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Stocking Stuffers

Handsome Audubon Print
1. Audubon, John James: MISSISSIPPI KITE. London. 1829. Double elephant
folio print, framed. Near fine condition.
Audubon’s depiction of the Mississippi Kite appeared in 1829 as plate 117 in The
Birds of America. This plate aroused considerable debate at the time, because
many natural historians were quick to note the similarity between the lower of
the two birds shown and the rendering of the same species in Alexander Wilson’s
American Ornithology, issued in 1809. Audubon was detested by Wilson’s loyalists in the Philadelphia scientific establishment of the day. Lead by George Ord,
who had completed Wilson’s work after his death, they felt that Audubon overromanticized his work and had no scientific ability. They seized on this obvious
cribbing from Wilson as another example of Audubon’s perfidy.
Indeed, it is difficult to understand why Audubon found it necessary to lift a bird
portrait from Wilson, so vastly his inferior as an artist. The other kite shown
provides a magnificent contrast, demonstrating how extraordinary Audubon’s
talents were.
$15,000.

Clicking on any item – text or image – will take you to our website
for easy ordering and to view any additional images.

A vibrant and striking image of American
campaign politics in the 1850s based on a
painting by noted American artist George
Caleb Bingham, featuring a white-suited
politician leaning over a lectern and speaking
to a large crowd of potential voters. George
Caleb Bingham was born on a plantation
in Virginia but grew up in Missouri, where
he lived most of his life. He was largely a
self-taught painter, but one with immense
talents and instincts; creating – in addition
to a steady output of dignified portraits – a
series of genre paintings depicting, with a
blend of grace and humor, the way of life
of the people of the plains and the Missouri
river. Bingham was himself a politician of
some renown, with an interesting record of
party hopping. Bingham served a term as a
Missouri state Congressman for the Whig
party beginning in 1848, sided with Lincoln
and the Republicans during the Civil War,
and then served as a delegate for the Democratic Party in 1872. At various times, he
also served as Treasurer of Missouri, first
chief of police in Kansas City, and the Adjutant-General of Missouri. Throughout
his political career, Bingham also remained
an artist, and left a catalogue of wonderful
paintings, mostly concerned with frontier
life along the Missouri River.

An Election Scene from the “Missouri Artist”
2. [Bingham, George Caleb]: STUMP SPEAKING. THIS PRINT FROM
THE ORIGINAL PAINTING BY GEO. C. BINGHAM ESQ. IS RESPECTFULLY DEDICATED TO THE FRIENDS OF AMERICAN ART BY THE
PUBLISHERS GOUPIL & CO. New York and Paris: Goupil & Co., 1856.
Handcolored aquatint line and mezzotint engraving, 28¼ x 36 inches, on thick
paper. Noticeable chips at three corners, small gouge at top right corner (all
outside the plate mark and none of these affecting the image). Minor mat burn
from earlier matting. Very good. Matted.

Stump Speaking, painted in 1853-54, is the
second of Bingham’s election series crowd
scenes, preceded by The County Election
(painted in 1852) and followed by The Verdict
of the People (painted ca. 1854-55). These
paintings, which are set in Bingham’s home
state of Missouri, reveal an artist concerned with the social nature of politics and
elections in American life, and also the varying levels of commitment and attention
these events evoke in the electorate. Stump Speaking in particular contains the
gamut of reactions by American voters to its central figure – a stumping politician
at a lectern – as some people sit in rapt attention, others look up to the sky in
obvious disinterest, while others are seen sleeping or lost in their own thoughts.
The crowd is also composed of people from a wide range of social classes, from
distinguished gentlemen to a comic figure in a tattered hat meant to represent
the rural voter. An opposing candidate sits behind the speaker, taking notes; this
man represents Bingham in self-portrait, waiting for his turn to speak.

Opposite the stumping politician sits a similarly white-suited gentleman with
square jaw in a white top hat, sitting bolt upright; this man is meant to represent
the Whig alternative to the prevailing politics of the Democratic Party. His
clean, sober, unaffected aspect is meant to position Whig politicians literally as
unbending, contrasting the speaker, who bends to the people. A young boy sitting
at left-center, counting a few coins in his hand, is thought to represent the small
businessman. Some of the figures in the engraving stand in for contemporary
Missouri politicians, including ex-governor Meredith Marmaduke and the stump
speaker himself, who is said to represent Erasmus Sappington, a sometime opponent of Bingham’s in past Missouri elections.
By the 1850s, engraving and lithography brought scenes like Bingham’s Stump
Speaking to a much wider, and more democratic audience. Bingham’s paintings

were now reproducible in large quantities, and the rising middle class was capable
of buying pieces of visual art that had eluded them a generation earlier. The firm
that produced the present engraving, Goupil & Co., was based in Paris, but opened
a branch office in New York in 1848. The present engraving was executed by
Gautier after Bingham’s painting, and was one of the last productions of Goupil’s
New York office under Adolphe Goupil’s supervision before he sold the branch
to its manager, Michael Knoedler.
Not in Reilly. A highly-important rendering of retail American politics in the
mid-19th century.
BLOCH, A CATALOGUE RAISONNÉ (1967), P10. BLOCH, THE PAINTINGS OF GEORGE CALEB BINGHAM A CATALOGUE RAISONNÉ (1986),
273. PETERS, AMERICA ON STONE, pp.197-98. Who Was Who in American
Art, 1564-1975 (1999) I, p.319. DAB II, pp.274-75; VI, pp.238-39.
$9500.

from early December 1833 to mid-April
1834. This image has been much reproduced since, as perhaps the most
accurate extant depiction, taken from
life, of the domestic arrangements of
the Plains Indians.

Home Life of the Mandans
3. Bodmer, Karl: THE INTERIOR OF THE HUT OF A MANDAN CHIEF.
[Tab. 19]. Paris, Coblenz, London. [1839-1842]. Handcolored aquatint engraving
by Desmadryl after Bodmer. Sheet size: 177/16 x 23¼ inches. Very good.
An outstanding example of his careful rendering of every detail of the everyday
life of the Mandan Tribe. As well as being a beautifully composed view of the
interior of this Mandan lodge, this is one of the most ethnographically important
of all of Bodmer’s images.
The lodge was the home of Dipäuch, a respected elder of the Tribe, who gave
Prince Maximilian much information about the history and beliefs of his people.
The sketch was made over a period of several months at Mih-Tutta-Hand-Kusch

Bodmer’s images show great versatility and technical virtuosity, and give us
a uniquely accomplished and detailed
picture of a previously little understood
(and soon to vanish) way of life. Swissborn Bodmer was engaged by Prince
Maximilian zu Wied-Neuwied (17821867) specifically to provide a record
of his travels in North America, principally among the Plains Indians. In the
company of David Dreidoppel (Prince
Maximilian’s servant and hunting companion), their travels in North America
were to last from 1832 to 1834. Well
armed with information and advice, the
party finally left St. Louis, on the most
important stage of their travels, aboard
the steamer Yellow Stone on April 10,
1833. They proceeded up the treacherous
Missouri River along the line of forts established by the American Fur Company.
At Bellevue they encountered their first
Indians, then went on to make contact
with the Sioux tribe, learning of and
recording their little-known ceremonial
dances and powerful pride and dignity.
Transferring from the Yellow Stone to
another steamer, Assiniboin, they continued to Fort Clark, where they visited
the Mandan, Mintari, and Crow tribes, then the Assiniboins at Fort Union, the
main base of the American Fur Company. On a necessarily much smaller vessel
they journeyed through the extraordinary geological scenery of that section of
the Missouri to Fort Mackenzie in Montana, establishing a cautious friendship
with the fearsome Blackfeet. From there, the westernmost point reached, it was
considered too dangerous to continue, and the return journey downstream began.
The winter brought its own difficulties and discomforts, but Bodmer was still able
to execute numerous studies of villages, dances, and especially the people, who
were often both intrigued and delighted by his work. The portraits are particularly notable for their capturing of individual personalities, as well as forming a
primary account of what were to become virtually lost cultures.
Maximilian portfolio: GRAFF 4648. HOWES M443a. PILLING, PROOF-SHEETS
2521. SABIN 47014. WAGNER-CAMP 76:1.
$24,000.

An Important Colonial View of Philadelphia
4. [Bowles, Carington]: AN EAST PERSPECTIVE VIEW OF THE CITY OF
PHILADELPHIA, IN THE PROVINCE OF PENSYLVANIA, IN NORTH
AMERICA; TAKEN FROM THE JERSEY SHORE. London: Printed for and
sold by Carington Bowles, January 1, 1778. Copper plate engraving with handcoloring, 10½ x 16½ inches. Near fine. Matted and framed to 17½ x 23¼ inches.
Not examined out of the frame.
A handsome view of colonial Philadelphia, printed by mapmaker Carington
Bowles in London in 1778, showing the city as it looked in 1752. The Bowles
view is based on the earlier drawing made by George Heap (the famous “Scull and
Heap” view), although Bowles fails to credit Heap in any way. This was issued
as a companion piece to Bowles’ view of New York, published at the same time.
Both were of great topical interest because of the Revolution. Snyder writes:

“Probably the most decorative of all the reissues of Scull
and Heap’s 1754 East Prospect
of Philadelphia....published by
Carington Bowles of London
during the British occupation
of Philadelphia. It is of better
quality and a more ambitious
as well as larger work than the
London Magazine reissue of 1761. Bowles operated a print ‘warehouse’ in the
shadow of St. Paul’s Church. His was a sharp eye, for he was able to acquire the
original drawing made by George Heap that had been transported to London
with such difficulty twenty-five years earlier. He stated in the new print that
it was prepared directly from that source – a claim of greater merit than simply
copying an earlier engraving.”
Snyder further notes that all copies of this view appear colored, and that this is
the first state, so noted by the date of Jan. 1, 1778 in the caption. The caption
includes a key labeling fourteen different places along the shoreline, including
the State House, several churches, the court house, the Quaker meeting house,
and several individual streets. Christ Church is the highest steeple pictured,
almost directly in the center of the image, with the State House to its left and
the Presbyterian Church to its right.
SNYDER 100, fig. 61, p.120. DEÁK, PICTURING AMERICA 101. $25,000.

