouache study
for a bedroom by Chareau
featuring this model
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René Herbst
dining chairs, set of six
france, 1930
Établissements René Herbst
nickel-plated tubular steel, zebra hide
19 ¾ w × 20 d × 26 h in (50 × 51 × 66 cm)
Set includes two armchairs and four dining chairs;
dining chairs measure: 17.25 w x 16.75 d x 28 h inches.
literature
Sitting on the Edge: Modernist Design from the Collection of Michael
and Gabrielle Boyd, Antonelli, Betsky, Boyd and Garner, pl. 31 illustrates
one example
exhibited
Sitting on the Edge: Modernist Design from the Collection of Michael
and Gabrielle Boyd, 20 November 1998–23 February 1999, San Francisco
Museum of Modern Art
provenance
Collection of Michael and Gabrielle Boyd
$30,000 – 50,000

René Herbst 1891 – 1982
René Herbst is synonymous with the emergence of the French modern
movement. Born in Paris, he studied architecture in London and Frankfurt
before founding Établissements René Herbst which produced his interior
and furniture designs. His most well-known design, the Sandows chair
celebrated form, function, and the aesthetic of industrial materials featuring
tubular steel construction with elastic elements. Today, the iconic work
designed in 1928 is held in the collection of the Museum of Modern Art,
New York. Herbst produced a range of creative designs including exhibitions,
ship cabins, lighting fixtures, and retail store displays. Over the course of his
career, he exhibited on numerous occasions at the Salon d’Automne, Salon
des Artistes Décorateurs, and the Musée des Arts Décoratifs in Paris.
A pioneer of modernism, in 1930 Herbst joined Robert Mallet-Stevens,
Francis Jourdain, and others in founding the significant Union des Artistes
Modernes (UAM) as a counter–movement to Art Deco and was president
of the UAM from 1946 to 1958. From 1950 to 1966 he was also president
of the influential Formes Utiles (French Union of Modern Artists). He was
an active humanitarian and believed in the importance of improving the
living conditions for the world’s population and he applied this ideology
to his design practice. René Herbst died in Paris in 1982 and his personal
archives were gifted to the Union Centrale des Arts Décoratifs.

The following three lots come from the legendary Sotheby’s
auction of works from the estate of Man Ray. The sale
included paintings, objects and original photographs that
surrounded the artist in his Paris studio until his death
in 1976. The collection remained with Man Ray’s widow,
Juliet, until the auction in March of 1995.

18
Man Ray 1890 –1976
Mathematical object 'surface à courbure constante
negative d'enneper, derivee de la pseudo-sphere'
1936
vintage gelatin silver print
9 h × 11 ½ w in (23 × 29 cm)
Signed with stamped studio mark to verso ‘Man Ray - 8 Rue
du Val-de-Grace Paris 5 - France Danton 92 -24’ and ADAGP
agency credit. Titled to verso ‘Mathematical Object’.
provenance
Collection of the artist
Thence by descent
Estate of Juliet Man Ray, Paris
Sotheby’s, London, Man Ray Sale: Part II, 23 March 1995, Lot 118
Collection of Michael and Gabrielle Boyd
$30,000 – 40,000
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Man Ray 1890 –1976
Iris
1926
vintage gelatin silver print
9 ¾ h × 7 ¾ w in (25 × 20 cm)
Signed with partial stamped studio mark to verso and with ADAGP
agency credit.
provenance
Collection of the artist
Thence by descent
Estate of Juliet Man Ray, Paris
Sotheby’s, London, Man Ray Sale: Part II, 23 March 1995, Lot 141
Collection of Michael and Gabrielle Boyd
$30,000 – 40,000
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Man Ray 1890–1976
Lay Figure in a Bowl
c. 1926
vintage gelatin silver print
8 h × 10 w in (20 × 25 cm)
provenance
Collection of the artist
Thence by descent
Estate of Juliet Man Ray, Paris
Sotheby’s, London, Man Ray Sale: Part I, 22 March 1995, Lot 33
Collection of Michael and Gabrielle Boyd
$30,000 – 40,000
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Man Ray 1890 – 1976

I like contradictions. We have never attained the infinite
variety and contradictions that exist in nature. Tomorrow
I shall contradict myself. That is the one way I have
of asserting my liberty, the real liberty one does not find
as a member of society. Man Ray

Man Ray was a revolutionary artist, popularizing avant-garde European
artistic ideals and bringing them to America through photography, painting,
film and sculpture. He was born Emmanuel Radnitzky in 1890 to RussianJewish immigrants; his father was a tailor and his mother, a seamstress and
he was raised in Williamsburg, Brooklyn. From a young age he was ardent
in independently studying and practicing art, frequenting the museums
and galleries of New York City. Shunning a traditional education in favor
of a bohemian lifestyle, Man Ray didn’t receive formal artistic training until
1912, when he joined the Ferrer School, which was founded by a Spanish
anarchist on libertarian and socialist ideals. In 1913 he moved to an artist
colony in New Jersey. That same year, Man Ray met Alfred Stieglitz, who
introduced him to photography and in 1915, he met Marcel Duchamp,
who exposed him to Surrealism and Dada and would become a lifelong
friend and collaborator. In this early era, Man Ray was mostly working in the
Cubist style, painting semi-representational landscapes. In an effort to bring
the radical artistic notions of Europe to America, Man Ray, Duchamp and
art dealer Katherine Dreier founded Société Anonyme, Inc. in 1920, the first
museum of modern art in America, which actively exhibited until 1928. Man
Ray moved to Paris in 1921, where he would reside for the next eighteen years,
joining an impressive array of prominent ex-pat artists of the era. Living
in Paris brought about his mature and most well-known works, including his
surrealist photography and chance-driven, absurdist “Rayographs.” During
this time he also collaborated on films with Duchamp and Fernand Léger.
Man Ray fled to Los Angeles in 1940 to escape the war and while there,
became renowned for his fashion photography for Vogue and Vanity Fair,
bringing an experimental, artistic boldness to editorial photography. He had
his first retrospective at the Pasadena Art Institute in 1944 and eventually
returned to Paris in 1951, remaining in his adopted city until his death in 1976.
His work—lyrical, process-oriented and exploratory—continues to influence
the multi-disciplinary and conceptually-focused contemporary arts landscape
that he helped pioneer.

International Style The Boyd Collection

21
Walter Gropius
Bauhausbücher, set of fourteen
germany, 1925–1930
printed paper
provenance
Volume 1: Gift from Walter Gropius to Richard Neutra
Art Books Only, Santa Barbara
Volumes 2 -14: Estate of James Prestini
Collection of Michael and Gabrielle Boyd
$20,000 – 30,000

Bauhausbücher 1: Walter Gropius: International Architektur
Bauhausbücher 2: Paul Klee: Pedagogisches Skizzenbuch
Bauhausbücher 3: Adolf Meyer: Ein Versuchshaus des Bauhauses im Weimar
Bauhausbücher 4: Die Buhne im Bauhaus
Bauhausbücher 5: Piet Mondrian Neue Gestaltung
Bauhausbücher 6: Theo van Doesburg: GrundBegriffe der Neuen
Gestaltenden Kunst
Bauhausbücher 7: Neue Arbeiten der Bauhauswerkstatten
Bauhausbücher 8: László Moholy-Nagy: Malerei, Photographie, Film
Bauhausbücher 9: Wassily Kandinsky: Punkt und Linie zu Flache, 2. Auflage
Bauhausbücher 10: J.J.P. Oud: Hollandische Architektur
Bauhausbücher 11: Kasimir Malewitsch: Die Gegenstandslose Welt
Bauhausbücher 12: Walter Gropius: Bauhaus Bauten Dessau
Bauhausbücher 13: Albert Gleizes: Kubismus
Bauhausbücher 14: László Moholy-Nagy: Von Material zu Architektur

Volume one of this complete set was a gift from Walter
Gropius to Richard Neutra. This special inscribed volume
was acquired from Art Books Only in Santa Barbara. The
other thirteen volumes were acquired from the Estate of
James Prestini, an American artist and craftsman who
worked in the Bauhaus tradition.
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Bauhausbücher A Fourteen Volume Complete Set

Nobody did more to shape the course of modern architecture and design
than Walter Gropius (1893-1969) who founded the Bauhaus in 1919 and
designed its iconic second home in Dessau before immigrating to the
United States where he headed the Harvard Graduate School of Design
and revolutionized architectural education. His contemporary, Richard
Neutra (1887-1970), honed his skills working with Eric Mendelsohn
in Berlin, and Frank Lloyd Wright in Wisconsin, and then introduced
European modernism to California. In a prolific, five-decade career
he designed 300 houses that reshaped the way progressive Americans
lived and have an equally strong appeal to a new generation of owners.
These seminal figures shared a belief in the redemptive properties
of modernism and the first volume of this set includes a dedication from
Gropius to Neutra—“To my dear friend, this is my new project”—making
it a uniquely important artifact. The year was 1925, and the school had just
relocated from Weimar to Dessau. Gropius was eager to popularize the
ideas of the Bauhaus and the work of its teachers—architects and designers,
artists and artisans who were eager to change the world. A series of thirtyone inexpensive books, designed by László Moholy-Nagy, were planned.
Eight were published in 1925, six more over the next five years and then,
when Hannes Meyer became director, the project was ended.

