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Where Credit is Due.
The Life and Jewelry Work of Gustav Manz (1865 — 1946)

“Although Gustav Manz (seefig. 1) is vrrtually unknown today, records
| show that durrng hrs lifetime he. was highly esteemed in the American jewe!ry
industry. Manz was a prolific, accomplished goldsmith who worked in New York
City for a considerable period of time, starting around 1893, the year of his
immigration from Germany at the age of twenty-eight,’ until 19442 less than two
Years before his death. He made jewelry for impartant companies | 3uch as
Tiffany & Co.; Shreve Crump & Low Bailey, Banks & Biddle; Cartier; Gorham,
; and many others. In h|s obituary in the March 1946 issue of the Jewelers’
: Circular, Gustav Manz was remembered as “one of the last of the master
goldsmiths in New York.”® Witherbee Black, president of Black, Starr & Frost-
: Gorharn Inc., Wrote of Manz in the same year, “...as an artisan he was |
Lrnexcelledkand today there is no one to take his place.”

Why, then, has Manz been forgotten? Today, virtually all of the most

“knowledgeable dealers and collectors of antique jewelry in New York City have

1 1900 U.S. Census, Examination District No. 67, Sheet No. 9 (June 6, 1900), 152nd Street, Manhattan,
New York, NY. Manz's occupation is listed as “Jeweler”; his date of immigration is noted as “1893.>

2 Manz is consistently listed in New York City business directories as a jeweler: 1901-1914: Trow's
Business Directory of New York City, Trow Dictionary, Printing & Bookbinding Co., New York; 1915-1925:
Trow's General Directory of New York City, R. L. Polk & Co., New York; 1933-1934: Manhattan & Bronx
Directory Publishing Co., New York; 1936-1944: Classified Phone Directory, “Yellow Pages,” New York
Telephone Gomparty, New Yark. Accessed on microfilm at the New Yark Public Library:

3 “Gustav Manz” (obituary), Jewslers’ Circular (March 1946): 397.
* Witherbee Black to Doris Eastran, daughter of Gustav Manz, 20 February 1946. Contained in Gustav

Manz's scrapbook, Winterthur Library: The Joseph Downs Collection of Manuscripts and Printed Ephemera,
Col. 53, Gustav Manz, microfilm.




never heard of this significant ‘c‘rafts‘man.s Only the most specialized historians
are tam,iliat with his name, and then only in passing in obscure archives.® It
seems th,at his télmoét comp|ete anonymity is due not to a lack of abundant
~artistry on Manz’s part but to th’e‘ fact that he was a wholesaler who contracted
his wOrk, to the trade ahd-, therefore, did not use his own hallmark. Instead, his
t pieces Wére* stamped with the marks of the retailers, who then provided the
jeWe|ry to consumers. Due to these exclusive proprietary marks and thé
consumer’s bften‘ exclusive relationship with these purveyors, the vast majority of
Manz's handiworks hayvexhiétorically been creditedto his clients.
Thus in the jewelry market, the role of Manz's work has beén to suppdrt 7
the quUry images and financial ‘vitaliyty of its various adoptive brands. The brands
: iny turn kept Maniﬁnancially afloat, and retailers marketed his jeWeIry toa
‘wérldwide audience he would have otherwise been unable to reach. Because of‘
this poSt—‘ihdustriaI compromise, Manz assumed the part of the unsung
) ~¢raﬂSman, receiving ctedit only within jewelry industry circles of the period.
Even in his day, Manz was obscured from the public eye. A period article k‘

in Arts & Decoration magazine says, “While Mr. Manz's work is widely known

% Interviews by author: Barry Weber, President, Edith Weber & Associates, New York, NY, and jewelry
appraiser featured on the PBS television program Antiques Roadshow; Edith Weber and Sonja Diamond-
Weber, Edith Weber Antique Jewelry; Bradley Lempert, Antique Jewelry Dealer, Bradley Lempert Co., New
York, NY; Gray Boone, Antique Jewelry Dealer, Gray & Davis, New York, NY; Ronald Kawitzky, D. K.
Bressler and Co., Inc., New York, NY; Benjamin Macklowe, Macklowe Gallery, New York, NY; Roger Sheft,
Estate Jewelry Dealer, Ortman & Sheff, Inc., New York, NY; Yvonne Markowitz, Curator of Jewelry, Museum
of Fine Arts, Boston; Jeannine Falino, Independent Curator, New York, NY; Joyce Jonas, President
Emeritus, The American Society of Jewelry Historians and jewelry appraiser featured on Antiques
Roadshaw, Berj Zavian, Master Jeweler specializing in the restoration of antiques, Cluster, New York, NY,
‘and jewelry appraiser featured on Antigues Roadshow. Previous to interviews by the author all of these
notable experts had never heard of Gustav Manz.

© Janet Zapata, jewelry historian and independent consultant, had encountered Manz’s name in her
research on F. W. Lawrence and was thus aware of his archives at the Winterthur, and W. Scott Braznell,
- independent curator and consultant, was aware of a reference to Manz in a period article in Jeweler’s
Circular magazine. '




thfough art circles, his name to the world at large holds little or no significance,
for his modesty is in inverse ratio to his talent and to satisfy his own aesthetic

_ aspirations is of infinitely greater importance to him."” Looking back, this idealism
seems a thinly-veiled rationalization or perhaps just an excuse for his dearth of |
recognition (this article notwithstanding). "‘Ironically, Manz possessed no uItimaté
claim to the prioritized object of his lifelong dedication, his craft.

Because Gustav Manz never branded himself outside his workshop, he is
now only ten.‘u(iusly, tied to his own aesthétic légacy by the documentation left
behind. As part of its Joseph Downs Collection of Manuscripts and Printed
‘Ephemera, the Winterthur Museum in Win}terthyur, Delaware, owns three of
Manz's' handwritten business journals déting from 1917 to 1923,% along with
microfilm containing personal correspondence and a family scrapbodk. Every
piece of jewelry in Manz’s journals is illustrated in detail alongside its
gorréspondi’ng notes on production and sale, for a remarkably clear refe‘rence of
what was sold to whom and when (see fig. 4). The journals show that Manz was
a successful independent wholesaler who created thousandé of pieces over the
span of many years, which were sold to what amounts to a near-complete roster
of early twentieth-century luxury retailers. From his notes, one can compile an

impressive list of industry clientele (Table 1, below), some Manhattan-based,

7 “A Master Sculptor in Precious Metals: Gustav Manz, Disciple of Cellini, Whose Methods Are Those of
the Florentine Craftsman of Mediaeval Days,” Arts & Decoration (date unknown, ca. 1932): 68. Accessed in
Manz scrapbook an microfilm at Winterthur Museum.

® Several of the notes in these journals date within the years immediately preceding and after the 1917-
1923 time period, but the Winterthur Museum’s records hold true for the vast majority of pieces contained
therein. ’




some from across the United States and abroad, many still famous and many
more forgotten.

Tiffany & Co. is by far the most frequently referenced client in Manz's

N ,1971 7-1 923 journals, with well over five hundred pieces of illustrated jewelry

recorded as sold to the company. The journa'ls show that other remarkably

actlve cllents |nc|uded Shreve Crump & Low; Black Starr & Frost Marcus & Co.;

: and A A. Vantlne (“The Oriental Store”) each W|th over one hundred

transactlons rec,orded,.., F. Warter Lawrence and Gorham each purchased over

eighty pieces from Manz during this period. Also noted numerous times in

Manz's sales journals are Cartier; Bailey, Banks & Biddle; J.E. Caldwell;

“ Raym‘ond Yard; ~Theod'ore B. Starr; Bigelow Kennard, and many more.

Table 1

Gustav Manz clients recorded in business journals:
Note: Numbers are approximate due to the large
volume of notes incomplete notes, and lll_grble notes.
Clrgn R ; " | # of pieces:
Tiffany & Co. 531
Shreve, Crump & Low ‘ 117

Black, Starr & Frost 112
Marcus & Co. ' 110

A. A. Vantine ~ 107
'F. Walter Lawrence 80
Gorham 80

George Bell , , ' 77
‘Ferdinand Katz'® - 75

P. Zimner - 67

T. Kirkpatrick : 47

Bailey, Banks & Biddle 33

Wm. Wise & Sons 30

J. E. Caldwell 28

| A Stowell & Co. 28
‘Bigelow Kennard 27
"1 Smith Patterson 27

Gillot & Co. 22
Picksley 20




Combes & Van Roden

17

Theo B. Starr 16
‘L. C. Ferrar 14
Van Dusen & Stokes 11

| W. W, Wattles & Sons 10

Cartier

‘B. Strauss

Greenleaf Crosby Co.

Udall & Ballou

Benjamin E. Palmer

Russel Freeman

Becket & Barclay

| Lautz Bros:

[ Tilden Thurber

‘Raymond Yard

Jilpin & Smith

'David Rough

Forth & Powell

Henry Birks & Sons, Montreal

Brand Chatillon [sic]
Art Alliance ‘

-| Shaw & Brown

" W_ Chariton & Co.

/| Andrews & Umstein

Carl H. Skinner

Maxwell & Berlet

John Boylan Inc.

Grogan Co.

Ernest Michike [sic]

Bennet, Chicago

‘| Hugo Strauss, Germany

Frank R. Huft Co.

The Little Shop

Sam Kirck & Son Co. [sic]

Association for Cuiture

Dreicer & Co.

| Slater & Co.

Mrs. Wm. H. Klapp

Mather & Frisch

E. Frisdi

P. Gillard [sic]

Edith Deane

Mr. Rob Hastings

Marcellus, Pitt Co.

Mrs. Beckham

Stardy & Stages Co.

Shreve, Treat & Eacret

" |. Ernst Lisca




| Chas. E. Graves Co.

-| Van Heusen [sic]
National Society of Craftsmen
Bagg & Co.
| Col Dayton

| Doris Manz -

-1 Helen Manz ;
J. Arthur, 527 5th Ave. -
J. Moore, 527 5th Ave,

" Ferdinand Katz [sic]
Mrs. Klein
Meyerowitz Bros.

E. M. Gassle & Co.

J. Martz
| Mr. S. Baden
| Turl & Farmer

J. Sommer
- C.W. Sommer

Mr. Killian

Mr. C.J. Bernhardt
- "Designer at J. Boylan's Office”

Warner '

Ménz’s scrapbook on microfilm at the Winterthur Museum is another,
i||uminating‘ resource,,although somewhat sketchy. The album includes
éorre_spO-hdénce: several letters between Gustav and his daughter Doris, some.in

‘which the jewelry business is referenced, and several others between‘Doris’ahd |
varidus jev&e|ry’-related entities, all regarding the late craftsman, mostly dating
éhortly after Gustav Manz's death. From these records, many invaluable insights
can be g.leane‘d.‘ Also included on microfilm are several period articles in which
Manz is featured, with a few images of his work. On a more personal note, the

~ microfilm thtains early photos of the Manz family along with genealogical notes
‘and a small, handwritten biography of Gustav by his granddaughter Ann “Dede”

Rathjen (see figs. 2 and 3).




In St. Louis, Missouri, another interesﬁng record of Manz’s career exists:

~ original entry forms for the 1904 Louisiana Purchase Exposition, whichk list him as
- the maker of twenty—flve of the twenty-seven presentatlon pieces in the display of
« quury retarler from New York named Frank Walter Lawrence who had an
‘fupstairs salon.” in New York. Out of these twenty-seven pieces featured in
the World’s Fair, the current whereabouts of one is known, an Art Nouveau style
 comb at ’theCleveland Museum of Art.!"

In addition to the’s,earchives,_one: can also find a few references to Manz
in period magaZi?‘nes~, such as the Jewelers’ Circular and Horological Re:vfeW and -
Arts & Decoration. Other bits of information on his life and work have been found
_in city records and old newspaper articles. Additionally, interviews with the |
surviving gran‘dch’ildren of Manz have provided a more i,n‘timate perspective
| : | through their,memories of Gustav and the family loresurrounding him.

| Of course, the most VaIUabIe pieces of evidence are the products |
) tyh'em'selves.w By comparing available documentation} and works by Gustav Manz,
B _including those ih the po‘eseesion of his survivin‘g descendenfs, in privafe
collections, museums and the antiques market, a number of definitive and
tentati\/e attributions have been made, which will be explored in detail later in this

| _paper.

® Janet Zapata, “The Jeweiry and Silver of F. Walter Lawrence,” The Magazine Antiques (April 2004):
125. : ,

" Entry forms, “Information for Record/Applied Arts Dwnsr‘on——Department of Art/St. Louis World's Fair”
(archives of St. Louis Art Museum) and Official Catalogue of Exhibits Department of Art Universal Exposrtron ,
St. Louis 1904 (Loumana Purchase Exposition Company, 1904): 82. Courtesy of Janet Zapata

" Cleveland Museum of Art, Accession #2001.106.




ThroUgh_anaIysis of all existing resdurces, one can begin to become
familiar with the diétinct style and “hand” of Gustav Manz. His jewelry designs
are best categorized as either Art Nouveéu or Arts & Crafts. Generally speaking,
the foremost charécteri.sﬁcs of his work are its highly sculptural and finely
detailed" gualities. His pieces frequently incorporaté almost fully modeled,
naturalistic depictions of flora and fauna. One often sees leaves and tendrils
comprising the entire form of Manz's jéwelry mountings, the surfaces of the metal
minutely finished to evoke the texture of a branch, veins of a leaf, or the satin-like
- finish of a flower petal.

Repeatedly in his designs one encounters small, realistic-looking forms of
animals, including panthers, elephants, bulls, bears, snakes, dogs, peacocks,
horses, humans, and so forth. These forms often appear as miniature sculptures
atop stick pins (see fig. 5) either with finely chased surfaces or completely
encrusted witH stones (sée fig. 6). Animal forms are also jncorporated into his
designs for rings, pendants, earrings, brooches, and all manner of decorative
ornaments, including sculpture, bookends, and plate ware. As A.P. Veghte of F.
Walter Lawrence, Inc., stated in a private letter within the industry written in 1952,
~ “Gustav Manz, as you no doubt recall, was the finest carver of animal jewelry
during his years in the jewelry business...”'? One of Manz's surviving grandsons
vividly remembers a moment from childhood when his grandfather brought home

a baby wildcat from the Bronx Zoo to study and sketch."® Corroborating this

12 A. P. Veghte, Treasurer, F. Walter Lawrence, Inc., New York, NY, to Mr. Louis Binder, Cowell &
Hubbard, Cleveland, OH, 5 September 1952. Scrapbook on microfilm, Winterthur Museum.