Celebrations After a Notable English Victory in America
5. [British Political Satire]: [War of Jenkins’ Ear]: THE PREFERMENT
OF THE BARBER’S BLOCK. THE CARDINAL IN THE DUMPS, WITH
THE HEAD OF THE COLOSSUS [caption title]. London. 1740. Engraving
with hand-coloring, 14 x 8¾ inches. Minor soiling. Color quite bright and fresh.
Very good.
A satire against French Cardinal Fleury, Chief Minister to Louis XV, published
during the frenzy of celebrations over Admiral Vernon’s victory over the Spanish
at the Battle of Porto Bello – an enthusiasm which the Cardinal apparently did
not share. Fleury was an ally of Robert Walpole, whose power was in decline
and had reluctantly agreed to hostilities with Spain. Fleury is seen here seated,
reaching out toward a medallion of Admiral Vernon and holding a scroll which
reads, “His iron will get ye better of my gold” and “G-d, he’ll take all our acquisitions in America.” On the wall behind him are several small crude illustrations,
one of which appears to be a portly Walpole hanging from a gallows above the
slogan, “No matter if he is longer than ye gallows.” A head sits atop a pole,
perhaps alluding to the fact that many people would be pleased to see Walpole’s
head positioned thus. Engraved by George Bickham. Only one copy located in
OCLC, at Northwestern University.
BRITISH LIBRARY CATALOG 2454. OCLC 43946235.
$1250.

the painting is a slat-roofed
building with a large billowing
chimney and slaves at work.
In the center of the image
are three more buildings: a
thatch-roofed hut filled with
sugarcane, and two storage
buildings. The sky is bright
blue, with billowy white clouds
rolling by.

Painting of a Cuban Sugar Plantation in the 1850s
6. [Attributed to Brownell, Charles DeWolf]: [CUBAN SUGAR PLANTATION]. [Cuba. ca. 1850s]. Oil on canvas, 13½ x 23½ inches. Excellent displayable
condition. Framed.
This attractive landscape painting depicting a Cuban sugar plantation was almost
certainly executed by artist Charles DeWolf Brownell, in the mid to late 1850s.
As would be customary with Brownell, who was greatly influenced by the artists
of the Hudson River School, the image is dominated by the Cuban landscape of
lush greenery, rolling hills, and blue sky, with the main buildings on the edges of
the work. There are various types of trees dotting the landscape, as well as shrubs,
a stone fence, and livestock. At the bottom of the painting a horse ridden by a
black servant pulls a barranca-style carriage occupied by a woman in a pink dress.
In the center a man in a white suit and hat walks up a hill toward the plantation
house beside a horse carrying a similarly dressed man. Five of the plantation
structures are depicted. The main house, a white two-story gabled building with
a balcony, is on the far left. A woman stands in the doorway. On the far right of

Charles DeWolf Brownell
(1822-1909) was born in
Rhode Island and spent most
of his adult life in Hartford and New York City. Trained as a lawyer, he abandoned
the law out of conscience and turned to painting. He was greatly influenced by
the Hudson River School, and his most notable works are landscape paintings.
His maternal relatives, the DeWolfs, owned several sugar plantations in Cuba,
and beginning in 1854, Charles Brownell spent seven consecutive winters on the
island. He returned to Cuba several times over the ensuing decades. He traveled
throughout the island, boarding in several plantations. Inspired by the Cuban
landscape, he created a number of paintings of the island, including portraits of
plantations done as commissions to help pay his expenses. In his diary Brownell
notes that these commissioned paintings usually brought between forty and sixty
dollars. The present work, painted in oil on a relatively modest size canvas, is
in keeping with the style and form of these other works. A 1991 Kennedy Gallery exhibition catalogue of Brownell’s work notes that these paintings of Cuban
plantations survive in only a small number. A fine representation of mid-19thcentury Cuban plantation life. Early paintings of Cuba are rare.
Kennedy Galleries, Charles DeWolf Brownell (1822-1909), Explorer of the American
Landscape, March 1991.
$15,000.

purchase for the nation of George Catlin’s
“Indian Gallery,” the artist was bankrupted
and lost virtually all of the paintings and drawings he had used in his exhibitions. In order
to raise funds, Catlin proposed an expedition
to market Samuel Colt’s firearms. Colt was
eager to publicize his new revolving pistols
and rifles and to have them adopted by the
United States Army, and he commissioned
Catlin to “paint a series of twelve pictures
showing Colts being employed in the field.
The terms of their agreement are unclear,
but Catlin completed the order by 1857, and
the Colt Patent Fire-Arms Manufacturing
Company subsequently used the paintings in
its advertising” (Dippie). “Six of the paintings were turned into lithographs, but few
sets seem to have been made” – America
Pictured to the Life.
The set of lithographs, all drawn in Catlin’s
distinctive style, show the artist using Colt
firearms in the wilds of both North and
South America. The plates were printed
in London by Day & Son, the best known
British lithographic printers of the period.
Catlin’s images were drawn on stone by J.
M’Gahey of Chester, England. These prints
are not in any of the standard bibliographies,
and the only other recorded holdings are in
the Colt Firearms Collection (Connecticut
State Library in Hartford), the Amon Carter
Museum, Yale University (the Paul Mellon
set), and the Wadsworth Athenaeum.

Among Catlin’s Rarest Lithographs
7. Catlin, George: CATLIN THE CELEBRATED INDIAN TRAVELLER
AND ARTIST, FIRING HIS COLT’S REPEATING RIFLE BEFORE A
TRIBE OF CARIB INDIANS IN SOUTH AMERICA. London: Day & Son,
[ca. 1855-1860]. Hand-finished color-printed lithograph, drawn on stone by J.
M’Gahey of Chester after George Catlin, printed by Day & Son, within a lithographed thin single-line border printed in ochre, with lithographed title printed
in black beneath. Sheet size: 14¾ x 19 inches. A few repaired tears. Very good.
An excellent and rare color lithograph featuring George Catlin firing a Colt repeating rifle. When the United States Senate rejected an 1852 bill proposing the

The text beneath the image reads:
“It having been reported by one of my party that I had a Medicine Gun, which
would fire all day without reloading, the Men, Women & Children, assembled
in front of the Chief’s Lodge to get a sight of it, – when I found it necessary to
make an exhibition – and arranged a target at a suitable distance whe[re I to]
ok my position / in front of the crowd rapidly discharging all the chambers, and
cocked the piece for a continuation, but the chief advanced and assured me they
were all satisfied, and I had better save my powder and balls, as I might want
them, on a very long journey.”
REESE & MILES, AMERICA PICTURED TO THE LIFE 69. Dippie, Catlin
and His Contemporaries: The Politics of Patronage (1990).
$13,500.

A Contemporary Portrait Gallery of Civil War Military Leaders
8. [Civil War – Union Officers]: [Buttre, John Chester]: [COLLECTION OF
FIFTY ENGRAVINGS OF CIVIL WAR UNION GENERALS, COLONELS,
COMMODORES, AND OTHER NOTABLES, INCLUDING LINCOLN
AND WASHINGTON, PUBLISHED DURING THE WAR]. New York. [ca.
1862-1863]. Fifty engraved portraits, each 9¼ x 11¾ inches. Each stored inside its
own paper sleeve and housed together in two contemporary brown leather portfolios, stamped in gilt. Portfolios worn and rubbed. Images in excellent condition.
A wonderful contemporary collection of Civil War-related engravings. Featured
personalities are mostly Union generals, colonels, commodores, and other officers
and figures of note, plus presidents Abraham Lincoln and George Washington.
Also includes an engraving of William Gannaway Brownlow, the anti-secessionist
Tennessee newspaper editor and later governor of Tennessee immediately after
the end of the Civil War. At the time of the publication of this set, Brownlow
was a celebrity in the North for his ardent anti-secessionist stance.
Due to the portrait poses on which the engravings are based, as well as the stated
ranks of the military leaders and the general selection of personalities chosen for
the set, it must have been published in late 1862 or 1863. Of particular note is
the image of Ulysses S. Grant, who was still so relatively unknown in comparison
to some of the other military leaders that the publisher either erred and used the
likeness of another man, or could not find a suitable portrait and used a different
subject. Also, the portrait of Lincoln is early, as it shows the president without his
trademark beard. While we have seen some of these engravings before, we have
never seen the full set in the original leather portfolios. All engravings include the
facsimile signature of the subject and credits the engraver as J.C. Buttre of New
York, with many also crediting the original artist or photographer whose image
the engraving is based on (most by Brady, with others by Fredricks, Appleton,
German, Silsbee, et al; the Washington image is based on a Stuart painting). This
is a very rare wartime-published collection of Union officers.
The following is a full list, in alphabetical order:
1) Anderson, Brig. Gen. Robert
2) Baker, Col. Edward
3) Banks, Nathaniel P.
4) Blenker, Maj. Gen. Louis,
5) Brownlow, William G.
6) Buell, Maj. Gen. Don Carlos
7) Burnside, Brig. Gen. Ambrose E.
8) Butler, Maj. Gen. Benjamin F.
9) Carr, Col. Joseph B.
10) Clay, Maj. Gen. Cassius M.
11) Corcoran, Col. Michael
12) Cox, Brig Gen. J. Dolson
13) Curtis, Maj. Gen. Samuel R.