The Bauhausbücher include volumes on Paul Klee, Piet Mondrian,
Wassily Kandinsky and other leading artists and architects, and the layout
and typography matches the importance of the work they chronicle. Neutra
added his signature to Gropius’s dedication in the first volume and his
address, 835 Kings Road. At the time he lived in the radical studio-house
that R.M. Schindler designed for two creative couples in what is now West
Hollywood. The two architects quarreled and parted ways a few years after
Neutra’s arrival in 1925; Schindler remained at the home until his death in 1953,
and Pauline Schindler, who turned the house into a gathering place for the
avant-garde, lived on until 1977. In recent decades her vision has been reborn,
and the house has become the MAK Center—an outpost of creativity,
sponsored by the Museum of Decorative Arts in Vienna.
The history contained in this set, especially on the dedication page, is unique
and unparalleled. The ‘new project’ Gropius is referring to is nothing less than
the Bauhaus. The new owner, Richard Neutra signed it to stake his claim,
and also provided the address of the shining light of Los Angeles modernism,
the Schindler house on Kings Road. The vision of Gropius and the founding
fathers of modernism spread through the world, running from wars, starting
new ways to look at and think about architecture and design. The Viennese
and German idea of stripping down excessive layers to a strict functionalism,
flourished and migrated—ending up at the foot of the Pacific Ocean
in modernism’s quartz city, Los Angeles. On the West Coast of California,
the International Style message blossomed after World War II. The concept
inspired new generations of modernist designers, involved in the Case Study
Program, and it still serves as a major touchstone for architects to this day.
Both an emblem of its own era and a timeless document, the present lot
shows how great ideas can travel, and gives a glimpse into greatness.
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Walter Gropius 1883 –1969
Walter Gropius was a monumental figure in shaping modern architecture,
as well as modern arts education. As director of the Bauhaus school from
1919 to 1928, Gropius innovated the approach of integrating crafts
training into a traditional arts education, emphasizing the importance
of understanding materials, process and working collaboratively. He also
believed that architecture should relate to the contemporary world and
its immediate needs, rather than rely on historical references or purely
aesthetic concerns. Gropius was markedly unpretentious and created
bright, open buildings with a keen understanding of how those spaces
related to the needs of individuals and communities.
Gropius was born in Berlin in 1883, the son of an architect, and began
his architectural studies in 1903. In 1907, he joined the Peter Behrens firm
in Berlin, where his interest began to turn towards progressive ideals and
the arts. In 1911, Gropius joined the Deutscher Werkbund, building a strong
network of artists and designers, and became director of the Bauhaus
in 1919, stepping down in 1928 to return to Berlin and open his own firm.
In 1937, fleeing the Nazis, Gropius moved to Cambridge to teach at
Harvard. He became the chair of the architecture department the following
year, holding the position until his retirement in 1952. Gropius reformed
the methodology of the department, thus prompting other architecture
programs in the United States to modernize their approach to architecture
education. Gropius died in Boston in 1969; his contributions to arts
education and architecture are immeasurable, shifting the focus of both
to a more considered, lucid and cooperative contemporary philosophy.

The following three lots were custom-ordered in red by the
poet and Nobel Prize nominee, Adriaan Roland Holst in 1930.
Remaining in the family for more than three decades, these
works traveled to San Diego when the family moved to the
United States in 1965.
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Ludwig Mies van der Rohe and Lilly Reich
Custom MR 20 chair
germany, 1927/ 1930
Berliner Metallwerkstätten Josef Müller
painted tube steel, cane
21 ¾ w × 33 ¼ d × 32 h in (55 × 84 × 81 cm)
literature
Stühle aus Stahl: Metallmöbel 1925–1940, van Geest
and Mácel, pg. 95, pl. 1
provenance
Custom-ordered in 1930 by Adriaan Roland Holst,
Sloterdijkm, The Netherlands
Annie ‘Rolanda’ Roland Holst
Richard Roland Holst
Private Collection, California
Collection of Michael and Gabrielle Boyd
$7,000 – 9,000
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Ludwig Mies Van Der Rohe 1886 – 1969
Ludwig Mies van der Rohe is one of the most celebrated modernist
architects of the twentieth century, known for developing the International
Style in Germany and abroad, which emphasized function, balance, clean
lines and the use of glass and steel.
Mies van der Rohe was born in 1886 in Aachen, Germany, a center
of heavy industry. His father was a stonecutter and Mies, who was never
formally trained in architecture, often worked with his father, developing
his exceptional sensitivity to materials at a young age. At 15, he apprenticed
with several architectural firms in Aachen, and in 1905 he moved to Berlin
to work for architect and furniture designer Bruno Paul. He received his first
independent commission in 1907, the Riehl House in Postdam, and it caught
the attention of Peter Behrens, the most progressive architect of the era.
Mies joined the firm, where he met Le Corbusier and Walter Gropius, who
were also working under Behrens. From 1915 to 1918, he served in the war
and, upon returning to Berlin, became involved in the very active artistic
scene of the 1920s, when Bauhaus, De Stijl and Expressionism were all
emerging. In 1924, Mies met Lilly Reich, whom he collaborated and was
involved with for many years; together, they designed the Barcelona chair,
which debuted at the Mies-designed Germany pavilion for the World’s
Fair in 1929 and is now regarded as one of the most iconic designs of the
modern era.
In 1930, Mies became the director of the Bauhaus, working to de-politicize
the institution and refocus its efforts on rigorous theory and arts training.
After moving the school several times, Mies eventually realized the futility
of operating the school under Nazi rule and immigrated to the United States
in 1938 to head the architecture program at The Armour Institute of
Technology in Chicago (later known as the Illinois Institute of Technology).
Upon his arrival, he was enthusiastically introduced to the architectural
community by the famously gruff Frank Lloyd Wright, who was a fervent
admirer of his work. Mies taught at IIT for twenty years, as well as designed
their campus using modernist principles and materials. Throughout the 1940s
and 1950s, Mies created some of his most iconic buildings in his “skin and
bones” style, exposing the structural elements of the design. The Promontory
Apartments (1949) and Lake Shore Drive Apartments (1949-51) in Chicago,
as well as the Seagram Building (1956-58) in New York City are considered
the pinnacle of the International Style, whose values were adapted worldwide
and came to define the look of twentieth century modern industrial society.
Mies died in Chicago in 1969, designing right up until his death, leaving
behind a monumental body of work and an immense imprint on our
contemporary urban landscapes.
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Lilly Reich 1885 –1947
Lilly Reich was a highly influential Bauhaus designer and educator, as well
as a close collaborator with Ludwig Mies van der Rohe on some of his most
iconic works during the 1920s and 1930s. Reich was born in Berlin in 1885
and trained in industrial embroidery before joining Josef Hoffmann’s
Wiener Werkstätte in 1908. In 1911 Reich moved back to Berlin and began
designing furniture, clothing, textiles and shop windows. In 1912 she joined
the Deutscher Werkbund, a government-sponsored organization dedicated
to promoting German-made products abroad. That same year, she designed
a working-class flat in Berlin that received praise for its functionalism. In 1920
she became the first woman elected to the governing board of Deutscher
Werkbund; at this time she was also running her own interior design studio
in Berlin.
In 1921 and 1922 she designed two exhibitions at the Newark Museum, the
first of which exclusively featured fashion by female designers; the second
showcased German industrial design. Reich met Mies van der Rohe in 1925
while they were both organizing international trade fairs. In 1929 she was the
artistic director of the German Pavilion at the Barcelona World Exhibition,
where Mies van der Rohe’s famous Barcelona chair debuted. During this time,
Reich and Mies were also collaborating on designing interiors, such as for
the Tugendhat House.
In 1932 Reich became the first female head of a department at the Bauhaus
school, directing the interior design workshop until the Nazis forced them
to close in 1933. After the war, Reich taught at the University of Fine Arts
in Hamburg until 1947, when she fell ill and died that same year in her native
Berlin. Reich had a robust, if not somewhat now-invisible impact on the
maturation and proliferation of early German modernism.
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Although rarely seen, the earliest production of Mies van
der Rohe’s tubular furniture was available in primary colors
aligning the chair with the principles of the Bauhaus. This
example dates from the first production by Josef Müller with
a screw connection at the base of the original lacquered frame.

23
Ludwig Mies van der Rohe and Lilly Reich
Custom MR 10 chair
germany, 1927/1930
Berliner Metallwerkstätten Josef Müller
painted tube steel, cane
19 ½ w × 27 ½ d × 32 ¾ h in (50 × 70 × 83 cm)
This example was custom-ordered in red by the poet
Adriaan Roland Holst in 1930.
literature
Mies van der Rohe: Architecture and Design in Stuttgart,
Barcelona, Brno, von Vegesack and Kries, ppg. 30, 78, 82
Stühle aus Stahl: Metallmöbel 1925–1940, van Geest
and Mácel, pg. 96, pl. 2
provenance
Custom-ordered in 1930 by Adriaan Roland Holst,
Sloterdijkm, The Netherlands
Annie ‘Rolanda’ Roland Holst
Richard Roland Holst
Acquired in 1965 from the previous, Private Collection, San Diego
Collection of Michael and Gabrielle Boyd
$5,000 – 7,000
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Erich Dieckmann
Custom armchair
germany, 1930
Berliner Metallwerkstätten Josef Müller
painted tube steel, wicker, lacquered wood
23 ½ w × 35 d × 24 ¾ h in (60 × 89 × 63 cm)
This example was custom-ordered in red by the poet
Adriaan Roland Holst in 1930.
literature
Stühle aus Stahl: Metallmöbel 1925–1940, van Geest
and Mácel, pg. 76, pl. 1
provenance
Custom-ordered in 1930 by Adriaan Roland Holst,
Sloterdijkm, The Netherlands
Annie ‘Rolanda’ Roland Holst
Richard Roland Holst
Private Collection, California
Collection of Michael and Gabrielle Boyd
$7,000 – 9,000
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Erich Dieckmann 1896 – 1944
Erich Dieckmann was one of the preeminent furniture designers of the
Bauhaus and, like Marcel Breuer, was experimenting with steel tubing,
standardization, and geometric forms in the 1920s and 1930s. Dieckmann
was born in present-day Poland in 1896. He studied architecture from 1918
to 1920 at the Technical University of Gdansk in Poland and served
a carpentry apprenticeship at the Bauhaus in Weimar from 1921 to 1925.
When the Bauhaus moved to Dessau in 1925, he remained in Weimar
and became the head of the carpentry workshop at the State University
of Applied Sciences until 1930.
Throughout the 1930s, he designed furniture as well as worked for various
carpentry workshops and consulted for interior and craft design companies.
Dieckmann’s furniture is often characterized by quality hardwoods, cane
matting and geometric frames that link the armrests and legs, creating
a unique runner construction. Designing affordable, enduring pieces
that could be mass-produced was also one of his key efforts. Dieckmann
passed away in Berlin in 1944, leaving behind an iconic body of Bauhausinspired seating.
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Robert Morris b. 1931
Untitled
1964
lead over wood
11 h × 9 w × ¾ d in (28 × 23 × 2 cm)
Signed and dated to verso ‘R. Morris 1964’.
provenance
Robert and Ethel Scull, New York
Private Collection
Christie’s, New York, Contemporary Art, 22 February 1995, Lot 72
Collection of Michael and Gabrielle Boyd
$10,000 – 15,000