'3 Arthur Rathjen (grandson of Gustav Manz), interview by author, December 11, 2007.




strange story, the short, handwritten biography by Manz's granddaughter says,

“The little rhan with the pink white muStach [sic] and walking stick though retired

will long be remembered by his friends the care takers at the zoo...”"

' Apparen.tly, Manz went to the zoo often in order to observe and better depict the

‘animals so abundant in his work."

Alternately, Manz’s jewelry designs often feature overt symbols of exotic
and ancient cultures (see fig. 7). Time and again he created innovative pastiches

of Egyptian symbals, often enameled and/or set with scarabs. His inspiration

from the Far East manifested itself in the form of dragons, lotuses, and the

seated Buddha. Manz's extensive cultural vernacular further included
ornamental devices from the Classical Greek and Roman cultures, including
architec’tuyral, details, mermaids, bacchanalian themes, and more. Occasionally
his journalé ihclude designs labeled as “Renaissance,” “Gothic,” and even |
“Aztec,” “Japanese,” and Persian.” Seen with more frequency are designs for a
culture more contemporary to Manz and the World War | era: that of American
patriotism, featuring fierce eagles, flags, and red, white, and blue stones (see
figs. 8 and 9). |

Although the subject matter varies widely, there is an overall uniformity in
the explicitly themed nature of his works, as well as in the dense, highly detailed

naturalism of the designs. There is a Germanic robustness present that differs

' Ann “Dede” Rathjen, biography of Gustav Manz by his granddaughter (ca. 1945). Scrapbook on

~ microfilm, Winterthur Museum.

'8 Also apparent are the zookeepers’ more lenient policies during the period.
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from traditional French Art Nouveau, a,hd‘ an American inventiveness in Manz's
deSigns.‘ |

: Firsthand observation of his work and research into surviving

; do,cumentation' reveals not only Gustav Manz's remarkable artistry but also

provides a glimpse into what was probably a typical business scenario for an

" independent jeweler in late nineteenth- and early t\‘Nentieth—centu‘ry America.

Manz is significant for the integral role he represents in post—lndustrial‘Revolution |

American deco“rative arts: that of the highly trained yet completely anonymous
artisan behind; the scenes of well-known retailers and designers. In his |
fundamental yet unrecoghized contribution to his craft, Gustav Manz signifies the

untold story of thousands of artisans, both in the jewelry industry and across an

endless spectrum of decorative arts fields.

N His accomplished but obscured path in business was due to the nature of

~ the industry at the‘turn of the twentieth century in early moderm America. This

- was especially true on the eastern seaboard, where large cities like New York

transformed independent, usually immigrant craftsmen into either factory workers

- or subcontractors to more well-established, wellapubl~icized, and indeed

increasingly mass-marketed companies. In\th'4e field of decorative arts, it is

“almost always these noted firms that receive credit in dialogues on style and

"design, While the craftsmen, who not only performed the actual execution of the

work but also d,evel:oped\ many of the original concepts, are most often

overlooked.
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- This ironic sig‘njifiﬁcar:\ce of Manz’s role in the jewelry business can be
understood in the contexf ofa c‘rucial historic trénsition in ‘thé luxury goods :
market at the time—of traditional, old-world, independent workshops integrating
into a large scale retail scenario. Considering the industry, of the era through the
‘ ’Iéns‘o’f Manz"s‘personal experiénce, one can‘ attain a deeper understanding of
Vsome’of‘ the individual, ‘humén implications of the inherent com”promises :between

traditional craftsmanship and the rise of the weII-pljincized brand name. Manz
- was exc,epti‘oria.l at the former, but like most skilled artisans, he never evolved
“into the latter. He came onto the vibrant American scene full of i:rai-ning, talent,
and promise, sold his work and designs to other companiés, and eventually died
a poor, disiI’Iusioned man who was already largely forgotten by all but a few old-
timers in th‘e industry. o |
GustavMénz was’bom on May‘\ 18, 1865, in Stuttgart, Baden, Germany, in
| close proﬁ(‘imity to the major jewelry manufacturing center of Pforzheim."" He .
was the oldest of five children to father Carl Manz (1828-1888) and mother
Clementina Kolb Manz (1845-1888)."” According to the short, handwritten
| biography on microfilm at the Winterthur Museum by Manz's young
' granddaughter, Ann “Dede” Rathjen, “Gustav always wanted to be a detective
but was unable to become one because of his small stature, so decided to
| becéme a jewelér and during his second year in high school he became an

apprentice which at that time was part of school academics.”®

'® Genealogical notes from unpublished scrapbook on microfilm, Winterthur Museum.
" Ibid.

'8 Ann “Dede” Rathjen, biography of Gustav Manz.
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The biography’ goes on to say:

B Hea‘rying ofan eXpOSitioh in Paris and wanting to see the designs, [he] left
Germany. There he studied for many years, then getting a job [sic] left. for
England to investigate new designs.. He got a notion and left for South
Africa. There he hunted wild animals for specimens, worked in diamond
mines, and was caught in one of the worst hurricanes along the cape.
After almost dying from typhoid fever he went back to Paris and then

- came over to the U.S. The first thing Gustav did was go and see Nlagara ;

~Falls. Arriving back in N.Y. he got a job with a jewelry firm then branchmg
out for h|mself ' ,

- A 1900 U.S. Census record indicates that a thirty-five year old “Gustave”

~ Manz, “jeweler,” lived at 531 West 152nd Street in New York City with his wife,
 Martha Manz, whé was eighteen years of age.?® The record lists 1893 as Mr.

| MahZ’s date of immigration into the United States, when he would have been
‘ etWentyeei'ght--an‘age'that makes sense if one accounts for the years of training
~ he reportedly received in Germany, France, and England, and his adventures in
South Afrlca Judglng from hls date of birth-in 1865 and his date of |mm|grat|on |
in 1893 one can deduce that the “exposnlon Manz reportedly went to see in

Paris must have been the Exposition Universelle of 1889. At this highly

influential event, the tWenty—four—year-o|d Gustav would have seen the

anonymous jewelry work of René Lalique in the displays of prestigious French
firms Boucheron‘ ahd Viver.2' The apparent timeframe does not allow for the

possibility of Manz to spend the alleged “many” years training in Paris after the

| - Exposition. If he subsequently spent a few months in England and a few months

" |bid.
% 1900 U.S. Census (see n. 1).

- 2" Cooper-Hewitt National Design Museum, http://www.cooperhewitt. org/exhlbntnons/archnve/lal|que/
lalique_timeline.htm, accessed November 26, 2007.
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in South Africa, then he could have been in Paris for about three years, from
1889-1892, during the beginnings of Art Nouveau.
| On the aforementioned cénsUs record, Gustav's wife Martha i’s’ showh as
having immigrated in 1892, a year befofe her future husband. Because she was
only ten years old when she left Germany, one can reasonably assume that
| Marthaf and Gustav married some years Iate.r,’after' having arrived separately in
the United States. Itis khown that Martha Bachem was born and raised in the
jewélry. produging town of Pforzheim2 This geographic association and her
union with Manz are both indicators that her family of origin was connected to the
regional jewelry tfade. Thé young Martha Bachem was probably introduced to
her future husband through the same network of German jewelers that
connected Manz to the industry infrastructure ih New York. Indeed, surviving
descendents recall the story that the marriage was “afranged” between Gustav
| Manz and Martha’s-mother, an older business associate named Sophie
Bachem.” The two were wed around the turn of the century. A photo taken
during this time shows the couple, the young man sitting in a high-backed,
heavily carved chair with a “Teddy Roosevelt” moustache and an intense gleam
in his bespectacl’ed eyes. An attractive, well-groomed German girl stands next to

him, her hand placed on his arm (see fig. 10).

2 Caption under photo of Martha Manz, unpublished scrapbook on microfilm, Winterthur Museum.

% Peg Eastman (ex-wife of Robert Eastman, grandson of Gustav Manz), interview by author, November
24, 2007. Peg Eastman was the person who donated the Gustav Manz archives in 1974 to the
" Winterthur Museum, where she was also a docent.
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‘ Gustav and Martha Manz would go on to have three daughters, Helen

(1 90,‘3—?)“, Doris (1‘904‘—1 970), and Gertrude (deceased in infancy).?* Around the
time the girls were born, the farhily moyed from West 7152"‘1I Street in Manhattan
acrosé the Hudson River to the budding artists’ community of Leonia, NJ. Qn the
microfilm at the Winterthur Museum, there is an old photograph inscribed,
“L eonia, 1906, whii:h'sihovéS' Gu$taV, Martha, their two young daughters, a St.
Bernard, a dachshund, and a black cat éll on the porch of a large, wood-shingled
house (see fig. 11). Interestingly, this residence \stil‘l exists, at what‘ is now 173
Christie Street in Leonia (see figs. 12 and 13).%°

The’se«weré prbnniéiﬁg yéars for the talentéd Gustav, who was not only
starting a family in a big house in the suburbs but also beginning a business in
the most vibrant city in America. As an iﬁdependent business entity, Manz first
appears in New York City directories in 1901, but evidently, he had already been
active in the New York jewelry industry for a few years. Again, according to the
handWritten biography, “Arriving back in N.Y. he got a job with a jewelry firm then
branching [sic] out for himself..."?®

City records indicate that Manz’s independent workshop came into
existence around 1901 and remained in business until 1944. The shop’s address

changed several times, reflecting the gradual uptown progression of the New

% Genealogical notes from unpublished scrapbook on microfilm, Winterthur Museum.

% pDeed to house granted to'Martha Manz from Joseph Lauber (November 17, 1903), Bergen County
Clerk’s Office, Hackensack, NJ, Deed Book 572: 515. “No. 2 Map of Property of James Christie,” originally
filed October 1, 1877, Map No. 367, Bergen County Clerk’s Office.

% Ann “Dede” Rathjen, biography of Gustav Manz.
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York Jewelry and shopplng dlStrICtS as a whole Various business and residential

- addresses for Gustav Manz Jeweler are as foI|ows

ngingsg (all in New York, NY) . ; Residence:
190102~ 41 Maiden Lane 1902 531 West 152™ Street, NY, NY
1903 13 East 30" Street 1903-12: 173 Christie Street, Leonia, NJ
©1904-09: 31 West 31 Street 1913-14: 618 West 135" Street, NY, NY
S1910-17: 37 Eaet 28" Street, R. 908 1915-25: 126 Lexington Avenue, NY, NY |
191 8-1,9: 516 5" Avenue, R. 1207 1925-32: ? ', |
1920-21: ; 147 East 125" Street | 1933-34: 1241 Rhinelander Avenue, Bfonx, NY
192223 2 Westi47'“ Street, R.505  1934-44: 7 ‘
1924-34: 1 West 47" Street, R. 1009.
1936 1West47" Street”® 1944-45; Frances Schervier Home & Hospital, Bronx, NY -
1936-44: 42 W 48" Street ,  February 16,1946;  Dies in New York City N

Manz started his own company downtown close to Waﬂ Street on Maiden
Lane, which atthe turn of the century was the epicenter for the jewelry business.
The time period-in which Manz began his career in New York comprised the last
years of ‘the‘ original ;“kcar,riage trade” era, so-called because wealthy clientele
would ride downtown in their carriages to shop for jewelry.® The advent of the
autokm‘ob‘ile and city expansion pushed high-end retail commerce gradually
uptown, and, in accordance, the workshop of Gustav Manz moved sevefal times.

He eventually ended up working on 47" and 48" Streets between 5" and 6"

Y geen. 2.

% Caption on photo in family album in the Winterthur Museum collection reads “Gustav Manz 1 W 47"
St., N.Y.C. 1935 (age 70).” However, a New York Times amcle entitied “Three Firms Rent in Port Building”
(May 26, 1933) reports that Manz rented space at 42 West 48" Street. New York City directories for the
years in question were not found, but as of 1936 Manz is definitively listed at 42 West 48 " Street.

¥ steve Kilnisan, “History of the 47" Street Jewelry District” (lecture, walking tour of 47th Street
between 5th and 6th Avenues, New York City, October 8, 2007).
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Avenues, in the area th‘at continues to be the center for the New York jewelry
trade to this day.

o " One of the earliest documented‘attribu‘tions to Manz is a mermaid | ,
~_handbag mou‘nting that was made during his Maiden Lane days. This piece,
marked “F.W. LAWRENCE,” resides in a private collection. It can be definitively
: attributed to Manzbecause there is a photegraph of the exact same piece
labeled “MANZ & CO, JeWeIers,‘ 41-45 Maiden Lane” in the archives at the

Winterthiir Museum (see figs. 14 and 15).*° The documentation that this was
made' by Mani’s independent company at its Maiden Lane address would date

' the handbag mounting ca. 1901-1 903.31 The then-fashionable design of’ |
intertwined mermaids incorporatee d‘etailed lily pads and lotus flowers. In true Art
N‘ouveau styie, the mermaids’ long hair swirls out in all directions, flewing into the
~ waves and vinee surrounding their sensuous nude torsos and twisting tails. One
mermaid hoids a chryseprase-mounted clasp in her outstretched hand.
| Perh’aps the most remarkable aspect of the design is the way the surfaces
of the mermaids’ tails transition from a crisp crosshatch pattern evoking scales to
. finely chased horiZontal lines evoking weter, creating the illusion that the figures
are partially submerged. The motif is repeated on two plates, suggesting that
they were,cast from a mold created frem a wax model. The plates are connected
at the sides by hinges to allow for the mechanism of opening and closing the |

| handbag. The silver plates measure 6 % inches in length and would have

%0 Unpublished scrapbook on microfilm, Winterthur Museum.

%" The photo also centains three other pieces, two of which appear in magazine articles and which fit the
descriptions from Lawrence’s 1904 World's Fair entry forms.
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Originally been mounted on a fabric handbag. This definitive attribution provi‘des
‘ evrdence of Manz s particular style of metal work. BeS|des the curvmnear
- naturallstlc quallty of the desrgn one can see the pIastrcrty of composrtlon and
detailed surface work which would go on to functron as Manz's hallmark.