14)
15)
16)
17)
18)
19)
20)
21)
22)
23)
24)
25)
26)
27)
28)
29)
30)
31)
32)
33)
34)
35)

Dix, Maj. Gen. John A.
Doubleday, Brig. Gen. Abner
Du Pont, Com. Samuel F.
Ellsworth, Col. Elmer E.
Foot, Capt. John
Foote, Com. Andrew H.
Fremont, Maj. Gen. John C.
Grant, Maj. Gen. Ulysses
Halleck, Maj. Gen. Henry W.
Hawkins, Col. Rush C.
Heintzelman, Brig. Gen. Samuel P.
Hunter, Maj. Gen. David
Lander, Brig. Gen. Frederick W.
Lincoln, President Abraham
Lyon, Brig. Gen. Nathaniel
Mansfield, Brig. Gen. J.K.F.
McCall, Brig. Gen. George A.
McClellan, Maj. Gen. George B.
McDowell, Brig. Gen. Irvin
Meagher, Col. Thomas Francis
Mitchel, Maj. Gen. O.M.
Mulligan, Col. James A.

36)
37)
38)
39)
40)
41)
42)
43)
44)
45)
46)
47)
48)
49)
50)

Pope, Maj. Gen. John
Rosecrans, Brig. Gen. W.S.
Scott, Lieut. Gen. Winfield
Shields, Brig. Gen. James
Sigel, Maj. Gen. Franz
Slemmer, Maj. Adam J.
Sprague, Maj. Gen. & Gov. of Rhode Island William
Stringham, Com. S.H.
Wallace, Maj. Gen. Lewis
Wallace, Maj. Gen. W.H.L.
Washington, President George
Weber, Col. Max
Wilkes, Capt. Charles
Wilson, Col. Henry
Wool, Maj. Gen. John E.

There is only one similar item in OCLC, a collection called Portraits of Civil War
Officers calling for 110 plates (including Lincoln’s cabinet and an engraving of his
childhood home), also by Buttre, located at the Public Library of Cincinnati &
Hamilton County. That collection is bound, and was likely issued as a slightly
different item by the publisher than the collection presented here.
OCLC 20140615.
$6000.

cans depicted, posed in front of a painted panorama
of the Niagara Falls, appear in the margin below each
in both phonetic Seneca and their English translation: Beaver, I like her, Two Guns, Steep Back, Black
Squirrel, Long Horns, and Little Bear. The group
was part of a travelling show organized by Storr &
Co., which sent the seven Seneca warriors around
England and who were particularly noticed and described by the Society of Friends.
Denis Dighton was enrolled as a student at the Royal
Academy, where he exhibited seventeen paintings
between 1811 and 1825. Favored by the Royals,
Denis was appointed military draughtsman to the
Prince Regent, and is best known for his military
portraits and battle scenes, especially his views of the
Waterloo battlefield. A watercolor portrait painting
by Dighton of Chief Long Horns, titled “Portrait
of Senung-Gise, North American Indian Chief” also
survives.

Seneca Warriors in Georgian London
9. Dighton, Denis: THE NORTH AMERICAN INDIAN WARRIORS,
FROM LAKE ERIE, OF THE TRIBE OF SENECA, WHO WERE IN
LONDON IN 1818. [London: Francis Moser, 1819]. Handcolored lithograph,
18 x 23 inches. Laid down on tissue. Trimmed close to printed border. Repaired
closed diagonal tear across image and other smaller repairs, moderate toning and
foxing. Good condition.
A very rare and significant handcolored lithograph produced in London depicting
seven touring Seneca Indians from Buffalo Creek, who arrived in Liverpool in
January 1818, and toured at least through May. The names of the Native Ameri-

“In 1818 – early – Juba Storrs & Co entered into a
speculation, joining with some others, among them
Hale & Brigham of Canandaigua. This project was
nothing less than an ante-Barnum project: They
became proprietors of a show. A company of finelooking Indians were accoutered and sent to Europe
for exhibition, with hope of ‘turning a penny’ for the
benefit of the operators. Among them have been
named to me Tommy Jimmy, Steep Rock, Little
Bear, Red Squirrel and Two Guns. They were put
in charge of Carlton Fox – already known as a skillful hand in managing the wild men....The Indians
were a splendid set of fellows, and they knew it, and
were wonderfully set up by their knowledge and the
notice they attracted and attention they received. This was very great. They
were novelties, shown off in their native costumes, with brilliant feathers, and
bright hued garments, and wild ways – and John Bull was wonderfully taken by
it...” – Bigelow.
OCLC lists only a single copy, at Yale. An uncolored copy held by the Six Nations
Public Library in Ontario names the printer and date in pencil. An impressive
and very rare handcolored lithograph emblematic of the English fascination with
Native American populations in the 19th century.
OCLC 1178894900. Rev. Albert Bigelow. “The Indian Show of Storrs & Co.” in
Publications of the Buffalo Historical Society, Vol. IV (Buffalo: The Peter Paul Book
Company, 1896), p.415.
$11,750.

A Famous Series of Early American Images
10. Doolittle, Amos: THE PRODIGAL SON...[caption title]. Cheshire, Ct.:
Shelton & Kensett, 1814. Four handcolored engravings, each 14 x 10¼ inches.
Trimmed very close to plate marks. A few small marginal chips and tears at edges,
slightly affecting captions and just entering into one image, several very minor
scattered pinholes. Remnants of previous mounting on blank versos. Pronounced
patches of dampstaining to one engraving. Browned and spotted, particularly at
lower margin. Good. Matted and framed.
An exceedingly rare complete set of engravings by pioneering American engraver
Amos Doolittle. Beginning with his depictions of the early battles of the Revolution at Lexington and Concord, in which he was an active participant, Doolittle
fashioned a long career as an engraver in Connecticut, which lasted until his
death in 1832.
This set of four engravings plots the Bible parable of the Prodigal Son, showing a young wastrel receiving his inheritance from his father (“The Prodigal
Son Receiving the Patrimony”), his squandering of the money (“The Prodigal
Son Revelling with Harlots”), his destitution (“The Prodigal Son in Misery”),
and finally his plea to his father for forgiveness (“The Prodigal Son Returned to
His Father”). The plates were fashioned not only for the purpose of depicting
religious allegory but also against the backdrop of the War of 1812 and the New
England secession plot at the Hartford Convention. “The demoralizing influence
– politically, socially, and more important, economically – of the War of 1812 is
well documented. New Englanders were so obsessively against ‘Mr. Madison’s
War’ that they met in Hartford to consider sedition....The timing may have been
coincidental, but it was during this period that Doolittle issued a message of hope
to bolster the morale of his countrymen” – O’Brien.
“In the course of his lengthy career as an engraver, Doolittle had illustrated several religious works and Bibles. The Prodigal Son series is, however, his major
independent production in that field. It is remarkable that Doolittle dressed
his figures in contemporary dress and placed them in a setting of familiar New
England landscapes and buildings. The scene of revelry, possibly derived from
similar designs by Hogarth, is rather stilted and unconvincing, but the other
scenes that appealed more directly to the Puritan morality are presented with
utter sincerity and resultant effectiveness” – Shadwell. An important group of
engravings from one of the first engravers of the United States, almost never
encountered as a complete set.
SHADWELL 110, 111, 112, 113. STAUFFER 539, 540, 541. FIELDING 391.
Donald C. O’Brien, Amos Doolittle: Engraver of the Republic (New Castle: Oak
Knoll, 2008), p.79.
$20,000.

A Very Early Engraved Portrait of Sir Francis Drake
11. [Drake, Sir Francis]: De Leu, Thomas, engraver: [After] Rabel, Jean, the
Elder: FRANCISVS DRAECK NOBILISSIMVS EQVES ANGLIÆ ANO ÆT
SVE 43. Paris. [ca. 1583]. Engraved portrait, oval with surrounding legend and
text beneath, on laid paper (67/8 x 4¼ inches). Cut to just within plate mark and
inlaid into later wove paper sheet. Later ink inscription on verso reading: “from
Holland / 1809.” Minor wear and soiling. Matted. Very good.
A clean impression of the second state of this famous portrait of Sir Francis Drake
at age forty-three, shortly after he returned from circumnavigating the globe, the
basis for most of the later images of him. The image is taken from a portrait
purportedly painted from life by Jean Rabel the Elder and is said to be a credible
likeness of the famed navigator. The legend beneath the portrait indicates the
dates of Drake’s circumnavigation, listing Rabel as the painter and Thomas de Leu
as the engraver. Thomas de Leu (1560-1612), a pupil of Rabel, moved to Paris
around 1576 and became one of the most noted portrait engravers of his time.
This engraving of Drake was the basis for many later images of him, including
the well-known engravings by Jodocus Hondius and Crispin van de Passe.
The earliest graphic image of one of the greatest figures in maritime history.
Marianne Grivel, “Au Sieur Rabel, Parangon du la ‘pourtraicture’...” in H. Zerner
& M. Bayard, Renaissance en France (Paris, 2009), pp.227-92 (2d state). $7500.

Clicking on any item – text or image – will take you to our website
for easy ordering and to view any additional images.

range as a backdrop. Close attention is
paid to the rather formal attire of the
hunters, who sport buckskin jackets, stiff
white shirts, and broad-brimmed hats.
The buffalo and horses are drawn quite
well, with their power and speed clearly
delineated.