Robert and Ethel Scull at the
historic Sotheby Parke-Bernet
auction of their collection
on October 18, 1973
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Robert Morris b. 1931
Robert Morris is a pioneering conceptual artist and theorist, playing a central
role in the emergence of Minimalism, Process Art and Land Art in the 1960s
and 1970s. Morris was born in Kansas City, Missouri in 1931 and studied
engineering and philosophy and, later, art and art criticism at Hunter College.
Morris began as a painter and his early sculptures came out of the Judson
Dance Theater he founded with his wife Simone Forti in 1962, which explored
improvisation and ephemerality, and valued process over outcome. His first
minimalist sculptures, industrial and rudimentary, were made as props for
dance performances. Minimalism emphasized the direct experience of the art
object itself, rather than what it represented or expressed and Morris pushed
this thinking even further in the 1970s, placing importance in the underlying
concepts of a work, rather than the physical object that the idea produces.
He uses materials such as felt, dirt and thread waste to create subversive
works that rejected the prominence of the art object and focuses on the
viewer’s engagement with the work in time and space. Morris detailed these
radical theories in essays published in Art Forum beginning in 1966. His
diverse and experimental body of work often deals with themes of feminism,
war, memory and relational experience, and interrogating political and
societal structures.
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Ed Ruscha
collection of sixteen artist's books
usa, 1966–1978
printed and bound paper
$20,000 – 30,000

Dutch Details, 1971 (signed)
Every Building on the Sunset Strip, 1966
Crackers, 1969
Business Cards, 1968
Royal Road Test, 1967/1971
Babycakes with Weights, 1970
Thirtyfour Parking Lots (in Los Angeles), 1967/1974
A Few Palm Trees, 1971
Nine Swimming Pools and A Broken Glass, 1968
Real Estate Opportunities, 1970
Various Small Fires and Milk, 1964/1970
Twentysix Gasoline Stations, 1962/1969
Some Los Angeles Apartments, 1965/1970
Colored People, 1972
Hard Light, 1978
Records, 1971
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Ruscha covered with
his books, 1970

Ed Ruscha b. 1937
Ed Ruscha was born in Omaha, Nebraska in 1937 and grew up in Oklahoma
City. He moved to Los Angeles in 1956 to attend what is now the California
Institute of the Arts. Upon graduating in 1960, Ruscha began working in
commercial advertising, putting him in contact with relationships between
image and text and the language of consumerism and popular culture.
Ruscha’s early drawings and paintings bucked against the prevailing trend
of Abstract Expression, depicting wry, irreverent takes on the banality
of the urban landscape. In 1962, Ruscha was included in the New Painting
of Common Objects show at the Pasadena Art Museum, which is generally
considered the first museum exhibition of Pop Art and included works by
Andy Warhol, Roy Lichtenstein and Wayne Thiebaud.

All my artistic response comes from American
things, and I guess I’ve always had a weakness
for heroic imagery. Ed Ruscha

In 1963, the year Ruscha’s now-famous artist book Twentysix Gasoline Stations
was published, he received his first solo show at Ferus Gallery in Los Angeles.
Ruscha made sixteen artist books in the 1960s and 1970s, most of them
comprised of photography taken in an antagonistically plain, documentary
style, covering subjects such as swimming pools, parking lots and Every
Building on the Sunset Strip (1966). In his photography and painting, Ruscha
does not attempt to idealize his subjects, but rather stares deadpan at the
ordinary objects and spaces that exist on the periphery of the experience
of our surroundings. Ruscha is also famous for his approach to language,
which is often amusing, incongruous and common, exploring the multiplicity
of words and turning them into solid objects to be contemplated and
played with.
Ruscha’s first major retrospective was in 1982 at the San Francisco Museum
of Modern Art. The cover of the catalog featured a drawing he had made
in 1979, with the text: “I don’t want no retro spective.” Ruscha continues to
reside in his adopted city of Los Angeles, actively creating work that speaks
to our rapidly changing contemporary landscape, the way we use language
and our conception of the American ethos.
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Gerrit Rietveld
Rare Zwaan armchair, model 142
the netherlands, 1958
Artifort
original De Ploeg upholstery over wood frame
25 w × 35 d × 28 ½ h in (64 × 89 × 72 cm)
This form is one of two designs created by Rietveld for The
Netherlands’ Ideal Flat presentation as part of the Dutch Pavilion
at the 1958 World’s Fair in Brussels.
literature
The Complete Rietveld Furniture, Vöge, ppg. 160–161, no. 354
Gerrit Th. Rietveld: The Complete Works 1888–1964, Kuper
and van Zijl, pg. 298
provenance
Collection of Michael and Gabrielle Boyd
$10,000 – 15,000
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Rietveld’s sketches for
the Ideal Flat presentation
at the 1958 World’s Fair
in Brussels. He designed
two armchairs specifically
for the presentation,
Zwaan and Model 143.
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Gerrit Rietveld
hanging cabinet from the Harrenstein-Schräder residence
the netherlands, 1926
painted brass, glass, beech
35 ½ w × 11 ¾ d × 11 ¾ h in (90 × 30 × 30 cm)
literature
Gerrit Th. Rietveld: The Complete Works 1888–1964,
Kuper and van Zijl, pg. 111
The Complete Rietveld Furniture, Vöge, ppg. 68–69 illustrates variation
Gerrit Rietveld, van Zijl, pg. 84 illustrate commission
provenance
Dr. Rein and An Harrenstein-Schräder, Amsterdam
Collection of Michael and Gabrielle Boyd
$10,000 – 15,000
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The Harrenstein-Schräder Residence

In 1926, Gerrit Rietveld and Truus Schröder-Schräder were
commissioned to design the renovation of the Harrenstein-Schräder
residence. Dr. Harrenstein, an accomplished pediatrician, was married
to Schröder-Schräder’s sister, An. The couple had an extensive circle
of friends including artists and designers, and it was fitting for Rietveld
and Schröder-Schräder to take on the project, designing the living room
and bedroom of the couple’s Amsterdam home and later, a guest room
and Dr. Harrenstein’s surgery, office and waiting room. It is likely that
the present lot would have been utilized in either the doctor’s office,
or in the couple’s the living room which featured an open, informal
floorplan segmented by a round iron stove, furniture in iron and glass
and a Red Blue chair. In a period photo of the living room interior, various
household items and books appear stacked on shelves and shuffled
into the built-in storage. Along the wall, a long horizontal glass cabinet
displays dishes and glassware above a simple bench with a mounted
backrest. The adjacent office however, is known only through drawings
which illustrate glass wall-mounted cabinets and Thonet chairs.
In contrast to the living room’s somewhat tame, domestic sensibility, and
the office’s modest design, the bedroom was quite radical and illustrated
the rapid progression of Rietveld’s distinct style. Horizontal panels of wood
and glass separated the room into sleeping areas and the beds and cabinets
were painted red, yellow, black and off-white. Rietveld also included a single
bed in addition to the double bed, a detail that raised eyebrows when
it was suggested that the bed belonged to the painter Jacob Bendien with
whom the couple formed a ménage à trois for many years. In reality, it was
included for Dr. Harrenstein who was often called to sick patients in the
night and wished to return home to bed without disturbing his wife. Reitveld
exhibited an impressive ability to transition a domestic setting to an almost
severe, stylized interior while remaining cohesive and the designs for the
Harrenstein-Schräder residence were praised by his contemporaries. In 1971,
when the home was demolished, the bedroom was bought in its entirety
by the Stedelijk Museum in Amsterdam where it can be viewed today.
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Gerrit Rietveld
Crate chairs, pair

the netherlands, 1934 /c. 1960

G.A. van de Groenekan
deal
22 w × 28 d × 24 ½ h in (56 × 71 × 62 cm)
Signed with branded manufacturer’s mark to underside
of each example: [H.G.M. G.A.v.d. Groenekan De Bilt Nederland].
literature
The Complete Rietveld Furniture, Vöge, ppg. 88–89
Gerrit Th. Rietveld: The Complete Works 1888–1964,
Kuper and van Zijl, pg. 155
provenance
Christie’s, London, 20th Century Decorative Art + Design,
30 October 2013, Lot 71
Collection of Michael and Gabrielle Boyd
$10,000 – 15,000
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Gerrit Rietveld 1888 – 1964
Gerrit Rietveld was a celebrated designer and architect, famous for bringing
the principles of the De Stijl Movement to these disciplines. Rietveld was
born in 1888 in Utrecht, Netherlands to a family of cabinetmakers and later
studied drafting and architecture. Rietveld opened his own furniture studio
in 1917 and soon after became involved with the De Stijl Movement. In 1918,
he designed his now-famous Red Blue armchair, which was heralded
as a distillation of the movement’s emphasis on geometry, primary colors
and an objective language of forms. He regarded this chair, and others
he would design, as “spatial creations,” rather than simply furniture.
The Schröder House in Utrecht, designed by Rietveld in 1924, is regarded
as the architectural embodiment of the ideals of De Stijl and his most
important work. In 1928, Rietveld distanced himself from De Stijl and became
concerned with the challenges of affordable housing. He was a visionary in
designing prefabricated and standardized buildings, of which the architectural
world would not consider more seriously until the 1950s. In the 1930s and
1940s, Rietveld largely worked on private commissions and designed
enduring modernist icons such as the Crate chair and Zig Zag chair, both
from 1934. His last major work before his death in 1964 was the Van Gogh
Museum in Amsterdam, which was completed in 1973.
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Bart van der Leck and Piet Elling
Custom desk
the netherlands, c. 1925
painted beech
42 ¼ w × 22 ½ d × 36 ¾ h in (107 × 57 × 93 cm)
provenance
Mrs. L.H. van Groningen-Koningsveld
Thence by descent
Christie’s, Amsterdam, 20th Century Decorative Arts,
21 December 1999, Lot 240
Collection of Michael and Gabrielle Boyd
$30,000 – 50,000

A study for the present lot
by van der Leck and Elling,
c. 1925
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The present lot was custom made for Mrs. L.H. van Groningen
in the mid-1920s. Piet Elling designed the desk using square
and rectangular sections of beech plywood and Bart van der
Leck applied the color. Mrs. van Groningen was a close friend
of van der Leck’s wife, Bertha, and their children attended
school together. Elling and van der Leck collaborated on
several projects together, including a home for van der Leck’s
daughter and son-in-law in Blaricum, North Holland. Works
of this nature, made in a collaborative spirit and with a total
consideration of its formal and aesthetic aspects, exemplify
the principles of the De Stijl movement, of which van der
Leck was a founding member. The desk’s geometric planes
and restrained use of primary colors is also typical of the
De Stijl style.
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Bart van der Leck 1876 – 1958
Artist and designer Bart van der Leck is as known for his abrupt split from
the De Stijl movement, as he is for his role in founding the avant-garde and
influential Dutch art collective. Born in Utrecht in 1876, van der Leck was
the son of a house painter and began training as a stained glass painter
at the age of fourteen. He undertook intensive apprenticeship in the trade
from 1891 to 1899, and moved to Amsterdam in 1900 to diversify his studies.
Completing a formal arts education in 1904, van der Leck went on to focus
his creatives efforts on works that were accessible to the public and could
be widely-distributed, such as lithographs, furniture, textiles, poster art
and public murals. In 1916, van der Leck met Theo van Doesburg and Piet
Mondrian, with whom he would go on to establish De Stijl the following year;
at this time, he was also painting in what came to be known as the iconic style
of the movement—minimal colors and geometric abstraction. Van der Leck
distanced himself from De Stijl after just one year, due to his less stringent
approach to the highly theoretical, dogmatic values of the movement.
He went on to design interiors and ceramics and had a long-term relationship
with Metz & Co. department store, designing marketing campaigns,
showrooms and textiles for them until 1951. In the 1950s, van der Leck
worked with various architects on designing the interiors of public buildings,
private homes and schools. He died in 1958 in his home studio in Blaricum,
North Holland.