;Also originating’ from‘ Manz's Maiden Lane days are the twenty-five piecres;
“he crafted “afo,r F. Walter Lawrence’s display at the 1904 Loui‘siana‘Purch‘ase :
Exposition in St. Louis, Missouri, of whichthere is only one known eXtant piece.
~ This object, an Art Nouveau comb, currently resides in the Decorative Arts

" Department of the Cleveland Museum of Art (see fig. 16).%

The piece is marked
 forF. Wa‘Iter Lawrence. LaWrence’s original entry form for the 1904 St. Louis

; | Exp‘ositionlists himself as “designer,” Gustav Manz as the maker.f 'This ori‘ginalt

‘ document goes on to describe the piece as: “Cypr|an glass fragment and gold

Lotus and Dragon-fly Comb.”?

Evrdently, this was a prlzed work for the company, used as a premium

B example of their offenngs Not only was it featured in the WorId s Fair but it was

also |IIustrated’ in an article entitled “Symbolism in Jewelry,” written in 1903 by F.
| Walter Lawrence for Town & Country magazine,* and alongside another article
on Lawrence in a 1905 issue of Vogue.®®

~ The ‘composition and execution of the piece make it an excellent example

of the American Art Nouveau aesthetic. The comb's three elongated prongs are

%2 Gleveland Museum of Art, accession number: 2001.106, gift of the Trideca Society.

- B Entry form, “Information for Records, Applied Arts D|V|S|on—Department of Art, St. Louis World’s Fair’
(1904).

% F. Walter Lawrence, “Symbolism in Jewelry,” Town & Country (December 12, 1903): 34.

%5 “Embellishing the Fragments,” Vogue (June 22, 1905).
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made of tortoiseshell, while the top, ornamental portion is fabricated from yellow
gold, ancient glass, diamonds, and demantoid garnets. The intriguing “Cyprian
glass’ listed on the 1904 entry form is further described to be a “thousand year
old fragment found in the tombs of the old city of Jerusalem.”*® “This old glass
taken from the tombs throughout Syria, where it has lain for centuries, is
becoming very rare,” F. Walter Lawrence had explained a year prior in a 1903
article in Town & Country magazine that “The fragments are parts of bowls, cups,
tear bottles, etc., and through decomposition caused by the gases in the tombs,
the surfaces of the glass become disintegrated, producing a wonderful
iridescence of indescribable beauty.”’

Although Lawrence’s accounts as to the geographic origins of the
“Cyprian” glass are somewhat varied, it is clear from the piece’s romanticized
presentation that the material was considered to have a historical and cultural
value, as well as a purely aesthetic worth. This sort of part-intellectual, part-
sentimental value system was typical of the Arts & Crafts and Art Nouveau
movements, the proponents of which often celebrated the mixture of precious
materials with non-precious—but nonetheless aesthetically and academically
pleasing—materials. The Vogue article on Lawrence refers to this piece of
ancient glass as “...one lovely fragment used in a ...comb for the hair, where it

would glow like real jewels.”®

% Entry form.
% Town & Country, 35.

% Vogue.
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'Today, the smooth piece of “Cyprian glass” in this hair comb continues to
reflect iridescent h,ue‘sof red, green, brown, andfblue. The slightly concave,
|rregularly shaped fragment is custom framed by Manz's “entrrely hand-

t"*° gold mounting of modeled lotus flowers I|Iy pads, and leaves, all

wrough
oonnected by curving reeds. The flowing lines ,of this American turn-of-the- -
| ‘century design are less whiplésh-like than most of their French Art Nouveau
‘ Counterparts. It is interesting to note that the stylized form of the lily pads and
lotus flowers are almost exactly like the ones seen on the mermaid handbag
ountlng lerng an especially organic flourish to the scene is a small dragonﬂy,
whose wings are set with diamond and demantord garnets, which angles |nward
from the ,frame as though hovering over the colorful glass. |
In the accession information at the Cleveland Museum of Art,** the comb’s
, listedmaker is “F. Walter Lawrence.” The piece’s acquisition information says it
:is agift of the Trideca Society, which is the decorative ;arts interest group of the
" Cleveland Museum that “focuses on progressive design from the middle of the
19th century to the present day.”' Interestingly, the piece did not end up at the
| Museum by way ‘of Gusta‘v’s daughter and longtime business partner, Doris, who
 lived in the Cleveland area for many years. Rather, it was suggested to trustees

- by former curator Henry Hawley, who found the piece in a London dealer’s shop

- Entry form.

“0 Cleveland Museum of Art, http://www.clevelandart.org/Explore/artistwork.asp?searchText
=Lawrence&tab=1&recNo=3&woRecNo=0&view=more accessed December 2, 2007.

* Cleveland Museum of Art, http://www.clevelandart. orglmuseumlmember/afr liate.html, accessed
December 2, 2007.
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" in 2001 3‘2 The comb is marked twice, “F.W. LAWRENGE” on the back and side

~ ofthe gold moUnt,43 and so naturally the Museum has recorded that itis made by

| ‘F.W,'ffLaWrence. Ifit were not for the original World"s Fairentry‘forms uncovered

| by jewelry historian, Janet Zapata, in her recent research on Lawrence,* the fact

that Manz actually y;made this piece would have remained forgotten by history.

".Anotherpiece by Manz, an unmarked dragonfly pin (see fig. 17_),currentlyf o

e resides‘inthe c0~llection of Mrs. Margaret “Peg” Eastman, who is the craftsman’s
: torme~r gr‘anddaughter-‘in—law.‘ The small, yeliow gold b,ro:och ‘is about,an;inch inyk
diameter;' and like the haircomb features ademantiOd garnet and diamond set
- ~dragontly. its tailfsimilarly/curves over a textured cattail reed, lily pad, and lotus
rower framlng dewce | | | |
Although there were no Iaws in the Un|ted States requmng that jeWeIry be
| | stamped wrth maker or retaller marks the reason that th|s part|cular dragonfly pin

is unmarked is probably due to the fact that it was never purchased by a retaller '

ftis known that Gustav s daughter Doris, who orrglnally owned the plece was h|s o

sales representatlve for several years ‘most actlvely during the 19203 Many of
,thegpleces that ended up in her collection were most I~r~ke|y sample items that she
VWOu‘Id present to various jewelry companies. Itis probable that if a retailer had

B chosento purchasethis piece, an identical one would have been fabricated and

. marked «for‘thatretailer, and then attributed 'accordinzgly. .

42 Cathenne Walworth Cleveland Fellow for Decorative Art & Desrgn Cleveland Museum of Art, e-mail
message to author, December 3, 2007. ‘

, * Janet Zapata, “The Jewelry and Sllver of F. Walter Lawrence The Magazme Anthues (Aprit 2004):
- 125, ,

44 Ibid, 124133,

% Albert Eastman (grandson of Gustav Manz), interview by the author, November 20, 2007.
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Although most of Manz S jewelry took on an adoptrve |dent|ty the few

| surv|vmg pleces that are documented as h|s serve as def|n|t|ve examples of his
~W|dely cwculated workmansh|p and style The movement W|th|n the design, the

" ffme surface textures and tlny chased patterns seen in hIS work can be detected

in other tentat|ve attrlbut|ons several of them srmrlarly marked for F. Walter -

| Lawrence Among these non-documented attrlbutlons are a dalsy scarf pin and o

| fsnake brooch, both |n a ‘prlvate collectlon, and both made for Lawrence around

,’ :th‘e same periodas the handbag mountino and Art Nouveau comb ca. 19'03 (see
frgs 18 and 19). These miniature sculptures display the naturalrstrc motifs and
sdetalled surface qualrtles assOCIated with Manz Like the comb both the dalsy :

- pm and the snake brooch are fully modeled wrth frnely chased details on the

o back of the pleces as well as the front. In comparrng the harr comb and snake

e | , brooch the movement of the composrtrons are particularly similar, with almost |
L | every dlrectron of curvature echoed between the two deslgns (see flgure 20). A
: “,further resonance can be found in the attention to small surface qualltles of the B
snake brooch and ha|r comb not to mention the use of ancrent glass as a “lewel.” |
A‘nother example of an F. Walter Lawrence-marked piece likely made by
* Manz is an;impressive yellow gold and pearl choker featuring sailboats (see fig.
f21),~~now :n:a private collection. The necklace, which was made ca. 1903,came ,
~ in afitted box stamped on the lid with “F, Walter Lawrence/ 41 Union Square/
‘ New ‘Yo’rk.’”“a The center segment of the choker is comprised of an old fashioned

- galleon in curvy, stylized form with a baroque pearl effectively depicting its

T Zapata, 126.




,billowmg sail ThebOat is enclosed by a'cyurfving frame of hammered gold, the

urface and attenuated form of which bears a stnkmg resemblance to the settlng '

- of Manz s halr corrlb for Lawrence The only dlfference between the two gold

| frames is not one of style or executron but is merely thematlc wrth the sallboat’
| :‘ioartouche subtly termlnatmg into four dolphln heads of Classmal styllzatlon |n
7 _keeplng‘ with its marine subject ematter. |
 Attached by thiok‘jjfump' ri‘ngs to either side of thi’scurvilinear‘,centersection
'u‘"',are two hammered gold rectangular sections, each containing two smaller o

- fksailboats with :dOg tooth hingefpearl sails, and lively, textured wavesof gyold. .
- erinuterf‘s;urfaced reeds andcattallsreminiscent of those onboth the handbag

. ‘limounting:and ‘Cyprian glass comb-and small, cast scallop Shells comprise the

| vertlcal sectlons of the two rectangular frames. Thick, handmade gold chalns

o : connect the sectlons to the custom-made clasp in back, which also features :

reedsandrscallop shells. -ln:hl,s 1903-art|cle|n~Town & Country, Lawrence S
“;celebrates thlS partlcular plece as an “apt use for malformed pearls ? using ltas |
an example of the “symbolism” or referentlal nature so crumal in the day’s
~ ‘jewelry:_‘“..;‘A jeWeled ornament should first of all be practrcal. ..itmustbe
beaUtiful,j and even ‘m‘ore than{beautifulfit must remindyou of something
| beyond itself..”" |

Lawrence exhlblted this galleon choker at the Exhibition of Jewelry at the

" Arts Club in 1903, alongside his company’s Cyprian glass pleces Slnce we

' }know from doCUmentation that Gustav Manz did the gold work for Lawrence’s

- YTE Walter Lawrence, 34.

_ *bid, 34-35.
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B most important Jewelry at the time and considering the commonalities of style
- and execution between this choker and attributed works it is reasonable to “
N conclude that Manz was most Iikely the. goldsmith who produced this piece
v However F W Lawrence ls the company who commrssroned it, who probabiy
Vhad at leasta V|s|onary role in its design and who definitely retailed it.- In the
. Very Iikely event that Manz d|d make this piece, hedeferredﬁany public B -
| recognition for |t in favor of a mutual business arrangement. |
Another piece ina prrvate collection also marked for F. Walter Lawrence
J,andseemingly also. made dunng the first decade of the twentieth century,; is a
| f‘ small ,brqpch,-ih the form of grapevines, 1 ¥ inches in length (see fig.;‘2’2’). In this

' ﬁdesign twi‘sting?gold grapevines SUrrou'nd three‘ChrVysoprase stones specially |

| ,carved to resemble bunches of grapes One can |mmed|ateiy see |n this plece

e the tendenCIes of Manz, the curvmg, organic qualities and intricate surface

“ detalis.:Even the particular tone of yellow gold used here seems to resonate ;vVith | | :
- ’,’ManZ’s:attriobuted works. In this composition, thetypical'CIassical emblem of the,

" grapevineis arranged in ‘a sort of flattened, twisted heart shape. | Atrun‘catedj ‘
B stem at the,top diverges to two leaf-covered vines, which encom‘pass the three, -

: 'grape cluster-shaped stones, and then fit together at the bottom, seamlesslv

~ beco’ming One;branch again. Each leaf and twisting branch in this enclosed
composition is fuIIy modeled in space, finished on the obverse and reverse Tiny
a ’, veins and matte textures are executed on the leaves, while the grapevme s

| gnarled branches are Iightly surfaced to evoke the grain of the bark. At pomts on
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the top and bottom Ieft of the plece |nd|cat|ons of rings suggest a cross sectron
of a fuIIy dmensronal branch | | o k
The deS|gn for this grapevme brooch would have been modeled in wax,

- "Ilke a mlnlature sculpture The wax model (or models) would have then been

- used to make a mold wh|ch in turn wouId have been used to cast the prece into

| gold 9 The jeweler presumably Manz would then have f|n|shed the piece by
| ‘handf—chfasmg the details, polishing the,gold, and setting the stones_ Accordrng to

interviews with modern-day bench jewelers, this grapevine brooch is “a first class ‘

. piece of :jewelry wo_rk," not only for its detailed execution but for its beautiful,

- sculptural design. This kind of work, fully modeled in space and fully finished on

. the reverse,,is an eXCeedineg rare thing for a jeweler to aspire to nowadays, -

especially when he can make more money simply setting stones.>®

In light of this general asSessment, Witherbee Black’s quote about Manz

o ~‘f‘~being ‘one of the fast of the master goldsmlths beglns to make sense. Perhaps e

* iwhat he meant is that Manz was r more of a sculptor than a mere manufacturer of
‘ settlngs for stones Passages from A Master Sculptor in Precrous Metals,”
‘ ’feature artlcle on Manz ina 1934 issue of Arts & Decoratlon magazune compare
' Manz toold masters like Cellini and refer to his “meticulous attention to detarl, rn
‘ which‘ he exce'ls, ” as Well as his work’s effect of “life-like similitude”: “Mr. Manz. .

~ treats his work, Ii‘ke the Florentines of old, as a p‘Iastic art. His attitudetowards it

9 Arthur Marhev (Master Jeweler, New York, NY, and husband of the author) and Miroslaw Podbielski

* (Master Jeweler, New York, NY), interview by the author, October 23, 2007.