A Dramatic Watercolor of British Lords Buffalo Hunting
12. [Dunmore, Lord Alfred]: THE BUFFALO HUNT. [Probably in Manitoba,
Canada. ca. 1862]. Watercolor on paper, 8¾ x 13½ inches, laid onto a larger ruled
sheet. Unsigned. Title and attribution on Kennedy Galleries labels. A short closed
tear, neatly repaired, is in the grass at the very bottom of left-center foreground.
In excellent condition, with bright colors and sharp detail. Attractive period-style
decorated gilt frame, matted and glazed. Provenance: Kennedy Galleries; Collection of Edward Eberstadt & Sons.
This graphic image of a buffalo hunt, likely near Fort Ellice, Manitoba, in western
Canada, was painted by a British nobleman visiting the West on an exotic sporting adventure. A hunter, carrying a buffalo rifle, has dismounted from a horse
to inspect a fallen buffalo bull, while behind him three mounted hunters pursue
more buffalo, cut from a large herd seen grazing on the horizon, with a mountain

Kennedy Galleries attributed this painting
to one “Lord Alfred Dunsmore” [sic]. It
was actually executed by Honorable Alfred
Murray, called by courtesy Lord Alfred
Dunmore, younger brother of the 7th
Earl of Dunmore. “Lord” Dunmore was
in his late teens at the time of the expedition. He travelled to western Canada
with the expedition of Viscount Milton
and Dr. Walter Butler Cheadle, one of
the most important early explorations
of the Canadian far west. According to
Marshall Sprague in A Gallery of Dudes,
Dunmore delayed the expedition first by
supposed illness and then by his sporting
proclivities. “Cheadle was summoned off
their route by Lord Southesk’s brotherin-law, Lord Dunmore, whose messenger
said he was dying of jaundice. After two
days of fatiguing forced march, Cheadle
reached Fort Ellice, near the junction of
Assiniboine and Qu’Appelle Rivers, to be
told that his lordship felt very much better and was off hunting buffalo.” This is
evidently Dunmore’s illustration of his buffalo hunt after recovery.
Dunmore was only one of many British aristocrats who visited the western frontier
for sporting adventure; Sprague’s book describes the trips of many of them. In
Dunmore’s case, he may have been inspired to go west by his brother-in-law, James
Carnagie, the 9th Earl of Southesk, who hunted in the same regions in 1859-60
before returning to England to marry Dunmore’s sister. Southesk later described
his trip in his book, Saskatchewan and the Rocky Mountains (Edinburgh, 1875).
A superb picture of western hunting at a very early date.
Marshall Sprague, A Gallery of Dudes (Boston & Toronto: Little Brown, 1966),
pp.68, 73, 83, 276. Charles Kidd & David Williamson, Debrett’s Peerage and Baronetage (London: Debrett’s Peerage Limited and St. Martin’s Press), pp.410-12,
477-79, 1179.
$19,500.

Rare Canadian Views
13. Eagar, William: [NOVA SCOTIA ILLUSTRATED IN A SERIES OF
VIEWS TAKEN ON THE SPOT AND ON STONE BY WILLIAM EAGAR].
[Halifax: C.H. Belcher, 1839-1840]. Six (of twelve) lithographic views, each approximately 11½ x 17 inches. Minor soiling and wear. Very good. Each view
archivally matted to 15½ x 17½ inches, housed together in a red cloth clamshell
case, gilt leather label.
A very rare series of views by an artist who occupies an important place in the
history of art in Nova Scotia. Eagar was born in Ireland, and by 1824 he was living just outside St. John’s, where he owned a twenty-acre estate. In 1828 he sold

the estate and moved into St. John’s itself, where he advertised his services as a
silhouette maker and teacher of landscape painting. He moved to Nova Scotia in
1834, arriving in Halifax in July of that year, where he opened a Drawing Academy.
He became enthusiastically involved in the artistic and intellectual life of the
city, painting many notable views of the surrounding scenery. The present work
followed on from the success of his other published work: three steel-engraved
views printed in Edinburgh, titled Illustrations of Scenery of Nova Scotia (1837).
Eagar travelled to Boston to arrange for the printing of his new series of lithographic views, Nova Scotia Illustrated. They were published periodically in four
parts: part I in July 1839, part II in August 1839, and the two final parts (which

were published posthumously) in May and August 1840. Each part contained
three prints, with a lithographed title in part I (not included in the present set).
These highly skilled and evocative views are now very scarce. The Abbey set
included only nine of the twelve views, and Spendlove noted that the prints were
“quite rare” in 1958. They were enthusiastically received. J.S. Thompson, a local
newspaperman, wrote: “Mr. Eagar’s first number of ‘Illustrations of Nova Scotia...’
has appeared. Its reception has given much pleasure both for the beauty of the
drawings, and the degree of success which has attended Mr. Eagar’s persevering
efforts to get his work well-lithographed....We hail Mr. Eagar’s work, for its own

sake, and the artist’s; – and also, because it tends to demonstrate how much beauty
and interest lie within easy walk of Halifax, – it will help also to increase taste in
this delightful department of intellectual effort, and to make the province better known, and more respected.” The present set contains the following views:
“Halifax, from the Red Mill, Dartmouth”; “Entrance to Halifax Harbour, from
Reeve’s Hill, Dartmouth”; “View on Bedford Basin”; “Windsor, N.S. from Fort
Hill”; “View from Retreat Farm, Windsor, N.S.”; and “View from the Horton
Mountains.”
ABBEY 620 (with 9 of 12 plates). J. Russell Harper, Early Painters and Engravers
in Canada, p.100. Spendlove, The Face of Early Canada, p.33.
$12,000.

An Unusual Portrait Print of Franklin
14. [Franklin, Benjamin]: Vanloo, Charles Philippe: FRANCKLIN [sic]. [Paris:
Marie Francois Drouhin, ca. 1790]. Handcolored oval mezzotint portrait, 10 x
8¼ inches, on a 12½ x 9¼-inch sheet. Sheet lightly browned, more so around the
edges. Overall, very good. Matted.
An attractive mezzotint portrait of Benjamin Franklin, with delicate contemporary
coloring. The engraving was done after an original portrait by the famed French
painter, Charles Philippe Vanloo (sometimes spelled Van Loo). The original
portrait was done while Franklin resided in Paris in the years during and after the
American Revolution, and is now in the collection of the American Philosophical
Society, which was founded by Franklin. Sellers asserts that it is “beyond question a life portrait,” done between 1777 and 1785. In Vanloo’s original portrait
Franklin wears a fur coat. In this print of the painting the fur coat has been
replaced by a simpler cloth coat. Franklin wears glasses, his hair is long and
gray, and he has a slight smile on his face. In the caption below the image, his
name is spelled “Francklin.” “The substitution of a simple gray coat for the furtrimmed costume of the original was undoubtedly in deference to revolutionary
feeling” – Sellers. This print was engraved after Vanloo’s portrait by the noted
French engraver, Pierre-Michel Alix, who was known for his portraits of leading
French citizens and prominent personalities. A handsome contemporary portrait
of the American who dazzled France as a diplomat, scientist, philosopher, and
gentleman of society.
SELLERS, BENJAMIN FRANKLIN IN PORTRAITURE, p.394.
$5000.

Original Designs for Furniture and Interiors from Jazz Age New York
15. [Furniture and Interior Design]: [Hofstatter, Theodore]: [SIGNIFICANT
ARCHIVE OF FORTY-TWO ORIGINAL WATERCOLORS AND PENCIL
DRAWINGS OF HOFSTATTER FURNITURE AND INTERIOR DESIGNS].
[New York. ca. 1920-1940]. Forty-two original works, from approximately 9 x 7¼
inches to 14½ x 11½ inches. Most on paper and mounted to cardboard backing,
some executed on art board, some matted. Minor dust-soiling to some, several
examples have pencil drawings of room layouts or floor plans on the verso, Hofstatter stamps on verso of two, a few examples detached from mount. Overall
clean and in excellent condition, retaining vibrant coloring.

A stellar group of thirty-nine original watercolors and three original pencil
drawings depicting early 20th-century furniture designs, largely in the French
Provincial style. The artwork was executed by New York furniture designer and
interior decorator Theodore Hofstatter, or artists working for his firm. The
group includes wonderful depictions of mirrors, beds, window drapes, chairs,
desks, bureaus, tables, and stands. Additionally, there are eleven works showing
the interior design of various room settings.
Theodore Hofstatter succeeded his father in their New York City business of
furniture design and construction, naming the firm Hofstatter’s Sons when his

brother Adolph joined him in the concern in the early 1870s. The Hofstatter family concentrated their efforts on building quality furniture at wholesale
prices. In 1885, Theodore Hofstatter founded a branch of the business to focus
on interior decorating, opening a separate location on Broadway near Twelfth
Street. Eventually the business would move to at least two different addresses
on Fifth Avenue, evidenced by Hofstatter labels affixed to the verso of several of
the watercolors here (a few of these labels are also marked “Special Design” by
Hofstatter). According to The National Cyclopedia of American Biography (1894),
Theodore’s design business “kept abreast ever since [its opening] with the current
of fashionable taste in illustrating, in the styles reproduced, all those characteristics with which the names inseparably connected with the history of the three
Louis are essentially a part. Berain, Lebrun, Watteau, Andre, Charles Boule,
have now a historical significance; Cailleri, Gouthiere, Reisener, Fragonard,

Greuze, Boucher, Martin, and the rest, awaken a whole train of associations. It
is through their influence, and such as theirs, that Theodore Hofstatter’s designs
possess the material to produce only those effects that can be truthfully termed
good style.” Hofstatter restricted his decorating contracts largely to commercial
interests, furnishing the City Club, the Downtown Club, the Arkwright Club,
and nine floors of the Hotel Savoy. He also cultivated a small group of private
clients, one of whom was Cornelius Dresselhuys, Dutch consul to Great Britain.
Two of Dresselhuys’s rooms, the Entrance Hall and Vestibule, at 9 Kensington
Palace Gardens in London are featured here in lovely full watercolors.
A fascinating group of artwork featuring furniture and interiors from a prominent
New York City furniture maker and interior designer. Such original illustrations
of furniture and interior decoration are, in our experience, quite scarce.
$8500.