Piet Elling 1897 – 1962
Born in Utrecht in 1897, Piet Elling was an exemplary architect of the early
modernist period, working largely in Amsterdam from the 1930s until his
death in 1962. He designed and built various office and government buildings
throughout The Netherlands, including many broadcast-related buildings
in the Mediapark in Hilversum and a distinctive water tower in Amsterdam.
Elling was also close with Bart van der Leck, collaborating with him on
buildings, interiors and furniture designs beginning in the 1920s. One of their
most famous collaborations, an embodiment of many of the modernist ideals
De Stijl promoted, is the house they designed for van der Leck’s daughter
and son-in-law, Villa Schöne in 1953 in Blaricum, North Holland.
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Bart van der Leck and Piet Elling
Untitled (study for a desk)
the netherlands, c. 1925
ink on paper
14 ½ h × 6 ¼ w in (37 × 16 cm)

Bart van der Leck and Piet Elling
Untitled (study for a desk)
the netherlands, c. 1925
graphite and ink on paper
11 ½ h × 5 ¾ w in (29 × 15 cm)

provenance
Bart van der Leck
Mrs. N. Schonk-van der Leck
Thence by descent
Christie’s, Amsterdam, 20th Century Decorative Arts,
21 December 1999, Lot 241
Collection of Michael and Gabrielle Boyd

provenance
Bart van der Leck
Mrs. N. Schonk-van der Leck
Thence by descent
Christie’s, Amsterdam, 20th Century Decorative Arts,
21 December 1999, Lot 241
Collection of Michael and Gabrielle Boyd

$3,000 – 5,000

$3,000 – 5,000
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Bart van der Leck
Untitled
the netherlands

watercolor on paper
8 h × 7 ½ w in (20 × 19 cm)
Stamped to verso of sheet ‘Estate B. v. d. Leck No 373’.
Stamped to verso of frame ‘Estate B. v. d. Leck No. 373 Dubbel’.
provenance
Estate of Bart van der Leck
Collection of Michael and Gabrielle Boyd
$3,000 – 5,000

It is not the right angle that attracts me, nor the straight
line, hard and inflexible, created by man. What attracts
me is the free and sensual curve—the curve that I find
in the mountains of my country, in the sinuous course of its
rivers, in the body of the beloved woman. Oscar Niemeyer
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Oscar Niemeyer
Low Easy chair
brazil, 1978
Tendo Brasileira
leather, lacquered plywood
27 ½ w × 44 d × 19 ½ h in (70 × 112 × 50 cm)
literature
Furniture By Architects, Emery, ppg. 220, 224
Oscar Niemeyer: Miha Arquitetura 1937–2004, Niemeyer, pg. 353
provenance
Private Collection, Rio de Janeiro
Private Collection, Copenhagen
Wright, Utopia: Lost and Found, 1 April 2008, Lot 782
Collection of Michael and Gabrielle Boyd
$10,000 – 15,000

Entryway of the French
Communist Party
Headquarters, Paris designed
by Oscar Niemeyer in 1967
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Oscar Niemeyer 1907–2012
Oscar Niemeyer was a landmark figure of the Brazilian modern architectural
movement who over the course of his lifetime designed more than 500
projects around the world. His designs were known for their free-flowing
forms, relationship to the natural environment, and unique approach to
straight versus curved lines. Niemeyer frequently worked in concrete thus
exemplifying his creative ability to design lightness from dense material.
Born in Rio de Janeiro in 1907, he studied at the Escola Nacional de Belas
Artes from 1929 until 1934. In 1932, he joined the firm of his mentor and
renowned modernist architect and urban planner Lúcio Costa. The firm’s
collaboration in 1936 with Le Corbusier on the Ministry of Education and
Health building in Rio de Janeiro was celebrated as Brazil’s emergence as
a force in modern design. Niemeyer’s first major project came in 1941 when
he was commissioned to design the Pampulha Architectural Complex—
now a UNESCO World Heritage site.
During the 1950s, he was appointed chief architect of public buildings,
overseeing the design and planning of the new capital of Brasilia. The city,
built entirely on modernist design principles, was meant to attract attention
and represent the spirit of Brazil. Other significant projects included the
Brazilian pavilion for the New York World’s Fair (1939), his family home Casa
Das Canoas in Rio de Janeiro (1951), the United Nations building in New York
City (1953), and the Niterói Contemporary Art Museum (1991). Niemeyer
has been awarded such honors as the Pritzker Architecture Prize in 1988 and
the gold medal by the Royal Institute of British Architects in 1998. His work
was celebrated by major retrospectives at the Pompidou Center, Paris
and the Museu de Arte Moderna, Rio de Janeiro in his lifetime.
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John Follis and Rex Goode
set of three planters, model F-507 from the Strick House,
Santa Monica
usa, c. 1956
Architectural Pottery
bisque stoneware, walnut
62 ¼ w × 14 ¾ d × 12 ¼ h in (158 × 37 × 31 cm)
In 1963, Joseph and Anne Strick commissioned famed Brazilian architect
Oscar Niemeyer to design their Santa Monica home. Exiled from the United
States because of his leftist views, Niemeyer oversaw the project from afar
through letters, phone conversations and with the assistance of designer Amir
Farr of the Richard Neutra office. These iconic Peanut planters were selected
by Farr in 1964 and have remained in the home ever since.
literature
Architectural Pottery, price list, July 1956, unpaginated
provenance
Joseph and Anne Strick House, Santa Monica
Collection of Michael and Gabrielle Boyd
$7,000 – 9,000
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Architectural Pottery
In the late 1940s, a new style was emerging in California, with architects and
designers wanting to create a seamless integration of outdoor and indoor
space. Rita Milaw Lawrence and her husband Max Lawrence founded
Architectural Pottery in 1950 to fill this void, recruiting talented artists such
as John Follis, David Cressey, Malcolm Leland and LaGardo Tackett from
the California School of Arts in Pasadena to create a line of modern ceramics.
They first came across the work of Tackett, a former architect teaching
ceramics, at a show he had organized with his students, showing vessels he
had asked them to make in resepct to modern architecture. Architectural
Pottery’s first catalog in 1951 was radical at the time; the pure, streamlined
forms and stark white matte finish were a departure from the ubiquitous
fat-lipped terracotta pots that had been used since time immemorial.
Architectural Pottery was instantly recognized—prominent Los Angeles
architects such as Pierre Koenig, Rudolph Schindler and Richard Neutra
featured them in their designs and pieces from the first catalog were included
in the 1951 Good Design exhibition at the Museum of Modern Art, New York.
They offered what Rita Lawrence described as a “portable landscape” that
unified the interior and exterior environments. Architectural Pottery pieces
were and remain to be incredibly popular and a modern design classic—they
can be found in nearly any thoughtfully-designed California interior from
the era and were used commercially as well, most notably at the 1955 Beverly
Hilton Hotel, which featured 200 planters. Architectural Pottery closed in
1985 and Vessel USA Inc. was founded in 1998 to continue production of
the iconic, influential designs.

...the accent no longer falls upon the sentimental, the
clouded, the sensuously pleasing, but upon the internalized
emotion, the clear, the spiritually moving, which is more
difficult for the complicated man of today to comprehend.
It is no longer sensuous values such as tone, ornament, etc.,
but more spiritual values such as relationship, clear form
and pure color, that must become the artistic means.
This heralds a beauty of a higher order in which, for
example...the aesthetic value of a building from the purity
of its relationships, the clarity of the spatial expression by
its masses, planes and lines, finally, by the tension of its
constructional relief, and not by its ornament...the aesthetic
value of sculpture, as an object of use, interior and exterior,
as chair, vase, stove, lamp-post, and not as ornament.
J.J.P. Oud (Orientation, 1919)
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J.J.P. Oud
Furniture for Seidlung Weissenhof, Stuttgart
the netherlands, 1926/ 1979
Kollektor Perpetuel
lacquered wood, enameled steel
55 w × 35 ½ d × 29 ½ h in (140 × 90 × 75 cm)
Lot is comprised of one table, set of four chairs and one stool. Signed
and numbered with applied foil manufacturer’s label to underside
of table, one chair and stool: [Architect J.J.P. Oud Ref: Weissenhof
Siedlung Stuttgart 1927 No. out of 100 year: 1979 Copy-Right Kollektor
Perpetuel Frederikstr -24 Holland 2514 LK The Hauge].
literature
J.J.P. Oud, Poetic Functionalist: 1890–1963 The Complete Works,
Taverne, Wagenaar, and de Vletter, ppg. 298–300
Stühle aus Stahl: Metallmöbel 1925–1940, van Geest and Mácel,
pg. 43, pl. 24, pg. 100, pl. 2 and 4
provenance
Philip van Daalen, Amsterdam
Collection of Michael and Gabrielle Boyd
$10,000 – 15,000

Living room, featuring
furniture designed
by J.J.P. Oud for Five
Row Houses, 1927
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Furniture for Five Row Houses Architect J.J.P. Oud