- % Arthur Marhev (Master Jeweler, New York, NY, and husband of the author), in discussion with the
,author December 9, 2007. ,




25

is: that of a sculptor W|th h|s cIay 51 Small and ornamental in nature asitis, this

‘ grapevme brooch resonates wrth Manz s studred detaiied dimensmnal and

- anaturallstic approach

Beyond the style and craftsmanshlp of the grapevme brooch, further
_e\ridence that th|s work was probably executed by Manz can be found in his
o :‘1917-1 923 journals where extremely similar desrgns are echoed (see frg 23) Ah o
, ‘drawmg in h|s books deplcts a grapevme brooch of the same basrc composntlon
B as the extant piece. |ncrdental|y, the brooch is recorded as sold to Tiffany & Co.
- |n 1922 The Ieaves and grapes in this drawmg, while sketchy, have the same
‘proportion as those on the F. W Lawrence piece ' |
One telling detall of thls brooch hes in the tlny, symmetrlcal teardrop— B
. i ‘shaped areas of negative space between sections of Ieaf Th|s same tiny

- stylizatlon is also employed in the lily Ieaves on Manz s mountlng for the Cypnan :

Tglass comb as weII as the |eaves in the mermald handbag mountlng (see fi ig.-

| 24); These small, consrstent characteristics seem to suggest the hand of a
‘ single;maker. What is more, these same grape-leaf forms appear in several |

~other jewelry designs in Manz’s ‘journals such as a bar pin sold to George Bell in'

L ‘ 1921 and aring wrth unknown sales details (see fi gures 25 and 26)

‘ Based on the fact that the grapevine brooch was made for F. Walter
 Lawrence d‘uring the period that Manz was active with the company, and

con3|der|ng the stylistlo srmllantres between extant pieces and drawmgs from his

- Journals one can reasonably assume that Gustav Manz made this grapevine

brooch. Even SO, and unfortunately for the Iegacy of Manz, a reasonable

5! Arts & Decoration (microfilm), 68.
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assumption does not categoncally grant authorshlp Accordlng to Jewelry
; speclallst Barry Weber “The onIy way to be sure of provenance in the anthues
'fm,arket isa concrete signature or definitive documentatic;)n.”52 Even fora
Specialized curator orlhistorian the most ambitious claim of origin to be‘»made in

) Manz s favor is that the brooch was retalled by F. Walter Lawrence and probably )

o made by Gustav Manz who was known to manufacture |mportant works for the

' compa,ny and whodocumented srmllar grapevine brooch designs for T iffa,ny;&
Co. |
Ffu:rther ambiguity lies in the origins of an F. Walter Lawrence hopvine -

: necklace in the collection of the Newark Museum (see flgs 27 and 28). 53 The

e fmodeled Ieafy design of the gold settings and the fact that the piece was

»’ ,manufactured for Lawrence dunng this penod suggests the distinct posslblllty
. At that Manz was the maker This necklace fits |nto a custom-made onglnal case

: embossed for the quury retaller W|th “F WALTER LAWRENCE/ 322 5th AVE / NEW

YORK ” Accompanylng the plece is an onglnal blueprlnt of the. deslgn wh|ch

| reads “1879/ OCTOBER 22™/ 1909."% The inscription around the center stone |
o '(identilied as “opal’) reads “October stone Since opal was and still is
"i“ ' con3|dered to be October s birthstone, and judging by the dates Iisted and the -
| 'use of thlrty stones, one can conclude that this necklace was probably customy- “
made'as a presentation piece for a thirtieth birthday. The colored stones to be

used were listed on the blueprint as follows: “topaz, rose quartz, ruby spinel, |

52 Barry Weber, President, Edith Weber & Associates, interview by author, November 5, 2007. -

% Collection of The Newark Museum, Accession #2004 9.1.1a (2004 Members' Fund purchase)

‘ 5 F. Walter Lawrence, blueprint, Collection of The Newark Museum, Accessnon #2004 9.1.1b (2004 -
‘Members Fund Purchase).
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amethyst calrngorn [src] crnamon [src] stone Jargon sapphlre demant0|d

igolden beryl aImandine ruby, moonstone spinel essonlte obsrdlan kunzrte flre
,r,';'0pal pendot crystal |nd|coi|te hyacinth Z|rcon rubellte chameleon rut|Ie

garnet chrysolite pink tourmaline and aquamarlne ”55 The vanety of mmerals

; used in the necklace results in a mynad of glimmering coIors Interestingly, the

,stones in the actual necklace are setina SOmewhat different order than speCIfled

B gon the blueprrn

t,” % suggesting that the actuaI maker of the plece probably worked .

| ;;rndependently from the de3|gner who conceived the Iayout
: T;hehopvme leaves used in the ornamental settings have the same

' 'proporti?onsas~-thoseini Manz’s journals and on the grapevine brooch.

P ‘F‘UrthermOre'the' collet mounts in thisneCKIace seem to be consistent with

| Manz S usuai approach to stone settlng One.common charactei |st|c of his

o Tdrawmgs and attributed work is that he tended to incorporate stones into the

o body of the gold work in bezel settlngs as we see here, rather than settlng them .

: up into prongs

What is different however, is the fundamental dynamic of the piece 's

\ matenals,jin‘ that this work:is much more stone-centrlc than the sculpturals
N gr‘apev'ine*:brooch and most other Manz attributions. It is as though‘ in
accoﬁrdance with their supporting role to the colorful stones, the leaves seen ’here '

are someWhat less pronounced. With the exception of the modified pendant

R setting in the center, the settings were probably,cast off of one or two molds or

~ ®lbid.

% Zapata, 126.
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 die- stamped The sectrons were then put together wrth Jump rings, hand-chased ,
apolrshed and set Toa precrous metalsmlth thrs would have been a rather

h 5 especrally after the molds or

: routrne jOb rather than a sculptural triump
. kstamps for the leaves had already been made. The piece is still remarkable, but

the vrewer s focus |s drawn to the fascrnatrng varrety of stones rather than a

o sense of exceptronal gold work

Slnce this necklace was a relatrvely strarghtfon/vard prece from‘ a
manufacturer sporntof vrew,lone drstrnct possibility i is that an apprentice or
journeymanin Manz’s shop could have helped to execute its construction. In his
?]ournals Manz refers many trmes to “Larsen to whomi he consis‘tently' -

| ffsubcontracted aspects of jObS Th|s Larsen whom Manz evrdently pard per hours

o ,of work llkely occupred a bench in Manz's shop and functroned as erther an

' apprentrce or Journeyman or possrbly a more experlenced workmaster in Manz S

P employ. Th,rs-labo:r,structure is as old as Jewelry itself and contrnues tothlsday

tobea typicalarrangement for a jewelry production WOrkshop. While Manzis
, unknown his possible apprentiCe l_arsen represents an even deeper and more
k, | pervasrve level of obscurrty in the jewelry industry. |
Regardless of who executed the actual work, without more specific
| lidoc‘umentatron, Manz cannot be definitively credrted, let alone his
. ',T:subcontraCtors All thingis considered, the most ambitious claim of origins for the
‘F Walter Lawrence necklace atthe Newark Museum is that it is made in the o
:style of Gustav Manz, who agarn was known to produce important presentatlon

- - pieces for the company.

% Marhev, interview by author.
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Admlttedly, it seems that vrrtually all extant works marked for F Walter

Lawrence from this early twentieth century time perlod could have been made by |

o ,Manz Of course most pieces of a particular era of Lawrence jewelry would

: knaturally share particular characteristics of design, since they are, after all,
k products of the same company It cannot be denied that Lawrence was a )
‘,deslgner and is Ilsted as such on the 1904 St Lours World s Fair entry forms lt | '
' |stherefore possrble that the srmrlarrties between the F. W. Lawrence—marked |
 pieces are simply due to their common source of design, which theoretically |
: could haye_ been ~outs0urced to any number of different manufa'cturers,o One

= co‘uld make the argument ~that Manz was only one of the jewelers carrying out - B

- ;l_awrence’s{preferred style, which is true. We know from docum'entation that :

‘while 24 pieces of Lawrence’s pieces at the 1904 World's Fair were made by
: ""Manz one was made by Durand & Co and another by JW, Provenzano
| On the other hand it is fair to say that Manz was Lawrence’s preferred
. ! | craftsman, and that as such, he was an inherent arbiter of style in the company s
: jewelry, regardless of whether he was always the actual maker. There is a -
common handiwork to all extant F. W. Lawrence-marked pieces of this period
a that belies a meticulous, heavy craftsmanship of ‘theOld World, combined with a
sense of design influenced by French Art ‘Nouveau_ style and. British Arts & Crafts |
“sensibilities. The combination of these characteristics seems to corroborate the
direct involvement of Manz, as they reﬂect his personal background and training | )
~in Germa‘ny,‘ France, a’nd E‘ngland. Moreover, Manz’s (albeit Iater)" journals show

that he was an excellent draftsman and, as such, he seems to have participated
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' ,a‘ctive“ly in 'the conceptual part of his works’ des_ign, not to mention their actual

- executlon

In several |nstances jewelry W|th qualltles almost |dent|cal to pleces made
~ for Lawrence show up either unmarked or marked for other companies W|th
, whom we know Gustav Manz was very active. In part|cular jewelry attnbuted to
Marcus & Company from the turn of the twent|eth century often bears an !
uncan’ny ‘resemblance to _jewelry of the same penod marked for Lawrence. One
-early example is a‘gold sapphire, and diamond ring marked by “GEO. | E. |
| MARCUS” and exh|b|ted by Marcus & Co. in the 1897 Arts & Crafts Exh|b|t|on in
" Boston (see fig. 29) The nng was made W|th an accompanylng bracelet aII
fabricated during the late 1890s.%° This would have been a few years after |

| . Ma,n;ls;ifmmigration to New York but before he was listed as an independent

S bLlsiness e‘ntityon Maidenv Lane. Perhaps Marcus & Company was the entity for '

,,which Manz reportedly worked before he establlshed his own workshop

R ~ The most strlklng charactenstlc of the ring in particular is the heavy,

. curvillnear design of the gold shank, which could be effectively descrlbed as a
robust, “inte,rlacing tentacles” pattern. Very similar versions of this pattern re- |

| s appear‘on aring made for F Walter‘ Lawrence in 1901 and another ring
illustrated in the jewelry section of a 1917 catalog of frequent Manz client AA
Vantine (see figures 30 and 31)‘., The F. W Lawrence version incorporates the
: dates “1‘851"’; and “1901” into the swirling 'pattern of the shank, indicating that the

R ring was probabl,y made to commemorate a fiftieth birthday or anniversary. The

%8 private collection.

5 Zapata, 87.
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', later rrng for Vantlne s features a slrghtly modlf' ed desrgn whrch allows fora lrttle
‘ arr between the tentacles and a lrghter rmpressron overall

leferences asrde all three rrngs share the same basic desrgn scheme a

R o | network of swrrlrng tendnls growmg wrder towards the top of the shank where

o thelr curvrng ends termrnate rnto bulbs and collet—settmgs for dlamonds Wthh .

B rnvarlably surround a center stone or stones All three rrngs exhlblt the same |

sculptural organrc approach assocrated wrth Manz’s work as well as some of the

u same formal partrcularrtres and flnely textured finishes. For example, the swirling

S tendrrls of all three rrngs feature frne parallel lines engraved along the surfaces

'the same textured‘pattern that can be seen on thecurvrng reeds of the F. W.
k Lawrence'Art'Nouveau comb and other works. In Manz’s journals there are
:'numerous drawrngs of desrgns usmg the same sort of curvy, textured llnes -
termlnatlng in fleshy bulbs and collet—mounted stones (see ﬁgures 32 and 33).
: | Another exampleof work echorng these detalls IS an unslgned, probably later,4
: gold‘ ony)r “jade and enamel pendant made by Manz, now in‘ the collectlon' of 7
. kManz S former granddaughter—m -law (see figure 34). |
ln talklng to prominent dealers and collectors of anthue Jewelry, it is
) | lnterestln,g' to note that the partrcular features discussed above are generally :
‘ ‘conSidere‘dto be ind’ictors of Marcus & Co.’s turn—of-the-century style. Work by
thls luxury jewelry and' precious metal supplier of the late nineteenth- and early
. twentieth century in New York, While somewhat obscure,: i's appare,ntly more

- widely regarded than either F. W. Lawrence or many other smaller retailers, who |

l carried pieces with the exact same features. In today’s antique jewelry market,
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| dealers and auction houses h‘ave tentatiyely attributed numerous unsigned
o piecesfrom,this period' to Marcus&Co basedon the charaCteristiCs listed

_ above. An explanation offered on more than one occasion was that Marcus & Co.

k often did not sign ftheir pieces EXtantvexamplesinolude a baroque pearl scarf N

~ pin® and a moonstone pendant61 (see figs. 35 and 36) both on the current
"‘antrques market in New York both wrth the same tendrils termrnatrng in t|ny
'bulbs in the same hammered yellow gold. Overall avarlable resources have -
. shown that many of theSe,turn-of-the—century “Marcus & Co.” pieces bear Stl’lkl‘ng :
- ‘similarities to;the jewelry wares of not only Marcus but also Lawrence and other o
 known dlients of Manz (see figure 37). o
, lt"is. not difficult to speculate that Marcus & Co. came to bethe fcompa‘ny : ~
o "mostlwidelytassociated with Gustav Manz's early style of work. Records show
o ‘;that" cyatle‘astduring slightly later years;cManz was indeed very active with Marcus ;
B “i&,Co{,‘;even more‘ so than he was with F. W. Lawrence. Statistics COmb'iled from
his 1917-1 923 journals show that he sold at least 110 pieces to ~Marcus~ & Co
durrng thrs period compared to around 80 pleces for F W. Lawrence Also
,Marus & Co was a Iarger and more well- known company than F W Lawrence
Interestingly, in Manz s journals, there are several |nstances of srngular |
“bieces that are recorded as sold to not one but several different companies, with
‘ “,Marcus, Lawrence,and others simultaneously purchasing examples of the exact

B Same de‘sign,(see fig. 38). It seems clear in observing the striking similarities , |

. 6 Ronald Kawrtzky antique ;ewelry dealer, D.K. Bressler and Co. Inc., New York, NY, mtervrew by
. author, December 21, 2007. ~