A Significant Addition to the Art Canon of the Pacific Northwest
16. [Gibbs, George]: [PASTEL PAINTING OF A SCENE IN THE PACIFIC
NORTHWEST, PROBABLY THE COLUMBIA RIVER, WITH INDIANS
LANDING CANOES ON A RIVERBANK, AND SNOWCAPPED MOUNTAINS IN THE DISTANCE]. Oregon or Washington. [Based on sketches made
ca. 1850-1855, but painted somewhat later]. Pastel on card, 19½ x 39 inches.
Signed lower left: “Gibbs.” Framed and glazed in a period hardwood frame and
gold gilt liner. The painting, with lovely, bright colors, is in excellent displayable condition.

This beautiful painting of three Indians laying up two canoes on the bank of a
river in wooded mountainous terrain is the work of George Gibbs (1815-73),
ethnographer, mapmaker, geologist, historian, attorney, and, for nearly twelve
years, an explorer, artist, and administrator in the Pacific Northwest. The scene
is likely the western entrance to the Columbia River Gorge, with the Cascade
Mountain Range in the near distance. The painting shares several geographic
and artistic touchpoints with the annotated on-the-spot drawing from 1850 that
Gibbs made farther east on the river at Oak Point, illustrated in David Bushnell’s

Drawings by George Gibbs in the Far Northwest, 1849-1851. The painting is signed
in a slightly stylized version of the signature found throughout Gibbs’ personal
and professional papers.
Gibbs learned to paint while attending the Round Hill School in Northampton,
Massachusetts, the first experimental prep school in the country, founded by future historian George Bancroft, and Joseph Green Cogswell, later director of the
first great public library in the United States, the Astor Library. Gibbs grew up
surrounded by great American art. “Gibbs’ father commissioned Gilbert Stuart
to paint Washington, Adams, Jefferson, Madison, and Monroe; these portraits
hung in Gibbs’ childhood home at Sunswick Farms, Astoria, New York. Stuart
also painted portraits of ‘Colonel’ George Gibbs and Laura Wolcott Gibbs, his
parents” – Stephen Dow Beckham.
Papers from Gibbs’ adolescence indicate the development of his interest in science and in outdoor life; and one very interesting letter, a harbinger of a career
to come, written in 1833 from Boston to his sister, Eliza, includes an account
of seventeen-year-old Gibbs’ encounter with John James Audubon (Wisconsin
Historical Society):
“Dear Sister, I have just returned from a visit to Mr. Audubon. THE Audubon.
But I will tell you all in order. Saturday I went to see the prints of his birds at the
Athenaeum. They are superb, of full size on elephant paper. Turkeys & eagles as
well as small birds and large as life & the colouring & execution beautiful. They
are all of them represented in the act of seizing their prey or in some natural
and striking position. The landscapes birds butterflies animals etc are very fine.
His son paints the flowers & branches of trees on which many rest, from nature,
they are very beautiful. He has not near finished his collection, though about
two hundred are done....
“I killed [a moth] this morning with nitric acid, and by way of introduction agreed
to take him to Mr. Audubon’s & Aunt Ruth who had been before went to. Mr. A
was unwell & we took the pleasure of seeing him. He is a complete original & a
remarkable man. [Audubon was] extremely glad of the moth & Mr. A [illegible]
that I would accept of a little shell he had picked up on the coast of Florida as a
remembrance. [Audubon] has a large collection of stuffed birds as a reference for
description. He showed me some of the original paintings. The feathers look
like real ones every division accurately transferred....”
Gibbs earned a Harvard law degree, then began a desultory, unenthusiastic,
unprofitable law practice. “[In 1843, Gibbs became librarian of the New-York
Historical Society], cataloging the collection and steering it toward an emphasis
on American subjects. [Gibbs started another law firm], but his work for the historical society [which he genuinely enjoyed and committed himself to] absorbed
more and more of his time.
“The excitement over the discovery of gold in California finally dislodged Gibbs
completely from his law practice, and in 1849 he left New York for St. Louis,
Missouri. Joining a march of the Mounted Riflemen, he traveled overland from

Fort Leavenworth to Oregon City. On the trip he made many drawings and kept
a journal, portions of which were published in the New York papers. His lively
entries described the climate and landscape, life in camp, and encounters with
Sioux Indians and emigrants on the Oregon Trail.
“Gibbs settled in Astoria, Oregon, near the mouth of the Columbia River. In
1850 he was appointed deputy collector of the port, but he resigned later that year
in the aftermath of having embarrassed his superior by an overzealous prosecution
of the customs laws. In 1851 he joined Reddick McKee on an expedition to draw
up land treaties with Indian tribes west of the Sacramento Valley. In five months
McKee’s group met with nearly 10,000 Indians and concluded five treaties. Gibbs,
who had already been interested in Indian languages, compiled vocabulary lists of
fifteen indigenous tongues and worked on maps of the region. In 1852 he tried
his hand at prospecting in northern California with less than impressive results.
By the end of the year he was back in Astoria, again as a customs collector, but
when Franklin Pierce took office in 1853, Gibbs lost his political appointment.
“Gibbs soon found other work. In 1853 George B. McClellan hired him as a
geologist and ethnologist to help survey a railroad route to the Pacific. In 1854
Gibbs left Oregon for good, settling near Fort Steilacoom in the Washington
Territory on a farm he called ‘Chetlah.’ He was rarely there, however, continuing his surveying and conducting ethnological research. Working for the Indian
Commission in the territory, Gibbs helped shape Indian policy. He argued for
keeping Native Americans on their traditional homelands to preserve the cultural
and linguistic diversity that he knew was dissolving quickly on reservations. He
also campaigned for the use of Indian place names, which he often noted on the
maps he made. Gibbs served briefly as the acting governor of Washington Territory and was appointed brigadier general of the militia in 1855.
“In 1857 and 1858 Gibbs was again in the field, this time surveying the 49th
parallel between the United States and Canada for the Northwest Boundary
Survey. Working for Archibald Campbell, he traversed the border from the
Pacific to the Rockies. Gibbs took every opportunity to add to his knowledge of
Indian languages, and also collected animal, insect, and plant specimens, many of
which he sent to scientists like Louis Agassiz and Asa Gray” – Bethany Neubauer,
American National Biography.
Raymond Settle’s introduction to The March of the Mounted Rifleman, which draws
from the journals made by Gibbs and that expedition’s leader, Major Osborne
Cross, endorses the importance of Gibbs western sketches: “As an artist Gibbs
exhibited considerable talent, both in sketching outdoor scenes and in drawing
from life. He made what was perhaps the first drawing of Shoshone Falls, and
sketched various scenes in eastern Oregon, on the Columbia River, and while
crossing the Cascade Mountains....[In 1851, while associated with Oregon Territory
Governor John P. Gaines in the making of treaties with the Calapooya Indians,
and later that same year with Reddick McKee], Gibbs made many drawings...numerous drawings.” Bushnell notes that Gibbs’ sketches of the Pacific Northwest
impressed Seth Eastman, who incorporated them into his own work. Eastman’s

sepia drawing, “Humboldt, California, 1851,” later made into an engraving for
Schoolcraft, is annotated: “S. Eastman from a sketch by G. Gibbs” (Seth Eastman.
A Portfolio of North American Indians, pl. 47).
George Gibbs authored, usually under the imprimatur of the Smithsonian Institution, several important books on Indian languages and dialects, and tribal
life, in the Pacific Northwest. His scholarship in such works as Notes on the
Tinneh or Chepewyan Indians of British and Russian America (1867) and Alphabetical
Vocabularies of the Clallam and the Lummi (1863) was so meticulously researched
and well-illustrated that historian William Goetzmann calls Gibbs “one of the
founders of scientific studies in the Far West.” Gibbs’ notes and interpretations
of 19th-century treaties between Indian tribes and federal and state governments
(the drafts for those treaties are often in his handwriting) are used to this day to
argue lawsuits involving American Indian interests, many concerning the building
of casinos on reservation lands
Gibbs wrote books concerning American law. His propagandist history of the
Federalist Party, Memoirs of the Administrations of Washington and John Adams (1846)
began as a biographical study of his great-grandfather, Declaration of Independence
signer Oliver Wolcott, the senior, and his grandfather, Oliver Wolcott, United
States Treasury Secretary and Connecticut governor.
Terrible health, rheumatic gout, kept Gibbs out of the U.S. Army during the
Civil War, though he did volunteer. “He became an important member of the
Loyal National League and the Loyal Union Club. During the latter part of his
life he lived in Washington, D.C. [‘in the Smithsonian tower!’ (Beckham)], where