J.J.P. Oud was one of several architects to participate in Seidlung Weissenhof,
Stuttgart, a 1927 exhibition of modern architectural solutions to contemporary
living. The overall settlement included twenty-one projects and sixty-three
dwellings designed by seventeen architects and furnished by fifty-five interior
designers. For the exhibition Oud designed Five Row Houses that achieved
international attention and wide praise for their floor plan and layout. The five
houses, numbered five through nine, were furnished by various architects and
designers, but Oud himself outfitted number eight. From the color of the walls
and the art selected to a table, chairs and stool he designed specifically for the
interior, Oud considered living down to the smallest details.
Of the exhibition Oud wrote: “I hardly expected my house to arouse any
significant interest at the exhibition; however, it is only an attempt to build
a proper private dwelling: a problem that hardly plays a part in the field of
architecture. Since these days everything, even the smallest things, should
be architecture, I had not expected my un-architectural house to attract
the attention it did.”
The present lot features the table, chairs and stool Oud designed for
Seidlung Weissenhof. These examples are from a limited edition produced
in 1979 by Kollektor Perpetuel in Den Haag.

above Five Row Houses
by J.J.P. Oud, 1927 below
Kitchen featuring the stool
design by J.J.P. Oud for
Five Row Houses, 1927
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J.J.P. Oud 1890 –1963
Jacobus Johannes Pieter Oud, known simply as J.J.P, was a leading Dutch
architect, designer, and urban planner of the modern movement. Born in
1890, he was educated at the Quellinus Arts and Crafts School, Amsterdam,
the Rijksnormal School, Amsterdam, and Netherland Delft Technical
University in Amsterdam. He later gained practical experience working both
in Amsterdam and Munich. In 1917, alongside Theo van Doesburg and Piet
Mondrian, he became involved with the experimental De Stijl group of avantgarde artists and their influential periodical.
Oud was known for his austere, geometric style which highlighted asymmetry
and was void of ornamentation. His earliest modern architectural projects
included a movie theater, worker’s housing, and a factory in his hometown
of Purmerend between the years of 1906 through 1917. The following year
he was appointed housing architect to the city of Rotterdam. Oud believed
it was civic duty to provide low-cost, social housing and he won great appeal
through his mass-produced and economical designs. Later in his career his
architectural projects greatly influenced the International Style which had
grown in popularity in the 1920s. Oud also approached furniture design with
the same modernist style creating collections for Metz & Co. among others.
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J.J.P. Oud
Isometric projection for the interior of M.J.I de Jonge
van Ellemeet's Study
the netherlands, c. 1930
ink and graphite on tracing paper
18 ¾ h × 19 ½ w in (48 × 50 cm)
literature
J.J.P. Oud, Poetic Functionalist: 1890–1963 The Complete Works,
Taverne, Wagenaar, and de Vletter, ppg. 380–381 illustrate a similar
projection and images of the interior
provenance
Antiquariaat Schuhmacher, Amsterdam
Collection of Michael and Gabrielle Boyd
$3,000 – 5,000

J.J.P. Oud was commissioned to redecorate M.J.I. de Jonge
van Ellemeet’s study for his office at the Rotterdam town hall.
In addition to adding two built-in cabinets and a wardrobe
to the room, Oud also designed several pieces of furniture.
The isometric projection offered here is one of the possibilities
he provided for the space. Another projection featuring
different furniture forms within the interior can be found
in the collection of the Canadian Centre for Architecture.
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Rudolph M. Schindler
Custom chair for the Ellen Jansen House
austria/usa, c. 1948
pine, canvas
26 ¾ w × 29 d × 23 ¼ h in (68 × 74 × 59 cm)
literature
R.M. Schindler, Steele, pg. 61
R.M. Schindler, Sheine, pg. 110
provenance
Ellen Jansen House, Los Angeles
Los Angeles Modern Auctions, 20th Century Design & Fine Art,
10 February 2008, Lot 60
Collection of Michael and Gabrielle Boyd
$20,000 – 30,000

Ellen Jansen House,
Los Angeles, 1948-49
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Rudolph M. Schindler 1887 – 1953
Rudolph Michael Schindler was an Austrian-born architect and designer
who came to define the landscape of mid-century modernism in southern
California. His education began at the Imperial Technical Institute in Vienna
from 1906 to 1911 before studying under Otto Wagner and Adolf Loos at
the Academy of Fine Arts from 1910 to 1913. Schindler eventually sought the
mentorship of Frank Lloyd Wright in Chicago. In 1920, he was hired by Wright
to oversee the important Hollyhock House commission in Los Angeles.
Schindler would remain in California for the rest of his life.
His iconic home and studio, the Schindler Chase House on Kings Road, set
the stage for California Modernism. The construction featured a minimalist
approach and linear form built in sleek concrete with sliding glass doors
opening to gardens—all of which became staples of the southern California
style. The space was designed for communal living and Schindler shared the
space with his wife Pauline among many other important figures including
Richard Neutra and John Cage. Between the years of 1920 and 1953
he designed numerous residential commissions such as the Lovell Beach
House (1922), Rodriguez House (1942), Kallis House (1946), and the Tischler
House (1949). While Rudolph Schindler’s death was untimely, his legacy and
philosophy continues to be celebrated in his iconic structures.
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Rudolph M. Schindler
pair of hassocks from the Gingold Residence, Los Angeles
austria/usa, c. 1943
pine, upholstery
19 w × 19 d × 9 ½ h in (48 × 48 × 24 cm)
literature
RM Schindler: The Gingold Commissions, Boyd, ppg. 30–31
provenance
The Dr. Basia Gingold Residence, Los Angeles
Los Angeles Modern Auctions, Modern Design & Fine Art,
3 December 2006, Lot 106
Collection of Michael and Gabrielle Boyd
$10,000 – 15,000
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The Dr. Basia Gingold Residence

In 1940, Polish born physician Basia Gingold purchased a Spanish-style
home at 514 N. Alta Drive to house relatives who were fleeing persecution
in Europe. Gingold was of German-Jewish descent and had left Europe years
prior; the climate was not friendly to the forward-thinking and female, Jewish
doctor. Before to her move to Alta Drive, Gingold lived in the landmark
apartment complex Manola Court, designed in 1926 by Rudolph Schindler,
and became friendly with the Austrian architect. The two shared similar ideas
about health, hygiene and philosophy and she later commissioned Schindler
to design the interior of her new home. The two enjoyed the collaboration,
and Gingold retained the architect for an expansion of her medical practice
on Wilshire Boulevard and to design an office building on San Vincente. Little
is known about why their relationship ended, but in 1946 a dispute over the
medical offices culminated in a lawsuit. As a result, the medical building is not
recognized by the Schindler Archive and little historical information remains
about the Gingold commissions. However badly their friendship ended,
Gingold continued to hold Schindler in high esteem. When she finally moved
out of her Alta Drive home in 1983, she took all of his designs with her, and
they remained in her collection until her death at the age of 103.

I consider myself the first and still one of the few architects
who consciously abandoned stylistic sculptural architecture
in order to develop space as a medium of art... I believe
that outside of Frank Lloyd Wright I am the only architect
in U.S. who has attained a distinct local and personal form
language. Rudolph M. Schindler

Schindler’s plan for
the Gingold residence
interior, 1946
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Rudolph M. Schindler
pair of stools from the Gingold Residence, Los Angeles
austria/usa, c. 1943
ash plywood
17 w × 18 ½ d × 18 h in (43 × 47 × 46 cm)
provenance
The Dr. Basia Gingold Residence, Los Angeles
Collection of Michael and Gabrielle Boyd
$20,000 – 30,000
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Hans Coray
Early and Rare Landi chair
switzerland, 1938
P. W. Blattmann Wadenswil
anodized aluminum, aluminum, rubber
20 w × 27 d × 29 ¾ h in (51 × 69 × 76 cm)
This is a rare variation of the Landi chair in red anodized aluminum.
The design was first introduced at the 1939 Swiss National Exhibition
or Landesausstellung, which was affectionately shortened to Landi.
Signed with impressed manufacturer’s mark to underside: [Switzerland].
literature
Swiss Furniture and Interiors in the Twentieth Century, Ruegg, pg. 158
Sitting on the Edge: Modernist Design from the Collection of Michael
and Gabrielle Boyd, Antonelli, Betsky, Boyd and Garner, pl. 45 illustrates
this example
exhibited
Sitting on the Edge: Modernist Design from the Collection
of Michael and Gabrielle Boyd, 20 November 1998–23 February
1999, San Francisco Museum of Modern Art
provenance
Collection of Michael and Gabrielle Boyd
$3,000 – 5,000
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Hans Coray 1906 – 1991

Hans Coray was born in Zürich in 1906 and studied romance languages,
receiving his doctorate in the field in 1929. Coray was also interested in arts
and design and established himself the following year as a furniture designer
in Zürich. He is most famous for his 1938 Landi chair, an all-aluminum
stacking chair that debuted as the official seating for the grounds at the Swiss
National Exhibition of 1939. Landi was the first design of Coray’s to be put
into production, after he had spent much of the 1930s experimenting with
the use of sheet metal and industrial processes of production. Coray was also
associated with the Art Concret movement, founded by Theo van Doesburg
in 1930 and continued after his death in 1931 by artists such as Hans Fischli
and Max Bill. Art Concret focused on art being universal, anti-impressionistic
and without “lyricism, drama, symbolism and so on.” These maxims guided
Coray in creating works of collective appeal, functionality and simplicity.
In the 1950s, Coray returned to figurative art and passed away in 1991 in his
native Zürich.
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Attendees seated on Landi
chairs along the bank of
Lake Zürich during the 1939
Swiss National Exhibition
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Paul Rudolph
sofa from the Rudolph Penthouse, 23 Beekman Place
usa, c. 1975
enameled steel, leather
96 w × 33 ½ d × 25 h in (244 × 85 × 64 cm)
literature
Modernist Paradise: Niemeyer House | Boyd Collection, Webb,
pg. 190 illustrates this example
provenance
Paul Rudolph, 23 Beekman Place, New York
Collection of Michael and Gabrielle Boyd
$10,000 – 15,000

Architectural rendering of the
penthouse at 23 Beekman Place
by Paul Rudolph
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Paul Rudolph 1918 – 1997

above Portrait of Paul
Rudolph below The present
lot photographed in situ
at Beekman Place