. &1 Barry Weber, President, Edith Weber & Associates, New York, NY, interview by author November5, -
007 o
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between turn-of-the-century Marcus & Co. and F.W. Lawren‘ce jeWeIry; in
conjunction with records in Manz's slightly later notebooks, that the unmarked
examples on the market can more realistically be traced to a common
manufacturer than a single retailer. It is quite possible that the reason the
unmarked pieces on the market, tentatively attributed to “Marcus &Co.”suchas
‘ the m‘ocnstone pendant and the baroque pea‘rlsti‘ck pin, were not hallmarked as
such is becauee these specific items were never retailed through th’e company, |
even though there is a distinct possibility that ,practically identical items of the
same origin were.
| Besides the docurnentation in Manz’s journals, turther evidence that F. W.
t 4LavrrenCe and Marcus & Co. jewelry shared origins of manufacture and design
can be seen in very similar Egyptian revival pieces made for both companies. In
| a private 'collection‘, ‘a suite markedfor F.W. Lawrence,: ca. 1905-1 91 0, includes
a necklace and pair of ‘earrings‘ featuring turquoise scarabs set into gold asps
~ and uraei (stylized forms ofk Egyptian cobras) and lotus flowers decorated with
blue, green, red, and white enamel and dangling pearls (see figure 39). The
| maker’s attention to detail is evident in the intricate chasing on the obverse of the
- piece as well as on the reverse. | | |
A turquoise scarab brooch in another private collection (see fig. 40) looks
as though it belongs with the F. W. Lawrence suite. This piece, however, is
marked for Marcus & Co. Here, the sarne stylized lotus leaf forms are enameled
with the same blue, green, red and white hues. The ‘gold uraei forms also bear

the exact same enameling as those on the Lawrence suite, with the same
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- “double-barrel” pattern on their chests and identical color schemes. The only

difference between this Lawrence suite and the Mardus brooch, bésides their
respective hallmarks, are some of the specific motifs employed. Whereas the
Léwrence scarabs feature gold settings of intricately carved snakes, Marcus'’s
scarab features a gold setting of intricately Carved wings. Both of these
ornamental deVices wefe standard in Manz's repertoire, according to the
abundant Egyptian revival designs in his later journals, many of which also
’include scarabs, uraei, and enameled Iotus flowers (see figures 41, 42, and 43).
Consistent 7not’es in Mahz’s 1917-1923 business journals show that during
this time period, the majority of his Egyptian revival pieces were sold to Tiffany &
Co. His sales records indicate that his Egyptian designs were especially
r.sUccessfuI in the early 1920s, when highly publicized excavations, among them
the discovery of King Tutankhamen’s tomb, piqued the public’s interest in all
things Ancient Egyptian. Once again, as had happened after Napoleon’s
conquest of Egypt in the early nineteenth century and again later in the Victorian
era, the decorative arts strongly reflected this particular cuitural trend. Manz's
desighs include an afray of inventive pastiches of Egyptian motifs, with sphinxes, |
eyes of Horus, hiéroglyphics, pyramids, winged scarabs, ankhs, asps, lotuses,
and figural elements all mixed together without much regard to their original
intended order or ancient significance but rather to achieve a pleasing aesthetic

effect and general sense of “Egypt-ness™? (see figs. 44-46).

, 2 yvonne Markowitz, Curator of Jewelry and former curator of Egyptology, Museum of Fine Arts,
Boston, interview by author, August 24, 2007.
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An exhibition review in a 1924 issue of Jewelers’ Circular for The Industrial
Art Exhibition at the Metropolitan Museum of Art includes a black-and-white
photo of two works ‘Iabeled “by Gustav Manz,” including an elaborate Egypt
Revival pendant,63 (see fig. 47). The péndan\t features a hard center stone
carve‘d“with the bklk,ISt and pfofile of a pharaoh, right arm and scepters folded over
his chest. This carved center stone is set into an elaborately modeled mounting,
with wingéd uraei; seated pharaohs in full relief, and stylized lotus flowers
| surroUnding a carved scarab. Dangling from the bottom of the pendant is a
three-dimensional pyramid form. It is not difficult to see a strong connection
betwéen the inventive pastiche of Egypt tha‘t Manz exﬁibited at the Metand the
earlier Egyptian revival pieces made for his frequent clients F. W. Lawrence and
‘Marcus & Co; | |

An extant ring marked for Tiffany & Co. echoes one of the Egypt RéviVaI
design schemes found host frequently in Manz’s journals (see figs. 48 and 49).
‘ Modeled‘ in relief bn each side of the yellow gold shank is a smooth, round face,
| framed by a translﬂu’cent green enamel headdress bezel-set with five round
di’amonds., The headdress is shaped much like a pharaoh’s or sphinx’s but is
~ rounded up at thé shoulders instead of squared-off at the corners, as is typically
seen. ‘Several drawings in Manz’s journals show Egyptian revival designs with
similar-looking faces arranged in the same way, on either side of the center stone
(see fig. 50). One such drawing, marked “BrOke‘n up,” features a face and

headdress that are particularly comparable to the ones on the Tiffany ring. As it

& |sabelle M. Archer, “The Present Trend in Decorative Designing, Traced Through the Industrial
Exhibition Now at the Metropolitan Museum,” Jewefer's Circuiar (January 30, 1924): 53.
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turns out, this figure with the rounded headdress is associated with the Goddess

Bat (pronounced “Bot”), a rather obscure Egyptian goddess of cattle who is

Sometimes seen in ancient architecture but very rarely in jewelry.?* Below each
 face is a stylized lotus flower with green, red, and white enamel, very much like

the ones used in the Lawrence and Marcus Egyptian ,revival pieces and featured

in numerous designs in Manz’s journals (see fig. 51).

AIthough the date inscribed inside of the ring, “1901,” is considerably

- earlier than Manz's journals and his Egyptian—themed works at the Met, the ring

looks more like it was made during the 1920s. It seems that the inscribed date

t65

could very possibly reference a prior event.” Regardless, the turn-of-the-century

date is certainly not outside the time period in which he was active. Since we R

“know he was making_pieces with other important companies by this time, it is

probablefthat he had already instituted a relationship with Tiffany & Co. as well.

- After all, one must consider that Gustav was well into his fifties, at an advanced
| stage of his vocation by the time the 1917-1923 journals were made. While the
| ring's 1920s style coincides with the period in which Manz was documented to be

very active with Tiffany, the inscribed date of 1901 also coincides with the heyday

of Manz's career.

Al thrngs considered, this Tiffany & Co Egyptian revival ring was very

likely made by Manz Even so, when dealers and coIIectors buy a ring marked

~ for “Trffany &Co.,” they typically assume that the ring was made by Trffany & Co.

%4 Yvonne Markowitz, Curator of Jewelry and former curator of Egyptology, Museum of Fine Arts, Boston,
" interview by author, August 24, 2007.

8 Janet Zapata, note to author, March 2008.
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It is an established name that one can trust, an illustrious business widely
associated with chigh quality and impeccable design. Naturally, the regular
| incIu‘sicn cf rnakers’ marks of unknown, untrusted, outscurced designers and
jewelers would be counterproductive to the company’s reputation as high-end |
manufacturers. Independent wholesalers like Manz were therefore ‘requiredto
mark the pieces for their retailers only, for the same reason the antiques market -
o resietsacknowledgenwent of outsourced makere: to maintain the illusion of a
- cohesive scurce, ccmcrehenSibIeffand attractive to the public. Ina “Catch-22”‘
scenario, manufacturers like Manz did not :have a reputation with the public
because they could nct mark their pieces, and could not mark their pieces
- because they did not have a reputation with the public.

A Louis’ Comfort Tiffany brooch, ca. 1 91 5-1925 (see fig. 52), is further
evidence of Manz’e early association with Tiffany. The brooch, comprised of
enarneled lily pads,’ is undeniably related to designs recorded in Manz’s journals
(see figs. 53-55). Specifically, one of Manz's drawings for a piece sold to “Wm.
- Wise” in 1922 is especially comparable to the L. C. Tiffany work. Considering the

evident chronology, it seems that Manz simply fashioned this piece in response
to the famous L. C. 'i'iffan'y creation. However, upon close consideration, the
relationship betweenf some of the designs of Manz and Tiffany was probably not |
~ such a straightforward, derivative dynamic as it may at first seem.
| o In Manz's journals,’ there is intriguing indication in regards to the

relationship with Louis Comfort Tiffany. One of the grapevine brooches in
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Manz’s~journals strongly echoes the designscheme of pieces by L. C. Tiffany®®
~ (see ﬁgs; 56 and 57). Yet the work in Manz’s joufnals could not have beeh made
| asa :piratejd design, because it was éctually so‘Id te Tiffany & Co. Why would -

; Tiffany onsOUrce a Louis Comfort Tiffany piece? CéUld |t be that Mahz was e :

“ manufacturer for a few pieces for‘L. C. Tiffany as well? Extant pieces seem to |
K f suggest the possibility.:’Abropch by Louis Comforthiffany (see fig. 58) ca‘rries
fhe trademark swirling tenydrils‘ seen in early Man“z‘ aftributions. Other examples
in Manz's journals, such as a peacock pendant sold to Tiffany & Co.‘, also
'reso‘nate(seeﬂg. 59).

| In comparing early ext’an_t ’works With thelater designs in ’hi‘s journals, -
there is a"general ‘impressioyn that after Manz became established in the upper
. ,echelons of the jewelrytrade throughout the first decade of the ‘t\}ventieth‘century,
he simply continued doing varia’tio‘ns of his staple themes and ornamental
| devices. It ‘seems ‘that‘by the time the journals were created, Manz had t;ecome
| rhore production-oriented in his jewelry, integrating elements from earlier
~ exhibition and ‘custom-made pieces into more readily consumable rings, stick
pins, and pendants. Of course there were the exceptional important pieces of
- jewelry made later in his career, namely the three pieces he teportedly made for

the House of Jewels at the 1939-1 940 New York World’s Fair.5” Overall,

- however, it appears that most of Manz’s “haute cout’ure” jewelry work was
produced during his heyday, around the turn of the century. After these initial

important works proved his ability and instituted him in the business, it seems

% Janet Zapata, e-mail message to author, January 1, 2008.

8 Ann “Dede” Rathjen, biography of Gustav Manz.
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| that ‘Manz"s jewelry mostly served as regular stoek items for luxury retailers;
- “prét-a-porter,” if you will
Exarnples of these more production-oriented items can be found inthe
1917 trade catalog for A‘.‘Ai Vantine, “The Oriental Store,” one of Manz's most
frequent clients at the time, according to his journals. Vantine’s, “The Oriental
Store,” was located at “Fifth Avenue & 39" Street, New York.%® Their small

_catalog is full of imports from the Far East, as well as Qriental;—inﬂuenced designs
and strange hybrids of East and West. Included among the exotic furniture,

- clothing, toys‘, and novelty items isa jewelry section. These four pages contain
d‘ozens’ of photographic‘ images of jewelry, several of which either completely
match or closeiy echo designs in Manz’s journals (see figs. 60-64). ltems of
jewelry found in private collections are almost undoubtedly of the same origin as

| thoSe in thecatalog (see fig. 65). Characteristics of these jewelry items, such as

| their identical cast or die;stamped elements and repetitive forrnats, indicate a
"streamlined production geared towards volume. Established as his methods and
ornamental devices may have been, Manz still maintained a sense of quality and

: variety in his ever-slightly-changing design schemes. His workshop churned out

hundreds of eueh interesting stock items a year, marginally sustaining his

finanees but never securing his aesthetic legacy. - |
Meanwhile, Gustav continued to aspire for artistic recognition as a

| seulptor, and struggled in his personal life. His marriage to Martha, which, had

been arrange‘d around 1800 between Gustav and the bride’s mother, business

associate Sophie Bachem, feII aypart around 1910. Martha was seventeen years

8 A. A. Vantine & Co., Inc., Fifth Avenue & 39" Street, New York, NY,1917.
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younger than Gustav and, according to survivihg descendants, was very active in
| the Women'’s Suffrage movement. She edited a local newspaper, “Leon‘ia Life” in

Leoniya, New Jersey, a"‘nkd later during World ’War II’ started a restauraht Called
“The Knoll” in Westerly, Rhode lsland.s‘g It is unknown what, exactly, instigated

hér sep‘arati’on from Gustav. Whatever her motivation, the young German

iml‘nigr‘a‘nt defied Social norms of "the d‘ay to divorce Manz, andsubsequently

remarried a violinist in the New York Philharmonic Orchestra n‘amed,Arpod
| Rado.” It appears that daughters Helen and Doris stayed with their mother but
maintained a relationship with their father, Gustav, who changed residence
around the tiyme'of the divorce, from the family’s house in Lebnia, New Jersey, to
ah apartment in Manhattan.”* For Manz, it was the end of a long commute but
also, presumably, the end of a suburban ideal he had been willing to cdmmute ~
for for years. Accordihg to the memories of a surviving grandson, Gustav Was a
kihd man but very much “in his own world” and “caught up in his work‘,”72‘ |
sometimes, perhaps, at the expense of‘ relationships. |

After ‘the divorce, Gustav continued to support himself in New York

"~ through his jewelry” while seeking validation through recognition in the fine arts.
The business arrangements of jewelry manufacture and the “decorative” nature
of jewelry as a whole denied Manz credit as an artist, even though most of his

work can be described as miniature, wearable sculptures. In creating larger,

% Robert Eastman (grandson of Gustav Manz), interview by author, November 30, 2007.
7 1bid. |

" New York City telephone directories.

2 Arthur Rathjen, interview by author.

7 Gustav Manz was always listed as “jeweler” in New York City telephone directories.
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freestanding sculptures in bronze, a more seriously regarded art from, Manz also
created the chance to claim ownership of his oonsiderable talent, his hard work,
his aesthetic understanding, and his years of training in the academic traditions
of the Old worid. |
Unfortunately, this avenue did not Iead to critical success. A New York
‘ Tlmes artlcle dated May 19, 1912 “Art at Home and Abroad,” reviews an exhibit
“at the National Artsf Club, in whlch Gustav Manz's bronze sculpture Fighting
Panthers was exhibited” (see fig. 66). The article offers a rather negative view of
~his work:
..Animal sculpture is present in numerous examples a number of them
, worthy of association with the splendid Barye ‘Panther and Alligator
Anna C. Hyatt's ‘Panther’ braves comparison in the security of sincere
workmanship and a robust grasp of the essential anatomy. ‘Fighting
Panthers’ by Gustav Manz, in spite of the|r pitched battle, seem less in

earnest more in the nature of ‘poseurs,’ nor do we expenence tremors in
~ the presence of Eli Harvey s ‘Red Lion with Antelope

This negative revuew must have been a disappointment to Gustav, for the .

fighting panther was one of his defining motifs. Over and over again in Manz’s ‘

journals there are desrgns for fighting panthers The vicious figures usually

comprised goId ring settrngs often surrounding an off-center stone. Manz’s

fighting panther rings were sold to an array of companies, including Pickslay &

- Co.; Combes & Van Roden; Bailey, Banks & Biddle (see fig. 67), and more. A.
A Vantine’s 1917 trade catalog features a photographic image of one of these |

- telltale rings, clearly designed and manufactured by Manz (see fig. 60), but not

advertised as such.

7 «art at Home and Abroad,” New York Times (May 19, 1912).