his extensive knowledge of the northwestern Indians [and his collection of their
artifacts] was often employed by the Smithsonian Institution” – DAB.
Artwork by George Gibbs is rarely found in the marketplace. Artnet and AskArt
do not report any works having come into the market. He donated the majority
of his western sketches to the Smithsonian Institution. The Peabody Museum
at Harvard University owns a small holding of his sketches, as does the National
Park Service collection at Fort Vancouver. Aside from the present example, we
are not familiar with any other large scale painting by Gibbs – nor is the leading
authority on Gibbs, Lewis and Clark College professor Stephen Dow Beckham,
who has written about Gibbs since his 1970 dissertation, “George Gibbs, 18151873: Historian and Ethnologist” – making this newly discovered, quite gorgeous,
picture a significant addition to the art canon of the American Northwest.
Who Was Who in American Art II, p.1277. GROCE & WALLACE, p.256. ANB
VIII, pp.915-17. DAB VII, pp.245-46. David Ives Bushnell, Drawings by George
Gibbs in the Far Northwest, 1849-51 (Washington, D.C.: Smithsonian, 1938), passim. Raymond W. Settle, ed., The March of the Mounted Riflemen...as Recorded in
the Journals of Major Osborne Cross and George Gibbs... (Glendale, Ca.: Arthur H.
Clark Company, 1940), pp.22-27, 273-327. George Gibbs, letter to Eliza Gibbs
dated Boston, Ma., March 17, 1833; located at Wisconsin Historical Society, Gibbs
Family Papers, Box 1 / Folder 7 www.wisconsinhistory.org. Sarah E. Boeheme, et
al, Seth Eastman. A Portfolio of North American Indians (Afton, Mn.: Afton Historical
Press, 1995), p.125. William Goetzmann, Army Exploration in the American West,
1803-1863 (Lincoln, 1959). Stephen Dow Beckham, “George Gibbs, 1815-1873:
Historian and Ethnologist” (Ph.D. dissertation, UCLA, 1970); correspondence,
January-February 2006.
$37,500.

Gifford’s San Francisco Panorama:
The Most Ambitious Western View of the Period
17. Gifford, Charles B.: SAN FRANCISCO, 1862. FROM RUSSIAN HILL.
San Francisco: Printed by L. Nagel, published by A. Rosenfield, 1862. Lithograph,
in five sections, 15 x 108 inches, printed on heavier paper. Expertly conserved
and mounted on tissue. Staining and some paper loss, almost entirely confined
to the lower margin (caption portion) of the center portion and right half of the
entire image. The image itself is quite bright, with nice variations in tone. In
good condition overall.
This extraordinary lithograph – actually five sheets joined together – is the first
panorama of San Francisco, one of the most striking early views of that city, and
the most ambitious city view undertaken in the American West up to that time.
Not until Eadweard Muybridge’s photographic panorama of San Francisco several
decades later was the city shown so completely in a single view. “One of the rarest
and most important of items relating to San Francisco” – Eberstadt.
Gifford’s view, taken from Russian Hill, was executed in five separate sections,
each with full title information, and a text of numbered locations runs across the
bottom of the entire panorama, with 121 places identified. The Presidio can be
seen in section one, Alcatraz in section two, and the first heavily built-up streets
in section three. Section four includes the most densely settled area, along Market and Mission, stretching into section five, which goes to Mission Dolores and
beyond. Details of buildings, streets, and other features are rendered with great

exactness and a stunning wealth of detail. Churches, synagogues, the Masonic
temple, wharves, and streets are all identified. “...[I]t took an ambitious project
like Charles Gifford’s multisectioned panorama to record completely the city’s
tremendous growth” – Deák.
The artist, Charles Gifford, came to California in 1860 and was active until 1877.
According to Reps, “Gifford’s finest and most ambitious view was a sweeping panorama from Russian Hill.” The view was lithographed by Louis Nagel, who had
been well-known as a lithographer in New York before coming to San Francisco
in 1856. Reps notes that the publisher, Rosenfield, made the panorama available in three versions in 1862: one printed on thin paper and mounted on cloth;
another as here, printed on single sheets on heavier paper; and a third, mounted
on cloth and fastened to wooden rollers.
Deák and Reps locate six copies of this panorama (MWA, DLC, CU-B, CSmH,
Wells Fargo, California State Pioneers). Peters calls it “important and rare.” It
is an incredible production, both as a landmark in western lithography, and as
a view of a major American city in the midst of a period of tremendous growth.
DEÁK, PICTURING AMERICA 776. REPS, VIEWS & VIEWMAKERS 290295. PETERS, CALIFORNIA ON STONE, pp.167-68. PETERS, AMERICA ON
STONE, pp.195, 291. STREETER SALE 2872. BAIRD & EVANS, HISTORIC
LITHOGRAPHS OF SAN FRANCISCO 38a. EBERSTADT 133:236.
$35,000.

The Dictator Who Lasted the Longest:
Portrait of the Most Successful Strongman of Haiti, 1818-43
18. [Haiti]: [Boyer, Jean-Pierre]: [WATERCOLOR OF GENERAL JEANPIERRE BOYER, PRESIDENT OF HAITI]. [Port-au-Prince? ca. 1825].
Watercolor, 6½ x 5 inches. Matted and framed to 10 x 8 inches. A few faint spots
of foxing. Colors bright and fresh. Near fine.
A handsome watercolor of Haitian general and president Jean-Pierre Boyer
(1776-1850), who reigned over Haiti from 1818 to 1843. Boyer, a free mulatto,
was born in Port-au-Prince but educated in France. One of the leaders of the
Haitian Revolution, he fled to France when Toussaint’s uprising turned against the
mulattoes as well as the whites, returning with LeClerc in 1802. After independence Haiti split into two states, north and south, and Boyer served as the right
hand of Alexandre Petion, who established himself as president of the southern
state. Boyer was appointed by Petion to be his successor, in 1818, while Henri
Christophe still ruled in the north. After Christophe committed suicide in 1820
and his young son was killed ten days later, Boyer succeeded in reunifying the two
states of Haiti. In late 1821, Santo Domingo became independent from Spain and
Boyer swiftly moved to invade, uniting the island under his rule by early 1822.
In 1825, after agreeing to an indemnity, he obtained official French recognition
of the country for the first time since the revolution.
At first Boyer’s rule looked like a new start for the war-ravaged country, and many
free Blacks from the United States considered settling there; but Boyer preferred
to maintain a semi-feudal government, and little was done to improve the situation.
He stayed solidly in power until an earthquake was followed by an insurrection in
1843. Santo Domingo rebelled and won its independence back in 1844. Boyer
fought back for over a year before fleeing first to Jamaica in 1845 and then to
France, where he died in 1850. He succeeded in lasting as president longer than
any other Haitian ruler, just edging out “Papa Doc” Duvalier for the honor.
In this portrait, which shows Boyer in three-quarter profile facing left, he is
dressed in his full regalia as general and president, wearing a blue military coat
trimmed in gold braid and a white cape with a red lining. This likeness closely
resembles an engraving by Raban, dated 1825, which is probably based on it. He
is at the height of his achievements, having just solidified his power by obtaining
recognition from France. The portrait is signed with the initials “B.C.” written
in reverse in the bottom corner. An outstanding image of Haiti’s fourth president.
$9500.

The Gems of Brazil
19. Heade, Martin Johnson: [PAIR OF EXQUISITE CHROMOLITHOGRAPHS OF BRAZILIAN HUMMINGBIRDS INTENDED FOR HEADE’S
ABANDONED BOOK PROJECT, Gems of Brazil]. [London. ca. 1863].
Chromolithographed plates, image areas 11½ x 9¾ inches. Very minor surface
wear, else fine condition. Matted and framed.
A sensational pair of chromolithographs featuring Brazilian hummingbirds. After
his journeys in South America, Martin Johnson Heade planned a chromolithographic
work to be entitled Gems of Brazil, which would translate twenty of his paintings
of hummingbirds and orchids into prints. In 1863, he executed the paintings of
hummingbirds against a Brazilian background and sent them to London to be
chromolithographed. For some unknown reason the project was dropped. Only
four of the plates survive in proof form; these are two of them. In The Democratic
Art, Peter Marzio states that five colors plus a tint stone were used, with traces of
oil paint in the highlights. This firm owned two of the proofs about twenty-five
years ago, and these are the only other ones we have seen on the market. Simply
stunning works, as rare as they are extraordinarily beautiful.
Sixteen of the original Heade paintings came into the private collection of the
famed English art historian Kenneth Clark, who later gave them to his son Alan.
Alan Clark sold them in the 1970s to help finance his political career and taste
for exotic cars; they went into the collection of the American art collector Richard Manoogian. He sold them to the Crystal Bridges Museum in Bentonville,
Arkansas, where they can be seen today.
$20,000.