Paul Rudolph was a leading modernist architect, known for his use of
interlocking forms, concrete blocks and complex floor plans. He was born
in Elkington, Kentucky in 1918, studied architecture at what is now Auburn
University and, in 1947, after serving three years in the Navy, he received his
master’s degree from the Harvard University Graduate School of Design.
After school, he moved to Sarasota, Florida, opening his own firm in 1951.
Rudolph became known for his sensitivities in designing around the Florida
climate and terrain and was progressive in his thinking about ventilation and
natural light. His Sarasota buildings received national attention, bringing him
larger commissions and an appointment as the chair of the Yale University
School of Architecture in 1958. That same year, he won the commission
to design Yale’s Art and Architecture Building, which was celebrated for
its modernist use of materials and articulated spaces. Rudolph left Yale
in 1965, moving to New York City to return to his own private practice.
His first major project was renovating his residence at 23 Beekman Place
in midtown. Throughout the 1960s and 1970s, Rudolph was designing
university campuses, government buildings, apartment complexes and
affordable housing. When his Brutalist style fell out of favor in the United
States, replaced by a revival of historicism and ornamentation, Rudolph
began designing high-rise buildings in southeast Asia that were praised
by the architectural community. Rudolph passed away in 1997, generously
releasing his work’s intellectual property rights to the public and his archive
to the Library of Congress, subsequently helping to establish the Center
for Architecture, Design and Engineering. There have been great efforts
in recent years to preserve Rudolph’s singular vision of modernism and
his mastery of materials, form, light and space.
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Frank Lloyd Wright
armchair from Price Tower, Bartlesville, Oklahoma
usa, 1956
cast aluminum, vinyl
28 w × 24 d × 33 h in (71 × 61 × 84 cm)
literature
Prairie Skyscraper: Frank Lloyd Wright's Price Tower, Alofsin, pg. 148
The Story of the Tower, Wright, pg. 130
provenance
Price Tower, Bartlesville, OK
Fifty/50, New York
Collection of Michael and Gabrielle Boyd
$10,000 – 15,000

Presentation print of the
Price Tower armchair with
notations by Frank Lloyd
Wright, 1956
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Crowds waiting in line to visit
Price Tower on opening day,
February 1956

Building becomes architecture only when the mind of man
consciously takes it and tries with all his resources to make it
beautiful, to put concordance, sympathy with nature, and all
that into it. Then you have architecture. Frank Lloyd Wright

International Style The Boyd Collection

44
Frank Lloyd Wright
lounge chair from the George Sturges House, Los Angeles
usa, 1939
cypress, upholstery, copper
27 ¾ w × 27 d × 30 h in (70 × 69 × 76 cm)
literature
Frank Lloyd Wright Monograph 1937–1941, Futugawa
and Brooks-Pfeiffer, ppg. 152–159 discuss commission
provenance
George Sturges House, Los Angeles
Collection of Michael and Gabrielle Boyd
$10,000 – 15,000

above George Sturges
House, Los Angeles below
Interior view of the George
Sturges House, Los Angeles
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Frank Lloyd Wright
desk with wastepaper basket from Price Tower,
Bartlesville, Oklahoma
usa, 1956
mahogany, copper, steel, brass
72 ¾ w × 31 ½ d × 28 ¼ h in (185 × 80 × 72 cm)
Desk features six drawers.
literature
Prairie Skyscraper: Frank Lloyd Wright's Price Tower,
Alofsin, ppg. 145–146
provenance
Price Tower, Bartlesville, OK
Acquired directly from the H.C. Price family by Harry
and Ruth A. Moore, Colorado Springs, CO
Thence by descent
$10,000 – 15,000

Office interior with Price
employees seated at the
Wright-designed work space
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Frank Lloyd Wright 1867 – 1959
During his seventy year career as an architect, Frank Lloyd Wright created
more than 1,100 designs, half of which were realized and a large portion
of which came about later in his life. Wright was born in Richland Center,
Wisconsin in 1867. He enrolled at the University of Wisconsin in 1885 to study
civil engineering, completing only two years of the program. After working
for Joseph Silsbee on the construction of the Unity Chapel in Oak Park,
Illinois Wright decided to pursue a career in architecture and he moved to
Chicago where he began an apprenticeship at the famed architectural firm
Adler and Sullivan, working directly with Louis Sullivan until 1893.
After parting ways, Wright moved to Oak Park. Working from his home
studio, he developed a system of design developed from grid units and
rooted in an appreciation of natural materials that would come to be known
as the Prairie School of Architecture and would change the landscape of
American design forever. Wright devoted himself to teaching and writing
during the 1920s and 1930s. 1935 marked the beginning of an immense
surge of creativity and productivity as he began work on his most celebrated
residential design, Fallingwater. In the 1940s and 1950s Wright focused
on his Usonian designs that reflected his belief in democratic architecture,
offering middle-class residential options. In 1943, Wright took on his most
demanding commission, the Solomon R. Guggenheim Museum in New
York. The museum, which would open its doors six months after his death
in 1959, is considered his most significant work.
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Luba artist
Prestige stool, female caryatid

democratic republic of congo, c. 1965

carved wood
11 w × 10 ¼ d × 15 ¾ h in (28 × 26 × 40 cm)
provenance
Magen H Gallery, New York
Collection of Michael and Gabrielle Boyd
$7,000 – 9,000
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Luba Stool Seat of Power
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Symbols of authority and ancestral lineage, Luba stools were given to rulers
on the day of their investiture as sacred receptacles for the spirit of the new
chief. Despite subtle variances in the artistic style of the stools, each example
was believed to be an exact replica of the ancient stool given to the first
Luba king, Mbidi Kiluwe and represented direct ties to his royal lineage.
Luba society is matrilineal, tracing descent of property and prestige through
the mother. For this reason Luba stools are female, and often depict kneeling
figures with beautifying scarification marks and elaborate hairstyles which
would attract the spirit world and accentuate her inherent connection to
Luba identity. Prior to the early 20th century, these stools were not intended
for sitting and were rarely seen outside of certain ritual functions. Instead, they
were cared for under close watch to prevent theft or desecration, regularly
anointed with oil and wrapped in cloth for safe-keeping. In the early to mid1900s, the demand from outsiders for these ‘seats of power’ prompted local
artists to craft Luba stools for trade. While it is unlikely that the present lot was
used in an investiture, it does display a rich patina and the skill of a talented,
local artist.
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Pierre Jeanneret
Kangourou lounge chair from Chandigarh
france/india, c. 1955
Indian rosewood, caning
21 w × 29 d × 27 ½ h in (53 × 74 × 70 cm)
Painted marks to reverse: [g.p.w.(h) gpw/ vsec / 20].
literature
Le Corbusier Pierre Jeanneret, Chandigarh, India,
Galerie Patrick Seguin, ppg. 204–205
Le Corbusier Pierre Jeanneret: The Indian Adventure, DesignArt-Architecture, Touchaleaume and Moreau, ppg. 570–571
provenance
Chandigarh, India
Artcurial, Design, 19 May 2014, Lot 69
Collection of Michael and Gabrielle Boyd
$20,000 – 30,000

The Open Hand (La Main
Ouverte) Chandigarh, India

I. Masterworks 8 November 2018

Pierre Jeanneret 1896 – 1967
Arnold Andre Pierre Jeanneret-Gris was born in Geneva in 1896. As a child,
Jeanneret had a natural talent for the arts. He began his formal training at
the École des Beaux-Arts in Geneva, graduating in 1921. Jeanneret was close
friends with his older cousin Le Corbusier (born Charles-Édouard Jeanneret),
and in 1922 the two opened a design atelier in Paris where Jeanneret
was an active writer for the landmark avant-garde publication L'Esprit
Nouveau. Jeanneret and Le Corbusier collaborated on numerous projects
including Villa Savoie, the Pavillon de L’Esprit Nouveau for the Exposition
Internationale des Arts-Décoratifs et Industriels Modernes, and the Cité de
Refuge. In 1940 Jeanneret and Le Corbusier parted ways over differences
brought on by the war.
Jeanneret started his own firm in Grenoble, where he worked with fellow
designer Jean Prouvé to create new concepts for prefabricated housing.
Le Corbusier and Jeanneret reconciled following the end of World War II
and in 1947, they received a commission to design the entire city of Chandigarh,
India. Jeanneret moved to Chandigarh, and provided on-the-ground
supervision with the set-up and construction of the buildings for more than
fifteen years. Jeanneret designed the Governor’s Palace, the State Library,
and the City Hall, in addition to fabricating much of the furniture and interiors
after Le Corbusier decided to abandon the project mid-way through its
construction. Following the completion, Jeanneret stayed on in India as the
head of the architectural department at the University of the Punjab. In his
later years, Jeanneret was particularly interested in urban planning and
the mechanical means of controlling the environment.
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Charlotte Perriand, Pierre Jeanneret and Le Corbusier
table from Cité de Refuge de l'Armée du Salut, Paris
france, c. 1929
enameled steel, linoleum, beech
47 ¾ w × 26 ¼ d × 29 ¾ h in (121 × 67 × 76 cm)
literature
Le Corbusier et Pierre Jeanneret: Ouevre Complete
1929–1934, Boesiger, ppg. 108–109
Le Corbusier, Furniture and Interiors 1905–1965, Ruegg, pg. 303
Charlotte Perriand Complete Works Volume 1: 1903–1940,
Barsac, ppg. 198–199
provenance
Cité de Refuge de l’Armée du Salut, Paris
Collection of Michael and Gabrielle Boyd
$7,000 – 9,000
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Charlotte Perriand 1903 – 1999

Le Corbusier 1887 – 1965

At the age of twenty-four Charlotte Perriand approached Le Corbusier
and asked to join the designer’s famed studio. While studying at Paris’ École
de l’Union Centrale des Arts Décoratifs, Perriand read two of Le Corbusier’s
most notable works, Ver une architecture and L’Art decorative d’aujourd’hui
prompting her to distance herself from the Art Deco aesthetic and seek out
a style more relevant to the machine-age. Le Corbusier famously turned her
away, stating “we don’t embroider cushions here.”Months later, after seeing
her Bar sous le toi the Salon D’Automne exhibition in Paris, he apologized
and hired her on. Perriand worked in his studio for ten years, collaborating
with Le Corbusier and Pierre Jeanneret on numerous projects, most notably
a set of tubular steel chairs that would become one of her most well-known
designs. In the 1930s, concerned with social issues, Perriand worked to create
functional and affordable designs. Moving away from the machine-age
aesthetic of glass and metal, Perriand began experimenting with natural
materials. She traveled to Japan as an official advisor on industrial design to
the Ministry for Trade and Industry and became enamored with the simplistic
beauty of Japanese design. Perriand studied local woodworking and
immersed herself in the functional yet refined forms. Perriand revitalized her
career upon returning to Europe in 1947, creating harmonious simplicity in
her designs — what she called “l’art d’habiter”. She continued her collaboration
with Le Corbusier on the Unité d’Habitation in Marseilles and worked with
Fernand Léger and Jean Prouvé on various commissions. In 1985, her long
career was celebrated with a retrospective at the Musée des Arts Décoratifs
in Paris. Today her works can be found in numerous institutions around
the world and she remains one of the most influential designers of the
20th century.