. 7% Ibid.
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‘ ’T‘he freestanding Fighting Panthers sculpture took Manz’s iconic design to
a grander scale and a more “fine art” format. The bronze form, m‘easuring 18 %
|nches by7 1/z |nches was cast in 1912 by B. Zoppo foundry in New York, the |
same year |t was exhlbrted in the same city and drsmlssed as unsuccessful. O

Many years later in 1961, this sculpture would be donated to the Museum

of Natural H|story in Cleveland by Gustav's daughter Doris. At that time,
,' : correspondence between Doris and the museum appraised the work’s value at
$1,000.” A Cleveland newspaper article reported a brief blurb about the
don'ation‘ and its maker, the late “sculptor and goldsmith” Gustav ‘Manz‘, who
o “designed ‘je\rVelry for many houses, among them Tiffany and Cartier.”™® A
brochu‘repub'vlished by the Museum in 1965, “An Exhibition of Natural History
| Art;”/lists the Manz sculpture “Fighting Tigers [sic],” as an exhibited work.”®
| Today, F/ght/ng Panthers still resrdes in the museum’s Fine Arts collectron where
it prowdes décor on a shelf in the rare book/conference room.%® In his lrfetrme
Manz produced several other freestanding works in bronze, som,e of which are in |

‘the possession of surviving descendants, but he would never attain critical

recognition in this field.

7 Carole Camilio, Registrar, Cleveland Museum of Natural History, e-mail message to author, January .
12, 2008.

7 William E. Scheele Director, Cleveland Museum of Art, to Doris Eastman, 2 November 1961, on
_ microfilm at Winterthur Museum.

| ™uGifts Aid Science Museum,” unidentified Cleveland, OH, publication (1961), photocopy on microfilm
at Winterthur Museum. ; '

7 Ibid.

% Garole Camilio, Registrar, Cleveland Museum of Natural History, e-mail message to author, January .
12, 2008.
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If jewelry consumers could not drstlngulsh h|s work, and art cntlcs would
“not valldate it, then perhaps God provrded a more apprecratrve auduence Gustav
made several |mportant commissions for sacred plate for churches. A 1932
feature article in Jewelers’ Circular magazine describes an ostensorium ‘
~ commissioned by retailer Feeley Brothers, which was designed and fabricated by
B Mahz and presented to the Church of St. Francis of Assisi in New York (see fig.
68):
The completed work is a masterpiece of the goldsmith’s craft in its artistic
conception and beautiful execution...It was a labor of love on the part of
Mr. Manz and is considered his crowning triumph as well as a brilliant
fulfillment of his highest ambitions. Rarely indeed has one man been -
‘permitted to design and execute an entire piece of that magnitude,
involving as it does almost every phase of a jeweler’s art. Both while
working in the old country and here, the artist had made parts of
ostensoria and had often dreamed of maklng a complete masterpiece,
which he has now done.®! ,
Three years later, Manz made another elaborate ostensorrum for luxury
. retaller Terheyden B. of Pittsburgh, Pennsylvanla (see fig. 69). The vessel was
/ presented by Reverend J. R. Cox of Pittsburgh to the Shrine of Our Lady of
Lou’rdes, France, where it was used to carry the Blessed Sacrament for the first
“time on August 14, 1935.% An extant photograph shows Manz fabricating this
piece (see figure 70), which measures 21 7/8 inches high, and 9 3/8 inches
across, weighs 875 dwt., and contains 74 diamonds with a total weight of about

16 carats, and one emerald. A period article in a Pittsburgh publication

discusses the meaningfdl presentation of the piece, and the wedding and dental

%A Golden Opportunity in Every Community,” Jeweler's Circular (December 1932): 37.

® Photo caption handwritten by Doris Manz.




44

goid used to make it, but it does not mention the craftsman who constructed it.®

As was typicali, the donor rather than the maker received the public recognition
for this important presentation piece.

Despite his noteworthy endeavors in the fields of presentation plate and
sculpture, Manz’s identity in city directories remained that of “jeweler” throughout
the 1920s, ’303,'and into the ‘403, indicating that he cbntinued to be active
manufacturing and selling items of personal adornment to the luxury retail tradé.

For several yéars during the 1920s and early ‘30s, Gustav's daughter,
Doris, also WOrked in the New York jewelry industry, as a sales representative for
her father. According to surviving descendants and other sources,® thé young
Miss Manz’s job was to bring samples of her father's jewelry to retailers in New
" York and other cities, such as Chicago and Philadelphia. She would present the
sample line, take the retailers’ orders for jewelry, submit them to her father, and
then 'arrange their delivery upon manufacture. It seems that Doris inherited her
mother’'s sense of femaleiempowerment, for it was extremely rare in those days’
for a young woman to perform as a traveling jewelry salesperson and diamond
broker. Her beauty and her ties to important luxury retailers somehow resulted in
Doris’s portrait being featured as the cover of McCall's magazine in November

1924 (see fig. 71)%° when she was either twenty or twenty-one years old.®

8 «Father Cox gift presented at French Shrine,” unidentified Pittsburgh, PA, newspaper (ca. August
1935), reproduced on microfilm at Winterthur Museum.

8 Albert and Robert Eastman, interviews by author. Letters from Gustav Manz to Doris Manz on
microfilm at Winterthur Museum also refer to their business relationship. 1930 census lists Doris Manz's
profession as “jewelry” (see 1930 U.S. Census, Manhattan, New York, NY, District No. 31-262, Sheet llla,
107 East 21% Street 1-50).

® McCall’s, 52, no. 2 (November 1924).
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In 1932, Doris married Albert Eastman and moved to Shaker Heights,
Ohio. The couple would go on to have two boys; Albert and Robert Gustav -
Eastman. Because of~ Dbfis’s business and personal relationship with her father,
she was‘;in‘ possession of some fascinating sample pieces of his wdrk, which she
~ passed down td her sons and their families. Fortunately, several of these sample
pieces remain and give an exCellent indication of the process and quality of
 Gustav Manz's work.

Perhaps the most ihteresting pieces in the Eastmans’ collections are the

' original wax modelsfthat still exist (see figs. 72-74). All three small waxes are
' highly dimensional, ,detailed fOrms of dogs: a schnauzer, a hound of some sort,
and é terrier. It seems from their scale and highly modéled’ nature that these
"‘fi’gurés wére most likely intended’to be brooches. However, for some reason,
they were never made into molds and never cast into metal, a process which in
those déyé (before the advent of silicon molds) would have certainly melted, and
‘thus déStroyed, the wax.87 These rare survi\‘likng original models serve as o
evidence‘of Manz's procéss and give an intimate demonstration of his
remarkable talent as a sculptor. The figures, while miniature, are tremendously
lifelike, their proporfibns studied, and their details rendered with obvious care.
The marks of the engravi‘ng tool read like confident brushstrokes, convincingly
evoking the fur pattérns of the animals depicted. What is more, the posture and
expreséion of each dog conveys its breed’s characteristic personality. These

waxes, fashioned from Manz’s immediate hand, are testament hot only to the

% Notes for the McCall’s cover written by her sons Albert and Robert Eastman (May 15, 2002).

& Arthur Marhev, interview by author, December 8, 2007.
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craftsman’s process but also to h|s undeniable skill for capturing distinct forms of
life in his carving. There is a real s;ense that Manz had a love for the animals that
he depicted. : , J |

Another of the extant sample pieces still fn the possession of Doris
Eastman’s descendants is a segment of a bracelet featuring a repeating motif of
fully modeled elephant heads (see fig. 75). The elephants act as a framing
device for plagues set with what appears to be lapis lazuli and green jade. It
seems that the pachyderm, along with dogs, panthers, and bears, was an animal
Manz had a special penchant for carving. A grandson of Manz vividly
remembers a piece made by his grandfather: a small, freestanding silver
elephant which used to stand on the mantle of the family fireplace but has since
disappeared.®® The three elephants illustrated on an F. Walter Lawrence
postcard (see fig. 76) were most Iikely made by Manz, especially considering that
the postcard can be found in Manz’s microfilmed scrapbook in the Winterthur
Museum Library. In a typical scenario, one can see that this image of Manz's

creation was used to represent the fine metalwork of a luxury retailer, in this

- case, the F. Walter Lawrence Company.

Throughout Manz's journals, elephants repeatedly appear, dangling in a
pair of earrings sold to “LC Ferrar” (see fig. 77) and encrusted with diamonds in a
brooch for Cartier (see fig. 78), to name two examples. Very similar looking to
the work sold to Cartier is a diamond-set elephant, a photograph of which is
included “Courtesy of Black, Starr & Frost” in the Arts & Decoration article on

Gustav Manz (see fig. 79). Still in the possession of a great-grandaughter is a

‘8 Albert Eastman, interview by author.
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| silver eIephant bracelet (see fig. 80). In a letter to Dorls probably written in the
late 19303 Gustav wrrtes “We [sic] making a lot of elephant goods as elephants
are qulte fash|onable in N.Y. | made some elephant clipp [sic] pin for Cartier and
some for Lawrence...” |
~ The letter goes on to desCribe and list prices for three pieces Manz was

sending to Doris by registered mail: “1 silver gild [sic] e|ephant‘ bracelet...This
shoLrId bring 50.00 incl. tax/ In 14K gold it will cost 150.00 incl. tax/ Weight 2ouz.
- [sic] go|d/ 1 14K e|ephant clipp [sic] pin with jade sapph. ruby 60.00 incl. tax/ 1
plat elephant charrn. .32 incl. tax.. 90

Another exotic motif that seemed to sell well ,for Manz's clients, the seated
’Buddha, is represented in an enameled pendant in the 'Eastman’s collection (see | '
- fig. 81). If there was any doubt that this sample piece and the others in the '
collectlon were made by Manz one need only to compare it to a drawing in his
Journals showmg an almost identical pendant (see fig. 82). This particular journal
- entry contarns no sale information. However, there is a very similar pendant
recorded as sold to Gorham (see fig. 83), a seated Buddha ring sold to Tiffany &
| \Co., and anofher ring sold to Shreve, Crump & Low (see fig. 84), among several
other designs with this motif.

A small cast seahorse, also in the Eastman’s collection (see fig. 85), can
be compared to an elemenf from a drawing in Manz's journals titled Pr silver +

gold salt dishes — seahorses and shells” (see fig. 86). A plethora of other cast

~ elements (see fig. 87) in the possession of grandson Robert Eastman were likely

- % Gustav Manz to daughter Doris Eastman, ca. late 1930s, on microfilm at Winterthur Museum.

% |bid.
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to be used in much the Same rﬁanner, as décorative elements on various forms -
of metal plate. These works in progress:were perhaps retrieved from Mariz's
workshop. There are several indications ’that his creativity remained prolific until
, the end of his ca“reer, which closely preceded the end of his life. R
| Although his business was still active in the Iaté 1930s and early 1940s, it
' ‘seems tha‘t4 Ménz i‘ncreasirigly relied on the welfare of his daughters Doris :
Eastman of:S:haker Heights, Ohio, and Helen Rathjen, who lived in LeOniak, New
Jersey. Gustav had at some point remarried a woman named Bertha, or Be'rty
to whom he reférs |n letters and who the grandchildren remember. Gustav and
| Be‘tty’ faced many hardships in their years together’; Coinciding with the
| ovenﬂheim‘ing;‘ﬁnan‘cial troubles of the Great Dep’ression, Manz suffered from
illnes’sin: the 1930s. Hngraridsbn Arthur Rathjen recalls that the doanaIi of his
grandfka‘ther’sheaith‘was}due to his habit of incesSantiy' smoking a pipe, which'
j Cau‘sed "him t’odeVeIo‘p éaricer |n his lip and ‘palate. In a letter dated March 13,
1939, a ‘r‘epresentative of F. Walter Lawrence, Inc., replies to Doris Eastman,
wth had apparently made a réqUest for work on hér father’s behalf: |
Of course | do not know how soon Mr. Manz will be éble to continue his
work, or whether he will feel capable...Conditions in our business have
been demoralized for the last three or four years, and it is a very difficult
time to make contact with anybody. | think if Mr. Manz felt so inclined he
could probably get a job with one of the big manufacturers, but it would be
a difficult change for him, as he has always been his own boss...%'
In a slightly later, handwritten letter to his daughter, Manz CIaimS:
We are well, moved last week to another apartment nearby with elevator

services...as | can not walk so well again. Otherwise | am feeling fine and
hope this condition will keep up for another 10 years, with betterment of

ot George Hepbron of F. Walter Lawrence, Inc., to Doris Eastman, 13 March 1939, on microfilm at
Winterthur Museum.’ '
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the living condition. | mean, that business will improve and the
income...The jewelry trade is just very quite [sic]...Last month it was fair. |
got a few things from Black St. F...Mr. Black is a fine man...*

‘While Manz femained his own boss, it seems there was a certain pitifui
dynamic, that those giving him work were generous for doing so. In more than
one letter contained in the‘Wi‘nterthur Museum microfilm, Manz thanks his
daughter for helpihg him financially. |

~As survivihg grandson Robert Gustav Eastman‘re;calls:

| can vividly remember mother telling me it was so sad that his customers,
who loved his works, were not more financially supportive towards his
talent. She knew this firsthand as she was his salesperson... when she
moved from New York to Cleveland in the early '30s, and continuing past
Gustav's death, she always sent Gustav and Betty a check to help them.
As Gustav got older, and costs continued to rise beyond income, | vaguely

‘remember my mother telling me one day my grandfather went into his
shop, turned on the Bunsen burher and attempted suicide. He was found

- slumped on the floor by one of his employees, barely alive and taken to a
local hospital. He eventually recovered but was never the same and had
to be cared for in a county hospital or sanitarium where he survived on
public welfare until his death. This broke Mother's heart. This ending to a
great artist's life has never been confirmed or denied but just pushed back
into a ‘closet’ and lost but for a moment in time when a mother told her

- eight-year-old son a very private tragedy about her father...*®

The “sanitarium” where Gustav spent much of the last year of his life was
Frances Schervier Home & Hospital in Riverdale, Bronx, New York.* Frances
Schervier was a nun who had created this institution to help those who needed
healthcare but could not afford it. This establishment still exists and has a brief

record on file for Gustav Manz, listing his basic information. He was admitted on

%2 Gustav Manz to Doris Eastman, ca. 1940, on microfilm at Winterthur Museum.
% Robert Eastman, e-mail message to author, January 13, 2008.
% postcard from Gustav to Doris features a photograph of a building that reads, “Frances Schervier

Home & Hospital” (Bronx, NY). Manz writes, “This is where | am staying now.” Hospital archives confirm
Gustav Manz’s dates of admittance and departure (microfilm, Winterthur Museum).
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‘ ‘December 11, 1944, at 79 years of age. The residence listed for him was
actually his daughter Helen Rathjen’s address: 149 Park Avenue in Leonia, New
- Jersey. Manz’s grandson Arthur Rathjen, who lived in the house during this time,
does not ‘remember‘his grandfather ever residing there, so this address was
probably given in lieu of Manz’s own, less-stable dwelli'ng.g5 Handwritten in
‘pencnl on the otherW|se typed hospital record is the phrase “Left - April 3,
,‘ 1945."%% No forwardlng address was given. |
Gustav Manz died on February 16, 1946. His obituary in The New York
Times does not mention that he was a jeweler but merely states his dates of birth
and death and names his surviving widow, daughters, and grandch‘ildren;
"“Funeral private.”® The following month's issue of Jeweler's Circular published a
- brief obituary, which mainly references the magazine’s own article published
- fourteen years prior about the ostensorium Manz made for St. Francis of Assisi
Church:
Gustav Manz, 81, ‘one of the last of the master goldsmiths of New York,
died February 16 in that city. Until two years ago Mr. Manz was active in-
‘his own shop. His masterpiece, one of the largest single pieces produced
by one jeweler, is the ostensorium in the Church of St. Francis of Assisiin
New York. Pieces of this type are usually the combined work of several
expert jewelers, but Mr. Manz designed and executed the entire
ostensorium for the church in 1932. He is survived by his widow...