The Classic Portrait of Chief Justice John Marshall
20. Hubard, William James: [IMPORTANT FULL-LENGTH PORTRAIT
OF CHIEF JUSTICE OF THE UNITED STATES, JOHN MARSHALL
(1755 – 1835)]. [Virginia. ca. 1832]. Oil portrait on canvas, approximately 20½
x 15½ inches, mounted in a 19th-century gilt wooden frame to overall 29½ x 23¾
inches. Stamped “Franck & Lundin Frames, Richmond, VA” on verso of canvas.
Unsigned. Upper right edge re-adhered to stretcher, scattered in-painting to face,
collar, hands, and background, light professional cleaning and re-varnish. Minor
chipping to frame. Very good.
This fine portrait of Chief Justice John Marshall shows the famed jurist near the
end of his life, seated in a typically awkward pose.
The artist, William James Hubard, was born in Warwick, England. Michael David
Zellman relates in 300 Years of American Art that “[a] man named Smith spotted
Hubard’s early talent for cutting likenesses from paper and exploited him as a
child prodigy in England, before bringing him to the United States in 1824. After
three years in Boston and New York City, Hubard broke ties with his manager.
Gilbert Stuart persuaded Hubard to give up silhouettes for oil paints. With the
help of portraitist Thomas Sully, Hubard began a career as a portrait painter in
1829.” He specialized in small cabinet-sized portraits which, like this portrait
of Marshall, usually measured about twenty-one by seventeen inches, with the
subject full-length in a dark but dramatically lighted setting. While working in
Baltimore, he embarked upon a project of painting a series of American statesmen.
He completed a portrait of Andrew Jackson (present whereabouts unknown), and
painted John C. Calhoun (Corcoran Gallery of Art, Washington), and Henry Clay
(University of Virginia, Charlottesville). Hubard established residence in Virginia
in 1831 and spent most of the rest of his life there. His output of Virginia portraits
is probably less than seventy-five. During the 1850s Hubard became interested
in sculpture and established a foundry in Richmond for casting bronzes. When
the Civil War broke out, he turned his hand to the production of ammunition
for the Confederate army. In 1862 he died in an explosion in his foundry while
experimenting with artillery shells.
While one might be tempted to attribute Marshall’s ungainly appearance in this
portrait to Hubard, it is virtually certain that what we see is the way the Chief
Justice actually looked. According to his colleague, Justice Joseph Story, Marshall’s
body “seemed as ill as his mind was well compacted.” He was, said Story, “without
proportion,” and “his arms and legs dangled, looking half dislocated.” AttorneyGeneral William Wirt described Marshall as “tall, meager, emaciated, his muscles
relaxed, and his joints loosely connected but his eyes possessed an irradiating
spirit which proclaims the imperial powers of mind which sit enthroned within.”
Marshall almost invariably ordered multiple examples of portraits painted of himself
for those of his children who requested them. In this case, five identical versions
are known, located respectively at John Marshall House (Richmond, Virginia),
University of Virginia (Charlottesville), National Portrait Gallery (Washington),

a previous example sold by this firm to a private collector, and this present example, from the Estate of Charles Boyd Coleman, Jr., Chattanooga, Tennessee.
Further, this example descended in the family of Lewis Minor Coleman, Jr., son
of C.S.A. Lieut. Col. Lewis M. Coleman, and Mary Ambler Marshall, daughter
of James K. Marshall and granddaughter of John Marshall (1755-1835). Lewis
M. Coleman Jr. was also related to the family of Henry Dearborn by his marriage
to Julia Wingate Boyd, daughter of Annette Maria Dearborn Boyd, who was the
daughter of Greenleaf Dearborn (1786-1846) and great granddaughter of Henry
Dearborn (1751-1829) on her mother’s side.
A notable American portrait.
Margaret Christman, Fifty American Faces from the Collection of the National Portrait
Gallery (1978), pp.85-89. Andrew Oliver, The Portraits of John Marshall (1977),
p.165. Michael David Zellman, 300 Years of American Art (New York: Welfleet
Press, 1987), p.137, with the National Portrait Gallery version of this portrait
illustrated. GROCE & WALLACE, p.331. Jessie Poesch, The Art of the Old SouthPainting, Sculpture, Architecture & the Products of Craftsmen 1560-1860 (New York:
Harrison House, 1983), pp.270-73.
$35,000.

Clicking on any item – text or image – will take you to our website
for easy ordering and to view any additional images.

pulling a single-rider, four-wheeled carriage
along a dirt road. The text above the illustration reads, “D.B. Gregory & Co.,” and
below: “Livery & Sale Stables / Best Stock
/ Horse & Buggies / Main Bet. County &
Neosho Strs. / Osage Mission Kan.” The
lettering is in black with blue and purple
shadowing, and “Osage Mission Kan.” is
drawn in a very ornate style. The entire
sign is decorated with purple watercolor
ornamentation. On the verso is a pencil
sketch of the horse and the lower half of
the carriage, likely a preliminary sketch for
the finished illustration.

Hand-Painted Trade Sign for a Kansas Livery Stable
21. [Kansas Trade Sign]: D.B. GREGORY & CO. LIVERY & SALE STABLES
BEST STOCK HORSES & BUGGIES...OSAGE MISSION KAN. Osage
Mission, Ks. [N.d., ca. 1870s]. Hand-drawn and hand-painted watercolor sign on
a 14 x 18¾-inch sheet of cardstock. Pencil sketch for the same sign on the verso.
Small chips at lower corners, some light soiling. Very good.
A remarkable and very attractive handmade sign for D.B. Gregory’s livery stable
in Osage Mission, Kansas. Undated, the style of the sign suggests a date of the
1870s. The center of the sign shows a lovely illustration in profile of a horse

David B. Gregory, born in 1846 in Iowa,
established his livery business with his
brother in Osage Mission (now St. Paul),
Neosho County, Kansas by the early 1870s.
An advertisement in the March 23, 1873 issue of the Osage Mission Transcript describes
Gregory’s livery as having a “fine and well
selected stock of horses and carriages...the best matched teams for style and speed
in the city. Saddle horses for ladies and gents a specialty that defy competition.”
Settlers came to the region around Osage Mission in the 1840s, following the
founding of nearby Fort Scott in 1842. Osage Mission itself was founded in 1847
by Father John Schoenmakers as a mission to local Indian tribes, and then grew
into a town in its own right, serving as a trading post and gateway for commerce
and westward exploration. By the late 1860s it had grown to nearly 900 people,
with a hotel, boarding house, saloon, stables, general store, hardware store, and
blacksmith.
A rare, significant, and informative survival from the American frontier.

$4500.

An Important Portrait of a Fur Trade Pioneer,
Benjamin O’Fallon, Nephew of William Clark,
Painted While Accompanying Indian Delegations to Washington
22. King, Charles Bird: [OIL PORTRAIT OF MAJOR BENJAMIN O’FALLON].
[Washington. ca. 1822]. Oil on canvas, 30 x 24½ inches. In an elaborately carved
gilt wood frame with some chipping at corners and outer edges, and separation at
upper right corner of inner frame. Original canvas relined, but image in overall
fine condition. Condition report available on request.
A handsome, large, and striking oil portrait of Major Benjamin O’Fallon, one of
the leading figures in the early Missouri fur trade, and one of the founders of the
military post at Council Bluffs, later named Fort Atkinson. Executed in Washington,
D.C., around 1822 by Charles Bird King, it is one of the few existing portraits of
an important figure in early expansion into the trans-Mississippi West. Benjamin
O’Fallon was born in 1793 in Kentucky, into a prominent Bluegrass family. He
was the nephew of William Clark, leader of the Lewis and Clark expedition and
later governor of the Missouri Territory. From an early age he was raised in St.
Louis under the guardianship of his uncle. He therefore came naturally to the
Indian trade and exploration, making his first foray into trading in 1816. In 1819
he was appointed Indian agent for the upper Missouri and given the rank of major.
He accompanied Stephen H. Long on an expedition to Council Bluffs in 1819,
arriving there on Sept. 19, 1819 and establishing winter quarters there. Edwin
James, in his account of the Long expedition, describes an Indian Council held
there by O’Fallon on Oct. 3, as well as many other events in the first winter at
the post. O’Fallon remained Indian commissioner for the Upper Missouri until
1827, and Fort Atkinson remained his headquarters when he was upriver, although
he probably resided in St. Louis or Missouri the majority of the time.
Charles Bird King (1785-1862) was born in Newport, Rhode Island. He trained
in London under Benjamin West. He eventually settled in Washington, D.C. in
1819, calculating it was a good base for one who sought to earn a living mainly
by portraiture. King painted the likenesses of many key Washington figures over
the course of his career, and was therefore in the right place when Commissioner
of Indian Affairs Thomas L. McKenney decided to add portraits of leading Indian
chiefs to the collection of artifacts he had begun when he became superintendent
of Indian trade in 1816. McKenney conceived the idea of an Indian portrait
gallery at the time of the visit of a large delegation of Indians from the Upper
Missouri to Washington in 1821-22, and King was commissioned to execute the
portraits. The present portrait of Benjamin O’Fallon was almost certainly taken
at the same time, since O’Fallon in his capacity as Indian agent accompanied the
delegation to Washington, and it is also surmised that O’Fallon personally arranged the sittings with the Native American leaders for King.
An important portrait of a prominent western explorer and trader, by a significant
American painter.
$40,000.