Le Corbusier was born Charles-Édouard Jeanneret in 1887. As a child,
Le Corbusier worked in his family’s trade of clock making. In 1917,
he moved to Paris where he founded the artistic movement of Purism,
and began publishing a manifesto under the pseudonym “Le Corbusier.”
Later abandoning Purism to focus on architecture, Le Corbusier opened
a design atelier with his cousin Pierre Jeanneret in 1922.
To Le Corbusier, houses were “machines for living in,” and he strove to make
streamlined structures with function as their primary aim. Le Corbusier was
among the first architects to champion textured concrete, as exemplified
in his creation of the Unité d’habitation, a brutalist yet colorful residential
housing structure in Nantes-Rezé. Le Corbusier believed that through design,
he could create a utopia for the new age. In 1947 he received the opportunity
to realize his vision of a modernist cosmopolitan center with the commission
to design the entire city complex of Chandigarh, India. Le Corbusier worked
with his cousin, Pierre Jeanneret on the creation and design of Chandigarh
from 1947 until his death in 1965, and the city remains exemplary of Le
Corbusier’s utopian goals for architecture.
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Jean Prouvé
Chair No. 4
france, 1935
Ateliers Jean Prouvé
enameled steel, birch plywood
15 ¾ w × 19 d × 29 ¼ h in (40 × 48 × 74 cm)
literature
Jean Prouvé Complete Works, Volume 2: 1934–1944,
Sulzer, ppg. 20–21, 39, 82–83
Jean Prouvé, Galerie Patrick Seguin and Sonnabend Gallery, ppg. 234
provenance
Galerie Downtown, Paris
Collection of Michael and Gabrielle Boyd
$30,000 – 40,000

This early design is the fourth variation of Prouvé’s onepiece frame chair, with a fin-shaped rear leg that developed
into his iconic Standard series. This version from 1935 has
a thin plywood seat that is deeply contoured and attached
with clips in the rear and a pair of capped screws at the front.
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Jean Prouvé
S.A.M. dining table, model TS 11
france, 1941
Ateliers Jean Prouvé
oak, enameled steel
74 ½ w × 39 ¼ d × 28 ½ h in (189 × 100 × 72 cm)
literature
Jean Prouvé Complete Works, Volume 2: 1934–1944, Sulzer,
ppg. 280–283 illustrate variations
Jean Prouvé, Galerie Patrick Seguin and Sonnabend Gallery,
ppg. 251, 405, 437–438
provenance
DeLorenzo 1950, New York
Collection of Michael and Gabrielle Boyd
$30,000 – 50,000
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Jean Prouvé
'Semi-Metal' chairs No. 305, set of four
france, 1950
Ateliers Jean Prouvé
enameled steel, beech plywood, aluminum, rubber
15 ¾ w × 18 ¾ d × 32 h in (40 × 48 × 81 cm)
literature
Jean Prouvé Complete Works, Volume 3: 1944–1954,
Sulzer, ppg. 35, 208–211
Jean Prouvé, Galerie Patrick Seguin and Sonnabend Gallery,
ppg. 234, 266–269
Jean Prouvé, Galerie Jousse Seguin and Galerie Enrico
Navarra, ppg. 41, 46
provenance
Magen H Gallery, New York
Collection of Michael and Gabrielle Boyd
$30,000 – 50,000

It was in the Bauhaus period, 1930 I believe, when I saw steel
tube chairs starting to appear. I found it annoying: people
were doing all kinds of things with tubes, making a pole,
bending it. It took me quite while to make a chair. I don’t
think I was reacting against it, but when I did make one,
I made it different. I’ve always had a think about well-made
construction. To my mind, a chair had to be light. Chairs
always break at the point where the legs join to the seat at
the back. That’s why all my furniture uses forms of equal
resistance. A chair that tips back, to me, has downstrokes
and upstrokes. And the equipment I’ve got allows me to
make it. Unlike with Charlotte (Perriand), who takes a tube
and bends it, I use different means. Everything is governed
by the means you employ. Jean Prouvé
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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 handmade objects. Apprenticing with an ironsmith as a teenager, he learned the
value of simple forms and metalworking techniques. Prouvé founded his
studio, Ateliers Jean Prouvé in 1923 and created restrained metal objects
that rejected excess decoration. Within his workshop, he 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 a prefabricated houses with Le Corbusier in 1923 that was
reminiscent of aircraft design. Working with 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 École de Dieulouard Room 10
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Jean Prouvé
Room 10 from École de Dieulouard
france, 1952
Ateliers Jean Prouvé
enameled steel, enameled aluminum, pine, steel, aluminum
336 w × 396 d × 163 h in (853 × 1006 × 414 cm)
literature
Jean Prouvé Complete Works Volume 3: 1944–1954, Sulzer,
ppg. 328–329 discuss commission
Jean Prouvé, Galerie Patrick Seguin and Sonnabend Gallery,
pg. 541 illustrates related drawings and maquette
Jean Prouve: Architect for Better Days, Luma Foundation, pg. 166
provenance
École de Dieulouard, France
Pierre Bergé & Associés, Paris, Arts Décoratifs & Design, 7 June 2012
Gallerie Mandalian-Paillard, Paris
Collection of Michael and Gabrielle Boyd
$500,000 – 700,000

right Drawing of the
“crutch” for the prop-type
classroom (1952) below
Maison du peuple de Clichy
(1935-1939); Model for the
“Coque” school system

Pump Room (Buvette de
la source Cachat à Evian)

Room 10 Jean Prouvé, École de Dieulouard
by Michael Webb

Few reputations have soared as stunningly as that of Jean Prouvé
(1901-84), a metal craftsman turned designer and builder. Le Corbusier
declared that Prouvé “combined the soul of an engineer with that
of an architect”, but —since he lacked professional qualifications—
such appreciation was rare in his lifetime. Ironically, it was he, not the
architects, who brought good design to the masses. He is finally receiving
his due as an intuitive genius. “Never design anything that cannot be
made” was his mantra, and his strong, simple pieces are imbued with
the personality of a skilled artisan, who sketched, prototyped, and
refined hundreds of designs before putting them into production.
He cared nothing for fashion or social acceptance, and everything
he created has a timeless character.
Like Gerrit Rietveld, whose father crafted traditional furniture, Prouvé
learned the skill of ironworking from his father and other metalworkers.
As an artisan who was born, lived and died in Nancy, a provincial capital
in northeastern France, he was a hands-on innovator, welding sheet metal
and opening his own atelier in 1923. In 1947 he established a factory in
Maxéville, outside Nancy, but lost it within a decade. Nothing deterred,
he built a house for his family from scavenged parts, and collaborated
with Le Corbusier, Pierre Jeanneret and Charlotte Perriand on their
projects while continuing to pursue his own.
Furniture and buildings were problem-solving exercises, different only
in scale. The consistent goal was to achieve maximum utility with a minimum
of materials at the lowest possible cost. His chairs, tables, cabinets and
a swinging light were produced in quantity for schools and universities; the
revenue from these, partition systems, and window mechanisms subsidized
his experiments in prefabrication.
Collectors covet authentic vintage originals and these have become
increasingly rare and expensive. It is in the “architecture” of Prouvé—the
buildings—that one can best capture the spirit of the man and problem
solving designer. He described himself as a “constructeur,” applying his
ingenuity and mechanical skills to the provision of shelter and the reform
of the construction industry. He declared that he was “haunted by a passion
to build,” and realized that ambition on a big scale in 1939, when he and
two architects completed the Maison du Peuple in Clichy. Frank Lloyd
Wright was deeply impressed. Post-war achievements include the Aluminum
Centenary Pavilion in Paris and the Pump Room in the spa city of Evian.

I’d much rather see buildings for about 30 years (one
generation), so that afterward they can me moved or torn
down (used again or sold on the second-hand market).
Our children will want to do something completely
different. Jean Prouvé

A pioneer of prefabrication, Prouvé designed houses and schools as modular
kits of parts that could be transported to any site, swiftly assembled, and just
as easily dis-assembled and relocated. Room 10 from École de Dieulouard,
presented here, not only can be relocated, but also reimagined, due to the
flexibility of the modular plan. This cantilevered painted-steel structure can
be repurposed for any number of uses—from an open pavilion without walls,
to the first or second story of an enclosed house, to a skeletal framework
sculpture, imbedded in a large open interior space.
Prouvé created a series of tropical houses for the administrators of French
colonies in West Africa, three of which were recovered from Brazzaville,
scarred with bullet holes from the civil war. These architectural nomads were
his proudest achievements and he dreamed of creating them en masse
to solve the post-war housing crisis in France. Tradition-bound builders,
an oppressive bureaucracy, and public resistance to innovation frustrated
that goal and production was limited to Prouvé’s small factory.
Room 10 (identified by the classroom number stenciled on its door) is one
of four surviving modules from a school in Dieulouard, a small town in
northeastern France. Three of the four extant structures have been repainted
in fire engine red—Room 10 is the only one of the quartet to retain its original
Prouvé pale yellow paint. Room 10 comes with the original French oak wall
panels (in original finish!) replete with original aluminum hooks, and metal
roof, which complement the intricate joints of the structural frame. Another
example of this model was re-assembled for permanent exhibition for the
Tokyo Museum of Modern Art at Okayama, Japan, in September, 2016.