It seems that even the voice of the'trade, comprised of a new generation

interested in different jewelry styles, no longer knew much firsthand information

% Arthur Rathjen, interview by author.

% Diane Cohen, Director of Health Information Management, Schervier Nursing Care Center, interview
by author, November 20, 2007.

¥ “Gustav Manz” (obituary), New York Times (February 20, 1946).

% «“Gustav Manz" (obituary), Jeweler's Circular.
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about Manz, or perhaps they did not want to get involved in the dublous politics
of naming the companies for Whlch Manz had made jewelry
Manz was cremated and interred at Ferncliff Cemetery in Westchester

| County, New York, the ﬁnal resting piace of many famous mdwrduais,, of which -
he isfnot one. After her father's ‘death,ﬁDoriswent on something of a oampaign to
- document her father's achievements. Several microfiimed letters betWe’en‘Mrs., -

Eastman and companies for whom her father made jewelry provide clues to

; Manz’s accompilshments that would have otherwise been lost, and help to shed

kfirght on why he fell into obscurrty |
ln a 1948 Ietter from Jules Glaenzer of Cartier, Inc to Doris Eastman (seex -

d99

‘ fig.~88), an |mportant commission is revealed.™ The letter confirms that

“...Manz,..as you state created a gold bust of a nun for Cartier, Inc., about 1941

 but goes on to say, “Unfortunately, we are not in a posrtlon to help you in. regard

to this. matter.”'%®® Apparently, this correspondence was wrltten in response to a

‘ ,request for information on the part of Doris. Cartier was able to graciously
acknowledge that Manz had made the piece but was unable to provide any

o in‘formati,on on who had purchased it. Ostensibly, the company’s discretiOn was

in the ‘interest of their cIient’s privacy. However, there is also a subtext here: that

the direct contact between the manufacturer and the consumer would not have

served Cartier's best interests either.

~% Jules Glaenzer of Cartier Inc., New York, NY, to Mrs. A. G. Eastman (Doris) of Shaker Heights, OH, 6
May 1948, on microfilm at Winterthur Museum.

1% |bid.
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A s’iimilar scenario is revealed in another microfilmed letter to Doris
E‘a‘stm‘an, also written in 1948, in which a Reverend William T. Manning
acknowledges the “beautiful pectoral cross" that was presented to him in 1921

. when he was made a bishop. He writes, “I| know that it was purchased from |
K Tiffany & Co. in that year, but | have no kneviiledge about it ‘beyond that. With
much ~interest‘ 'in yc)ur letter and regretting that | cannot give you further
information...”®" His indication of “much interest” in Doris's letter implies thatthe
Reverend was intrigued that Gustav Manz had made his pectoral cross and was
i probably previously unaware of itserigins. |

| Likewise, it seems that Manz was routinely uninformed of who uitimately
purchased his work. In a letter written to Mr GusfManz,” in 1941, John Hering
ef Traub Brothers Jewelers and Silversmiths of Detroit, Michigan, writes:
‘ ~“Con~:g’ratulations! The d‘iamond eagle brooches arrived today and we are more
~ than pleased with the job of modeling, carving and setting....Sometime in the
near future, if the occasion presents itself, | shall tell you the owner of these
| bro;oches, which will make you feel very pioud of your work.” For some reason, it
seems that Gustav Manz assumed that at least one of these brooches was

presented to Eleanor Roosevelt. As his granddaughter Dede describes in her

- short biography of Manz, “A platinum eagle lapel pin set with 168 dimonds [sic]

which was given to Mrs. Elenore [sic] Roosevelt by a firm in Detroit was his last

gfeat work...”

%! Rt. Rev. William T. Manning, New York, NY, to Mrs. A. G. Eastman (Doris) of Shaker Heights, OH, 4
~ May 1948, on microfilm at Winterthur Museum,
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| | Apparently, after Gu-stav's death a feWyears later, Doris followed up on
- this fa‘r.nily Iegend,‘ contacting Traub Brothers for information on the pin. Ina
Iette’r‘ datéd 1943;John ‘Hering replies te Doris’s inquiry, ‘f...whiyle we appreciate |
, ;:yo'ur efforts to record the beautiful WOrkmanship of your father, we are sorry to
infortn you that the platinum eagle brooch was not given to Mrs. Eleanor
Roosevelt. I' his eagle was carved by your father and the diamonds were later

’set...” (itis interesting that Hering felt the need to elaim this aepect of the
ma"nuf‘acture, espeCiaIIy since m his letter d.éted seven years prior he had -
personally thenked Gustav fer his fine job of setting.) The letter to Doris
| contintles, “..andit was a gift to the Knudsen family and they do not wish to

, ha\‘/e any record made for public use.‘..Ap’preciatingyour indulgence to respect
their wishes, we are...Traub Brothers & Cempany.” |

| ’In this way, M‘a‘nz‘ has been systematically alienated from his own work. |

His inabitity to publtically claim his work during his lifetime due to the role he
played m the larger jewelty retail world has resulted in his prolific |egacy’$ almost
complete disassociation with his name.

It is evident that he was an exceptionally fruitful craftsman, and using
available resources, more attributions can certainly be established. Overall,
rather than being a lucrative name to sell jewelry, Gustav Manz is a figure
through which the true story of jewelry can be better understood.

| Considerihg that Gustav Manz made works for the most famous quttry

retailers, a larger picture begins to emerge that this artisan was no minor player

~ in the American turn-of-the-century luxury metal crafts. Since he regularly
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supplied the biggest, most well-established companies in New York, his pieces
would have been purchased by an increasingly widespread upper-middle class
as prime examples of masterful, stylish jewelry.

Thus, his creations have come to help define jewelry of the era, whether
his name evokes recognition or not. In his prolific works of flora and fauna,
exotic motifs and academic, organic ornamentation, Manz helped to bring a
‘ touch of Old World cfaftsmanship to a broad base of early modern consumers.
When one Iooks at a post-Industrial Revolution piece of craftsmanship marked
fdr an impressive luxury retailer, one should remember Gustav Manz, and the -
‘tho,usands of arﬁsans’ like him, and realize that attribution is not always what it

-seems.
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Figure 1. Gustav Manz in his studio, ca, 1935. Courtesy of Robert Gustav Eastman,

grandson of Gustav Manz.
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Figure 2. Biography of Gustav Manz written ca. 1944 by Ann "Dede” Rathj granddaughter of Manz, page

1. Contained on microfitmed scrapbook at Winterthur Libr : The .'u‘-»‘*;:h Unwns Collection of Manuscripts

and Printed Ephemera, Col. 53. Reproduced ¢ f Robert Eastman, grandson of Gustav Manz and
wner of original scrapbook, and Arthur Rathje E m,'-,z-n of Gustav Manz and brother of Dede Rathjen
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Figure 4. Page from Gustav Manz's 1917-1923 journals. Courtesy of
Winterthur Library: The Joseph Downs Collection of Manuscripts
and Printed Ephemera, Col. 53, Gustav Manz 74x101.3.
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Figure 5, Designs for stick pins, ca. 1917, Courtesy of Winterthus
Library: The Joseph Downs Collection of Manuscripts and Printed
Ephemera, Cpl. 53, Gustav Manz 74x101.1.
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Sotd 10 AN, Viatine & Ca. 1925, Sold ta Viffany & Ca 1923,

Suld ta Titfimy € Ca, 1922.

Nodd to Garham & Ca, 1923,

Sald to Tiffany &~ Ca,
1920,

- '
Sl to Shreve, Cruwp = Las 1923, ‘
' :
Sald to Tifpany €= Ca, . 1918.

Sald o Tiffany €~ Ca, 1926,

Sold ta Covham &~ Ca, 1916,

Figure 7. Examples of exotic motifs Hlustrated In Gustav Manz's 1917-1923 journals. Courtesy of Winterthur
Library: Joseph Downs Collection of Manuscripts and Printed Ephemera, Col, 53, Gustav Manz 74x101.1-3.







Sadd to Nowere, Crump & Lty 1920,

Suid 1 Creurge Bedl, 1919,

Sald ta Coenryy Bell, 1919,

Figure 8. Examples of American patriotic designs found in Gustav Manz's 1917-1923 journals. Courtesy of Wintertt
Library: The Joseph Downs Collection of Manuscripts and Printed Ephemera; Col. 53, Gustav Manz 74x101.1-3

Figure 9. Bronze eagle pins made by Gustav Manz. Collection of Margaret Eastman, former granddaughter-in-
law of Gustav Manz. Photograph courtesy of John White and Anne Bennett, College of Charleston Libirary.

63

ur







'?/fw/zf: oL
L ’ ‘

Figure 10, Gustav and Martha Manz, ca. 1

Eastman, grandson of Gustay Manz
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Figure 11. Gustav and Martha Manz with daughters Helen and
Doris Manz and pets on the porch of the family home in Leonia,
NJ, 1906. Courtesy of Robert Eastman, grandson of Gustav Manz.

Figure 12, Manz family home in Leonia, NJ, 1906. Figure 13. Same house at what is now 173 Christie Strest
Courtesy of Robert Eastman, grandson of Gustav in Leonia, NJ.
Manaz.
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Figure 14. Mermaid handbag mounting made by Manz & Co. for F. W, Lawrence ca. 1901-1903. Marked “F, W,
Lawrence” on back side. Sterling silver with a chrysoprase, length 6 % inches. Private Collection.

Figure 15. Image of handbag mounting made by Gustav

Manz. Courtesy Winterthur Library: The Josegph Downs
Collection of Manuscripts and Printed Ephemerz, Col. 53,
Gustav Manz microfilm.
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Figure 18. Snake brooch herein attributed
to Gustav Manz, made for F. W. Lawrence,
ca. 1903. Gold and glass, width
approximately 1 Y% inches. Private
collection.
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Figure 19, Detail of scarf pin herein attributed to
Gustav Manz, ¢a. 1905. Marked “F. W. LAWRENCE” on
the pin. Gold and diamond, height 2 Y% inches overall.
Private collection.

Figure 20. Note the similarity in the way both gold frames organically twist around the glass
fragments.
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Figure 21. Neck ornament herein attributed to Gustav Manz, made for F. W. Lawrence, ca, 1903. Gold, dogtooth
hinge pearls, and a baroque pearl; length 12 inches. Collection of the Sataloff and Cluchy children.

Figure 22, Grapevine broach herein attributed to Gustav Manz,
made for F. W. Lawrence, ca, 1905, Marked “F, W. LAWRENCE"
on the stem of the pin. Gold and chrysoprase, length 1
inches. Collection of the Sataloff and Cluchy children.

1/2
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Figura 23, Design for "Fancy sapps + gold grape
brooch,” sold to Tiffany & Co., November 1, 1822,
Courtesy of Winterthur Library: The Joseph Downs
Collection of Manuscripts and Printed Ephemera, Col,
53, Gustav Manz 74x101.2.
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Figure 24, Details of halr comb and
grapevine brooch.
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Figure 25, Design for “Fancy sapps + gold grape brooch,”
soid to Tiffany & Co., November 1, 1922, Courtesy of
Winterthur Library: The Joseph Downs Collection of
Manuscripts and Printed Ephemera, Col. 53, Gustav
Manz 74x101.2,

"

Figure 26. Design for “Gent’s gold grape wedding ring,”
sold to George Bell, August 31, 1921. Courtesy of
Winterthur Library: The Joseph Downs Collection of
Manuscripts and Printed Ephemera, Col. 53, Gustav
Manz 74x101.2.
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Figure 29. Ring retalled by Marcus & Company, likely r
nz, 1897. "GEO. E. MARCUS" engra

sapphires, diamonds, and enamel. Private

the s

allection

siled by F, Wa G
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ce likelyr by ¢
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Figure 30. Ring re vl
1901. Marked “F. W. LAWRENCE" on the inside of the shank and

ld, ¥

onite

liamonds. Priva

n

g retailed by AL AL V;

7. Described in catal achon Ruby and Diamond Rir

P R N
ntine & Co.,

diamonds), 18-kt scroll design, antigue finish.” A, A

1e’s, the Oriental Store.” New York: J. F. O'Neill for A. A
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Figure 32, Design for “aquamarine, diam. + gold ring,” 1921
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Courtesy of Winterthur Library: The Joseph Downs Collection of
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Figure 38. One of the many items recorded in Gustav Manz's journals as sold to numerous retailers,
Courtesy of Winterthur Library: The Joseph Downs Collection of Manuscripts and Printed Ephemera, Col.

53, Gustav Manz 74x101.1.

Figure 40. Egyptian revival pin
retailed by Marcus & Co., herein
attributed to Gustav Manz, ca. 1905-

Figure 39, Egyptian revival suite retailed by F. W. Lawrénce, herein 1910. Gold, turquolse, diamonds,
attributed to Gustav Manz, ca. 1905-1910, Marked “F.W.L." on the back and enamel; length approximately 2
side, top of pendant. Gold, turquoise, pearls, and enamel; length of tnehas. Private collection.

necklace 26 ** Inches, length of earrings, 2 Y% inches. Private collection.
8







Figure 41. Design for Egyptian revival
ring, sold to Tiffany & Co., 1922,
Courtesy of Winterthur Library: The
Joseph Downs Collection of
Manuscripts and Printed Ephemera,
Col. 53, Gustav Manz 74x101.1,
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Figure 42, Design for “Egyptian brooch inlaid with gold,” ca.
1917. Courtesy of Winterthur Library: The Joseph Downs
Collection of Manuscripts and Printed Ephemera, Col, 53,
Gustav Manz 74x101.1.
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Figure 43. Design for “Asp Brooch,” 1917. Courtesy of Winterthur
Library: The Joseph Downs Collection of Manuscripts and Printed
Ephemera, Col, 53, Gustav Manz 74x101.1,
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Figure 44, Design for "Plat. Spinx (sic) ring...” sold to Tiffany & Co., ca. 1923, Courtesy of Winterthur '
Library: The Joseph Downs Collection of Manuscripts and Printed Ephemera, Col. 53, Gustav Manz ,
74x101.3.

 Figure 45. Design for "Gold Eye of Osiris + sphinx
ring,” sold to Cartier, January 15, 1919, Courtesy of
Winterthur Library: The Joseph Downs Collection of
Manuseripts and Printed Ephemera, Col. 53, Gustav
Manz 74x101.2.

Flgure 46. De:isn for “Sphinx pendant — I.apls me " ea. 1923,
Courtesy of Winterthur Library: The Joseph Downs Collection of
Manuscripts and Printed Ephemera, Col, 53, Gustav Manz 74x101.1. |
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Figures 48 and 49, Egyptian revival ring retailed by Tiffany & Co., herein attributed to
Gustav Mangz, 1901. Gold, carved moonstone, diamonds, and enamel. Photograph
courtesy of Edith Weber & Associates.
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Figure 50. Examples of “sphinx head” rings designed by Gustav Manz,
ca. 1916, Courtesy of Winterthur Library: The Joseph Downs
Collection of Manuscripts and Printed Ephemera, Col. 53, Gustav
Manz 74x101.1.
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Figure 51. Design for “large chrys. engraved scarab ring,”
/L E sold to Tiffany & Co., 1922, Courtesy of Winterthur Library:
The Joseph Downs Collection of Manuscripts and Printed
Ephemera, Col, 53, Gustav Manz 74x101.2,
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Figure 53, Design for “black opal and water lily ring,” sold to Wm.
Wise & Son, October 18, 1922, Courtesy of Winterthur Library: The
Joseph Downs Collection of Manuscripts and Printed Ephemera, Col
53, Gustav Manz 74x101.2.
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Figure 52. Bar brooch by Louis Comfort
Tiffany, ca. 1905-1910, Enamel on gold
and oval cabochon serpentine
Photograph reproduced from John
Loring, Tiffany Flora and Fauno (New
York: Harry N. Abrams, 2003), 54
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Figure 54. Design for “red amethysist (sic) and gold

Lt "

violet ring,” sold to Mr. C. G. Bernhardt, December 22,
1920. Courtesy of Winterthur Library: The Joseph
Downs Collection of Manuscripts and Printed
Ephemera, Col. 53, Gustav Manz 74x101.2.

Figure 55, Design for "Gold, water lily and opal ring,”
ca, 1920. Courtesy of Winterthur Library: The Joseph
Downs Collection of Manuscripts and Printed
Ephemera, Col. 53, Gustav Manz 74x101.2
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il 2 l" earrings, ca. 1910. Signed Tiffany
& Co, Gold, black opal, colored
stone, and enamel. Photograph
courtesy of Sotheby’s, New York.

Figure 56. Design for grapevine brooch, similar to designs for L. C.
Tiffany jewelry, sold to Tiffany & Co., September 25, 1923. Courtesy of
Winterthur Library: The Joseph Downs Caollection of Manuscripts and
Printed Ephemera, Col. 53, Gustav Manz 74x101.3.
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Figure 58. Louis Comfort Tiffany Figure 59, Design for “Plat. Peacock pendant,” sold to Tiffany & Co,, ca.
Pendant, ca. 1920. Photograph 1919, Courtesy of Winterthur Library: The Joseph Downs Collection of
reproduced from Manuscripts and Printed Ephemera, Col. 53, Gustav Manz 74x101.1,

www.glamjewelers,com/gimestate.
htm, accessed 01/09/08,







-A'A-VANTINE-8-CO-Inc-

Russian Lapis Lazuli
baroque pearls 13kt.
Price prepaid, tzo.
No, 29061. Gold Star Sapphire
rf Pin, incrusted with diamond,
sapphire, ruby, pearl, and peridot,
antigue finish. Price prepaid, $60.
No. 5995. Coral Pendant, 14-kt.
old, Antique finish, twisted wire
esign. Price prepaid, $30.
Neo. 15121. Gald Scarf Pin, set
with dark green Cabochon Tourma-
line. Price prepaid, §17.
No. 2037. Finely cut Amethyst
snd Pesr] Earrings 14-kt. gold
mounting. Price prepaid, $45.
No. 31356. Pescock Ring with
Opal and 7 -mag olivines ik
rice prepaid, $65.
Ma. 31102, Chiness Jads Cuff
Buttons, 18:kt. gald.
rice prepaid, 365.

No. 344})5.
Earri

No. 28450, Lapis Lasuli
Links, 14-kt, gold, antique finish.

Price prepaid, $35.

No. 32801. Fine Black Opal

Ring, 14-kt. gold, dragon‘s design,

Price prepaid, $35.

No. 35638. Topaz Brooch, 1
large :ogn surrounded by smaller
ones, 14-kt. gold, leaf desiga.

Price prepaid, $38.

No. 1541. Lapia Lazuli and

Seed Pear]l Bar Pin, 14-kt. gold.
Price prepaid, $92.
No.5151. Barogque Peasl Brooch

14-kt. gold, dull finish.
Price prepaid, §65.
No.35659. Heavy Hand Carved
14.kt. Gold Fighting Tigers Design
Ring. Price prepaid, $70.

Cuff

No. 17518. Cabochon Ruby and
Dismond Ring (10 Diamonds) 14-kt
scroll design, antique finish.
Price prepaid, $165.
No. 35937. Fine nese Jade
and Diamond Ring (14 diamonds)
all Plstinum mounting.
Price prepaid, $275.
No. 33857. Fine Chinese Jade
Ring mounting of 14-kt. gald with
Dragons in Platinum.
Price pre aid, $200,
No. 31055. Lapis_Lazuli Ring
in form of Egyptisn Scarab, Camel
and Pyramids on one side, rising sun
(a diamond )the Pyramids and Sphinx
on other side, all in raised design.
Price prepaid, §65.
No. 31814, 14-kt. gold Bracelet,

Egyptian design, set with Tourma-

lines, uamarines, and Sapphires.
-8 Price pnp-ld?mﬂ's-

|
|

When ordering adrise if wo may substitute if the article you select has been sold.

Figure 60. Page from jewelry sectlon of A. A, Vantine & Co. 1917 catalog, featuring jewelry made by
Gustav Manz. Image courtesy of University of Delaware Library Special Collections.
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' “Silver Peacock ring," sold to Association for Culture February 2, 1917.
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, Figure 62. Design for “Gold + opal Peacock ring," sold to A. A, Vantine,

| December 5, 1918. Courtesy of Winterthur Library: The Joseph Downs

| Collection of Manuscripts and Printed Ephemera, Col. 53, Gustav Manz

‘3_ 74x101.2. ‘.
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9% ‘AAVANTINE 8- CO-Ine-

No. 36080. 14-kt. Gold Topaz Brooch.

Price prepaid. $12

No. 36080A. Above set with
Price prepaid, §13.50
No. 36087, 14- kt. &pphm-. snd Oriental Seed Pear!
; lso comes in topez snd amethyst uuu: stone de-

1ired). Price prepaid, $14
No. 36091, 14-kt. Geld Topar or Brooch,
rose finish. Pric: , $12.50
2?. 35621, Sterling Siiver Gilt !nn-hp. and

pe te 4' 57

No. 35319, 14-kt. Gold Chinese Jade R or

antique finish. Price w-pu!: 3 lll
Na. 36078. 14-kt. Gold Topas Broock, auntique finish

Price pupn!t .

Na. 352!2 Chinese Jede Empﬂwi o m
pear] setin chain. o prepal

No. 36083, Pendant. 14-kt. guld, rose finish, amethyat,

o?s. uun. lepislasuli setting. Price - . $6.50

6, 3 Amaﬂwn or Topaz Ring P stone

. $22.
id
50

E.

9 small ones), 14- kt Price nnpd:
Ho. 30)88. Amethyst or Topez Ring, 4kt
sntique finish. Price pupald-. N4,

No. 35444. Oxidized Silver Bracelet, contzining § ams-
t.hym &izo to be had in lspis snd topez.
Price pr'plid SH
No. 36082. 14.Xkt. Gold Filigree Pendanty with
topaz, amethyst or turquoise (state lwne desired

rice
No. 36090, Sterling Silver Ring, mthmm:t .old

Teaves and ese Pr! -
N& 36089, 14-kt. Gold Topaz Ring, mﬁmlh! bamboo

desi Pric d, 514
No. 36086, ﬁnelyC\xtAm:unytlar‘FIﬁ!n]

sntique Snish, 14- It gold. Price prepaid, 318
No. 36073. N-kt Gold Filigree and Topas Bar Pin.
Price prepaid, $18.50
No, 36084. 14kt Gold Fxlm’ee Ring, set with, topaz,
hvst, Tury {stare stone de-
sired ) Price prepadd, $1U
No. 36081, 14-kt. Gold Filigree Bar Pin. st -ﬂh 3
finely cut emethysts or topases (¥tate etones desired
Price _?npaid. qu 50
Ne. 56082, 14-kt. m Amethyst or

finish (atate stone di Price prepa 114

84

We gunrantee that all jewslry affered by us ls genuine, irrespective of the prices quoted

Figure 63. Page from jewelry section of A. A. Vantine & Co. 1917 catalog, featuring jewelry made
by Gustav Manz. Image courtesy of University of Delaware Library Special Collections.
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Figure 68: Ostensorium designed and fabricated by Gustav Manz
for Feeley Brothers, presented to the Church of

St. Francis of Assisi, New York, 1932, Courtesy of Laura Mathews,
great-granddaughter of Gustav Manz.

87







88







b .
S

‘i

: oy - s D :
Panh LerAamersce - lines Farnet: Bobaee? W U B Ty 4 eras Srathon fadic

Poydie Sateior leward - O Aaries Hanten lowne

!

Figure 71. Doris Manz, Gustav Manz's daughter and salesperson, on the cover of

McCall's magazine, Vol, 52, #2, November 1924. Image courtesy of Albert Eastman,
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Figure 72. Original wax model of schnauzer made
by Gustav Manz, ca, 1935-1944, Collection of Mrs,
Margaret Eastman. Photograph courtesy of John
White and Anne Bennett, College of Charleston
Librarv

Figure 74, Original wax mode] of terrier made by Gustav

Manz, ca. 1935-1944, Collection of Mrs. Margaret
Eastman. Photograph courtesy of John White and Anne
Bennett, College of Charleston Library.

Figure 73, Original wax model of hound made by
Gustav Manz, ca. 1935-1944, Collection of Mrs,
Margaret Eastman. Photograph courtesy of John

White and Anne Bennett, College of Charleston
Librarv.
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Figure 75, Segment of an elephant bracelet made by Gustav Manz, ca. 1935

1944. Collection of Mrs. M

garet Eastman. Photograph courtesy of John

White and Anne Bennett, College of Charleston Library

Figure 76, Promotional posteard for F, Walter

Lawrence, Inc., date unknown. Courtesy of Winterthur
Library: The Joseph Downs Collection of Manuscripts

and Printed Ephemera, Col. 53, Gustavy Man:

spbook

on microfilm
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Figure 77. Design for “Jade elephant ¢

vices,” sold to L. C. Ferrar,
December 6, 1921, Courtesy of Winterthur Library: The Joseph Downs
Collection of Manuscripts and Printed Ephemera, Col. 53, Gustay

Manz 74x101.2
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Figure 79, Diamond-s&t elephant figure by
Gustav Manz. “Photographs courtesy of
Black, Starr & Frost,” as reproduced in the
article “A Master Sculptor in Precious
Metals," Arts & Decoration magazine, ca.
1932,

Figure 78. Design for “Plat. + dia. pave elephant broach,”
sold to Cartier, September 19, 1925, Courtesy of Winterthur
Library: The Joseph Downs Collection of Manuscripts and
Printed Ephemera, Col. 53, Gustav Manz, 74x101.3.

Figure 80, Elephant bracelet made by Gustav Manz, ca. 1940. Collection
of Laura Mathews, great-granddaughter of Gustav Manz. Photograph by
the author.
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Figure 83, Design for “Jade + gold pendant,” sold to Gorham, May 8, 1923, Courtesy of
‘Winterthur Library: The Joseph Downs Collection of Manuscripts and Printed
Ephemera, Col. 53, Gustav Manz 74x101.3.
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. Figure 84, Designs for jewelry featuring the seated Buddha
maotif. Courtesy of Winterthur Library: The Joseph Downs
Collection of Manuscripts and Printed Ephemera, Col, 53,
Gustav Manz 74x101.3,







Cast seahorse made by Gustavy Manz

Figure

Collection of |

et Eastman. Photograpl

John White

» of Chariest
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Dear Mrs, Z8sizin]

I wigh t> thank you far your very kind
letter of April 30th in regdrd to Mr. Gustay
Manz who &g you stats created & gold bust of
e nun for Cartier, Inc, &bout 1941, Unfor—
tunately, we Bre not in & pogition to hslp
you &in regard to this matter,

With =y deep eppreciation for heving
thought of us, I beg to remein,

Very truly yours,
- >
Oute, G rrewss
W O\irewvzs
Jules Glaenzer
Figure 88. Letter from Jules Glaenzer of Cartier, Inc., to Doris Eastman,
daughter of Gustav Manz, dated May 6, 1948. Courtesy of Winterthur
Library: The Joseph Downs Callection of Manuscripts and Printed
Ephemera, Col. 53, Gustav Manz scrapbook on microfilm.
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Figure 89. Gustav Manz and cat, 1906. Courtesy of Robert
Eastman,
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