This installation was supervised by French architect Alain Banneel, who is an
authority and expert (with hands on experience) on Prouvé prefabricated
houses and structures. Banneel is one of the central characters, along with
Paris gallerist Patrick Seguin, in the exhilarating adventure of the Prouvé
demountable house resurgence. The journey began when Banneel restored
one of three tropical houses that architecture historian Robert Rubin acquired
in Brazzaville, Congo. The trip continued when Banneel exhibited the
Brazzaville structure in New Haven at the Yale School of Architecture; then
the odyssey went on to Los Angeles where Banneel supervised the installation
at the Hammer Museum. Amazingly this one nomadic structure went on to
be shown at the Centre Pompidou in Paris—and finally at the Nancy Museum
of Arts, in the hometown of Jean Prouvé. The legend of the traveling
Brazzaville house was the original inspiration behind the idea of collecting
the demountable structures of Prouvé.
Each of the prop-type schoolrooms (like Room 10) were assembled
as a linear sequence of these modules, which could easily be extended
to accommodate growth. Modules from other schools were repurposed:
a trio were joined to form an architect’s office, another became a chapel,
and a few have toured to museums and galleries around the world.
There is a two-fold appeal to these architectural gems. First, the adaptability
that was built in to the very concept of structures that sometimes traveled
thousands of miles to realize their purpose and then returned to find
a different role. Expert counsel on assembly and possible uses is readily
available from the architect Alain Banneel—and the potential of these
structures is limited only by the imagination of their owners. One could
imagine the skeleton standing on a rise as a folly in the tradition of 18thcentury landscape gardens, or close-up as a Constructivist sculpture. It might
be glazed to serve as a garden pavilion, an artist’s studio, or a pool cabana.
For lovers of modern design, Prouvé is a link to the pioneers who extolled
the machine as an object of beauty. And he followed in the footsteps of 19thcentury engineers who exposed the structural frame of train sheds, bridges
and the Eiffel Tower, even as architects and arbiters of taste sought to conceal
these skeletons behind ornate masonry facades. It’s the triumph of honesty
over artifice.

For lovers of modern design, Prouvé is a link to the pioneers
who extolled the machine as an object of beauty. And he
followed in the footsteps of 19th-century engineers who
exposed the structural frame of train sheds, bridges and the
Eiffel Tower, even as architects and arbiters of taste sought
to conceal these skeletons behind ornate masonry facades.
It’s the triumph of honesty over artifice.

As architecture professor Mark Wigley wrote in his essay, The Low-Flying
Architecture of Jean Prouvé, “The very depth of his commitment to lightness,
mobility, efficiency and the model of aircraft construction isolated him from
all the architects who claimed to be inspired by those very goals but never
really considered architecture to be a kind of machine. Like [Buckminster]
Fuller, he thought architecture should fly and insisted that this required
a complete rethinking of the way buildings were made and the role of the
architect.” It’s worth noting that Fuller, justly famed as a visionary, was far
less practical than Prouvé; neither the Dymaxion car nor house got beyond
the prototype stage, and he is best remembered for the geodesic dome.
Prouvé was a firmly-grounded visionary and his greatest legacy is the Centre
Pompidou in Paris, where he convinced the jury he chaired to award the
commission to two young and inexperienced architects, Richard Rogers
and Renzo Piano.

There is no difference between the construction of
an item of furniture and that of a house. Jean Prouvé

Each piece of vintage original Jean Prouvé furniture is a universe in itself.
Alison and Peter Smithson noted, to paraphrase, that the design DNA
of a Mies building is present in a Barcelona chair. Prouvé himself said: “there
is no difference between the construction of an item of furniture and that
of a house.” By extension, then, to consider repurposing a complete and
all-original kit for a Jean Prouvé demountable building is an intriguing
prospect. The functionalist Prouvé conceptual essence can be felt and seen
in a Standard Chair and Room 10. The idea is integral to both; the only thing
different is scale. Whether small or large, here or there—wherever the designs
of Jean Prouvé reside in the world for the moment, they are historic and
heroic monuments.

1. Jean Prouvé: Architect for Better Days (Luma Foundation/Phaidon, 2017)
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The Nomadic Constructor Jean Prouvé and Alain Banneel

by Michael Boyd

Alain Banneel has been central to the construction of several
demountable structures by Jean Prouvé, as undertaken by Robert
Rubin and others, since 2005 when the Tropical House was retrieved
from Africa. The moveable structure went on an elaborate world tour,
starting in France, at Presles, in the hometown of Alain Banneel. The
project then moved on to New Haven at Yale, where Robert Rubin was
studying architecture history. Next the mobile structure was installed
in the gardens of the Hammer Museum at the University of California,
Los Angeles (UCLA). Then the Tropical House was exhibited in Paris,
at Centre Georges Pompidou. Eventually the structure was put up in
Nancy, the hometown of Jean Prouvé, first at the Musée d’Art Moderne
de Nancy, and then at The Musée de Fer before finally being erected
in Brussels, at the Citroen Garage. Alain Banneel supervised and
spearheaded each of these installations and exhibitions of the Tropical
House. Recently, Banneel installed a prop type demountable structure
from École de Dieulouard—just like Room 10 offered here but repainted
a fire engine red—permanently at the Museum of Modern Art in Tokyo.
It takes a keen intuition and deep knowledge of the design and engineering
behind these incredible moving buildings to resurrect and stabilize them for
use in the 21st century. It is a study in cantilevers, balance, structural strength,
and weight distribution, not to mention the many logical intricacies to the
assembly. The story of these remarkable pop-up exhibitions is a journey in
itself and Banneel has traveled alongside these works telling the legendary
story of the nomadic architecture of Jean Prouvé.

top left Chaise CB22
disassembled left Portrait of
Alain Banneel above Bicylette
(1941) by Jean Prouvé from
the Collection of Michael
and Gabrielle Boyd

Prouvé said “there is no difference between the design of a piece of furniture
and that of a house.” Whether considered as scaled-up case work, cabinetry
for living, or micro-architecture, Room 10 has flexibility in functional plan
and aesthetic architectural presence. The delicacy of the structure belies the
ideals pursued. The ultimate goal for pioneering modernist architects and
designers was to achieve affordable and practical housing for the masses, yet
to simultaneously bring forth a successful, serviceable design that can also be
sublime, aspirational, and inspiring. Jean Prouvé has seen to this universal and
classic appeal with his factory made prefabricated bent sheet steel elements.
Alain Banneel is fluent in the language and process of Atelier Prouvé, and
because of this, is uniquely qualified to extend the simple and beautiful idea
into the future, adapting it for many uses in various environments. The system
can be constructed as a pavilion, with or without walls, or it can be constructed
as a building, as a first or second story.
When modernism’s founding father Walter Gropius visited Oscar Niemeyer’s
home built into the natural rock at Canoas, in Brazil, he famously noted that,
to paraphrase, although it was beyond beautiful, it was not a “multipliable”
design solution; it was not an idea that could be applied to the issues of
mass housing. Niemeyer of course was quick to point out that this was not
the point of the project. Great mutual respect aside, Gropius’ comments
were misdirected. For a design to be fitting for both public and private
use—to offer an elegant solution for the ongoing question of public housing,
while also exuding a connoisseur’s high-style, is most unusual. Jean Prouvé
however, does just that with his mobile architecture.
Another related timeless design from the Atelier Jean Prouvé in Maxeville,
is the demountable Standard Chair that shipped flat and functioned flawlessly
for Air France, Brazzaville and other remote locations in the 1950s. This chair
is a perfect example of what might be called “engineering made visible.”
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The leg at the underside of the seat flairs out to support weight and
then tapers off and down to near weightlessness where the strength of the
structure is less critical. There is effervescence and lightness in the design
of the Standard Chair that immediately conveys form emerging from
engineering requirements, as opposed to form born of a flight of aesthetic
fancy. Room 10 echoes this unspoken truth, a no-nonsense approach,
culminating in the creation of a design object where function and elegant
beauty are integral and atomic, inseparable from each other.

above Interior view into
École de Dieulouard
below Another room
from École de Dieulouard
at the Museum of Modern
Art, Tokyo

Big or small, here or there, then or now, the timeless and elegant solutions
of Jean Prouvé engage both the mind and the body. Practical use and truth
in material is the basis of the Prouvé philosophy. The universal aesthetic
of beauty and purity is a by-product of this ultimate honesty and practicality,
literally coming out of engineering. Yes, Prouvé’s eternal Standard Chair
cradles the body, but also soothes the spirit. We as viewer have an immediate
and innate sense of the invisible calculations required for a Standard Chair
or a prop–type demountable structure, as we confront each perfect, pared
down object. Prouvé’s dream of affordable housing for the masses and his use
of industrial methodology for domestic application did not materialize largely
during his lifetime, but the crystalline credo remains and guides us—face the
world’s design problems with total truth-saying and fearlessness.

right General plan of École
de Dieulouard below
Drawing for the Exposition
de Zurich: Ecole “Coque”,
three standard sections;
Southern view of École
de Dieulouard (1951-1952)

Jean Prouvé A Limitless Mind
by Alain Banneel

The work of Jean Prouvé exists because of his dedication, training, and life
experience. He hailed from a family of artists, and received an education
in design and forging. He had a deep knowledge of blacksmithing, and was
also very socially conscious. He enjoyed meeting, creating and collaborating
with other artists throughout his life.
He knew how to manipulate his product as a skilled craftsman, transforming
iron through hot and cold forging, creating sections of various inertia, even
when the material was scarce.
Seeing the evolution of the world, the light weight of an aircraft’s
fuselage versus the heaviness of a masonry wall, the dream of a new world
became possible.
His freedom to create and to build was acquired through a desire for
independence, in the workshop with his tools, reflecting on the necessary
and sufficient materials.
The elegance of his work is due to the culture of drawing, to the open door
of his studio office to artists and architects who contributed critique and
constant re-thinking.
With all these qualities combined, therein lies what I believe is the mystery
of the great creativity of Jean Prouvé. They explain the limitless mind of this
great man, similar to the 17th century Renaissance man.
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Payment 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:

Each Lot in a Wright Auction or Wright Catalog 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
$ 500 to 1,000
$ 1,000 to 2,000
$ 2,000 to 3,000
$ 3,000 to 5,000
$ 5,000 to 10,000
$ 10,000+

$ 25 increment
$ 50 increment
$ 100 increment
$ 200 increment
$ 250 increment
$ 500 increment
$ 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 thirdparty website or service that you visit.

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 remainingx 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 Catalog 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 Catalog 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
Catalog 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 Catalog. 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 Catalog, and shall not include any supplemental text
or information included in any other descriptions (whether or not in the Wright Catalog).
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 Catalog
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.
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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.
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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 Catalog. 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.
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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.
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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.
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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.
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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.
Terms has the meaning given in the Introduction to this Agreement. Wright Auction means
the sale of Lots to the public through competitive bidding administered by Wright (including
sales administered through a third-party Internet auctioneer authorized by Wright). Wright
Catalog means the design catalogs published by Wright which features Lots available at
particular Wright Auctions. Wright Now Sale is a sale of a Lot consigned to Wright by a third
party, either posted on Wright’s website directly or solicited after a Lot fails to sell at auction.
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