Watercolor of a Native American
23. [Native Americans]: [After Smith, Charles Hamilton]: NORTH AMERICAN, SEWESSISSING CHIEF OF THE EOWAH INDIANS [manuscript
caption title]. [N.p. ca. 1835]. Watercolor on a 9¼ x 7¼-inch sheet of paper.
Mounted at the upper and lower edges to a slightly larger sheet. Fine.
A handsome watercolor of a Native American chief, after the original by Charles
Hamilton Smith that appeared as a colored engraving in Baron Georges Cuvier’s
The Animal Kingdom. This illustration is unsigned, and depicts Sewessissing, chief
of the Iowa Indians. The unknown copyist of Smith’s original displays himself
as an artist of some talent, having produced a remarkably accurate version of the
original. The profile is strong and sharp, and the colors are lively and the shading
sensitive. It is a highly accomplished portrait of a striking Native American warrior.
This illustration of “Sewessissing Chief of the Eowah Indians,” appears in the first
volume of Baron Cuvier’s sixteen-volume work, The Animal Kingdom, which was
published in London from 1827-1835. The first four volumes of that work are
dedicated to the the “class mammalia,” and contain hundreds of illustrations, mostly
of animals. Of these illustrations, some eighty-three are by Charles Hamilton
Smith, including this portrait of Sewessissing, and a portrait of a young African
male. The portrait of Sewessissing is included in order to illustrate what Cuvier
proposed as a new variety of the human species, the “American,” who Cuvier saw
as “a link between the Caucasian and the Mongolian, but approximating more
to the latter.” The text goes on to describe the (native) American thusly: “the
skin is dark, with more or less of a copper tint. The hair is straight and black,
the beard small, forehead low, eyes dark and oblique, face broad and prominent,
and cheeks rounded. The features, in general, particularly the nose, are more
distinct and projecting than in the Mongolian type. The mouth is large, and the
lips are rather thick.” Smith’s portrait of Sewessissing is an excellent illustration
of Cuvier’s “North American.”
Charles Hamilton Smith (1776-1859), a soldier, artist, and natural historian,
was born in East Flanders and studied at the Austrian Academy for Artillery and
Engineers, after which he embarked on a career in the British army. Smith saw
duty in the Napoleonic wars, and in 1816 was sent on a mission to the United
States and Canada. It is likely at this time that he observed Native Americans,
and his resulting illustration of Sewessissing was almost certainly done from his
firsthand observations. Following his retirement in 1820 Smith devoted himself
to his art and natural history studies, producing thousands of watercolors, and
lecturing and publishing widely. Smith worked closely with Cuvier on natural
history publications, and was elected a Fellow of the Royal Society in 1824. “His
industry enabled him to master several disciplines and his accuracy of observation assisted him in the making of accurate drawings of his subjects” – DNB
(online).
$9500.

Original Art for a Western Adventure Story
24. [Prowse, Robert]: THE BOY SCOUT’S GALLOP FOR GOLD. [N.p.
ca. 1910]. Original watercolor mounted on sheet, 9½ x 10½ inches. Archival
matting, and protected with mylar. Some slight browning to edges. Very good
and quite displayable.
An elaborate scene of a valiant Boy Scout on horseback pursuing two toothless
outlaws. Signed “R.P.” in the lower right corner, the signature of illustrator
Robert Prowse. Evidently the original artwork for an illustration in a children’s
fictional western adventure.
$500.

Original Copper Plate for a Classic of Natural History
25. Selby, Prideaux John: [PLATE LI] 1. GREAT TITMOUSE 2. BLUE
[TITMOUSE] 3. COLE [TITMOUSE] 4. MARSH [TITMOUSE] 5. LONGTAILED [TITMOUSE] 6. BEARDED [TITMOUSE]. [Edinburgh & London.
(1821-)1834(-1839)]. Original etched copper printing plate, 16½ x 10½ inches,
from Illustrations of British Ornithology. Plate-maker’s stamp on verso: “Willm.
Pontifex Son & Co / No 46 / Shoe Lane London.” [with:] [AN UNCOLORED
PROOF PRINT FROM THE PLATE]. Very good.
A fine original copper printing plate from “the finest and largest book about
British Birds” (Jackson). The plate was used to print plate 51 from Selby’s major
work. Christine Jackson writes of the prints: “The copper plates were superbly
executed and the monochrome printed plates have an austere beauty unmatched
in other bird books illustrated by line. Every feather is clearly visible, with all
the details of the large flight feathers and the softer plumage standing out in
immaculate precision. Tone, shade, and texture were all exploited to the fullest
extent and demonstrate the best of which copper etching and engraving were
capable” (Bird Etchings, 1985, p.204).
Prideaux John Selby was a versatile gentleman naturalist, born on July 23, 1788
in Alnwick, Northumberland, he inherited Twizell House and its estate in 1804,
and throughout his life did not neglect his duties as a landowner, magistrate, High
Sheriff, and then deputy lieutenant of Northumberland. He married Lewis Tabitha
Mitford, the daughter of Bertram Mitford of Mitford Castle, Northumberland, in
1810, and by 1817 had a happy marriage, three daughters, and a house that had
become a sort of upmarket ‘staging-post’ for naturalists heading North and South
along the nearby Great North Road. Visitors were to include John James Audubon (who gave Selby and his brother-in-law, Robert Mitford, lessons in drawing),
Sir William Jardine (one of Selby’s closest friends and a collaborator on various
later works), John Gould, William Yarrell, H.E.Strickland, to name but a few.
Natural history and ornithology had been Selby’s passion from youth, and Christine Jackson notes, in her excellent introduction to the Sotheby catalogue of the
Bradley Martin collection of Selby watercolors, that, besides “collecting and preserving birds, Selby had observed them in the field, making careful notes of their
habitat and habits. At his leisure, he also sensitively colored drawings of them.
With this accumulation of practical knowledge, specimens, and some drawings,
Selby embarked in 1819 on an ambitious project to publish the most up-to-date,
life-size illustrations of British birds.
“Since he had an incomplete pictorial record of his birds, many remained to be
drawn while publication of the parts of the work proceeded. The aim was to
issue each part comprising twelve plates at regular intervals of six months. The
size of the paper chosen was elephant folio (27” x 21½”) in order that most of
the birds might be represented life-size. For each plate, Selby made watercolor
paintings of the species.”

“Selby etched his drawings on copper plates and then either took or sent the plates
to William Home Lizars in Edinburgh. Either Lizars or one of his workmen took
a pull [proof impression] from Selby’s plate and worked on any parts necessary to
bring the plate to a very fine state of completion. Selby and Sir William Jardine
both purchased their copper plates and etching ground from Pontifex of London,
and their letters refer to the progress made in drawing and ‘biting’ or etching their
plates. If they made a mistake or accidentally over-etched a plate, they relied on
Lizars to correct by burnishing to lighten it” – Jackson, Bird Etchings, pp.202-204.
BM NATURAL HISTORY IV, pp.1896-96. FINE BIRD BOOKS (1990), p.141.
NISSEN, IVB 853. ZIMMER p.571 (all refs).
$10,000.

Edward H. Harriman was a wealthy
railroad magnate, one of the original
robber barons of lore, who greatly desired to hunt bear in Alaska.
Never one to do anything small, he
decided not only to travel to Alaska
to hunt bear on Kodiak Island, but
to finance a major scientific expedition to Alaska along the way. The
Harriman Expedition comprised an
elite roster of scientists, artists, photographers, and naturalists whose
goal was to explore and document
the Alaskan coastline. For almost
two months, in June and July 1899,
the S.S. George W. Elder steamed
up the coast from Seattle to Siberia
while various experts, including
John Muir, Edward Curtis, and
other botanists, biologists, geologists, artists, and photographers
recorded what they encountered
along the way. The greatest benefit
of the expedition turned out to be
the sizeable published record of the
journey, which Harriman financed
himself. The fourteen-volume Harriman Alaska Series was published
by Doubleday beginning in 1901,
and remains a landmark of Arctic
exploration.

A Remarkable Archive from the Harriman Alaska Expedition
26. Spader, William Edgar: [SIXTY-TWO ORIGINAL INK DRAWINGS
ILLUSTRATING THE HARRIMAN ALASKA EXPEDITION, 1899]. [N.p.,
likely New York. ca. 1900-1905]. Sixty-two line drawings on thick card stock, each
signed: “W.E. Spader.” Sizes vary between 4¼ x 8 inches to 17½ x 10¾ inches,
oriented both portrait and landscape. Minor edge wear, some thumb-soiling, a
few examples with minor marginal surface wear. Very good. In a cloth clamshell
case, leather label.
A substantial archive of original art by William E. Spader, one of the principal
artists hired to create illustrations for Edward Harriman’s monumental fourteenvolume work The Harriman Alaska Series, published throughout the first decade
and a half of the 20th century. This important collection documents one of the
great scientific expeditions of the late 19th century.

William Edgar Spader was a Brooklyn-born craftsperson, and illustrator, whose
work appears in much of Harriman’s Alaska series. Spader lived and worked in
New York and is best remembered for his watercolors depicting beautiful women
of the Art Deco period. His drawings here show landscapes, numerous views of
glaciers, seal hunting, camp scenes, several scenes featuring canoeing or kayaking,
one illustration of death’s head carvings, and much more. Some of the illustrations are captioned in pencil on the reverse, identifying specific views of Davidson
Glacier, Hinchinbrook Island, Spruce Island, Hanging Valley, Grewingk Glacier,
Charpentier Glacier, Plover Bay, Reid Glacier, Yale Glacier, Chilkoot Lake, Russell Fiord, College Fiord, the head of Lynn Canal, a view upland near Walker
Bay, the tundra near Port Clarence, a view showing the caves in Barry Glacier,
a landscape showing the ridged surface of Columbia Glacier, a large landscape
showing the moraine of Columbia Glacier, a landscape of the hills near Brady
Glacier, a large scene of an overturned forest near the La Perouse Glacier, an
indoor view of a church at Metlakahtla, and a distant view of St. Paul Village,

among others. A few examples show production notes, including size notations
and penciled frame lines.
Spader’s dozens of illustrations for Harriman’s published work are well-executed
black-and-white line drawings after photographs from the expedition by the likes
of Grove Karl Gilbert, C. Hart Merriam, A.K. Fisher, W.B. Devereaux, and others.
Numerous examples of Spader’s original artwork were used to illustrate the first
volume of The Harriman Alaska Series, starting with John Burroughs’ introductory
essay, “Narrative of the Expedition.” One illustration is captioned on the reverse:
“Little Auklets Pribilof Islands, Bering Sea For Burroughs’ Article.” It is marked
in pencil “Vol. 1, Pg. 98,” where it appears in the printed work. Another illustration captioned in pencil on the verso “Church at Metlakahtla” is captioned in the
published work as “Interior of Church Made by Indians at Metlakahtla” on page
25 of Burroughs’ work. An illustration by Spader of an irrigating water wheel can
be seen on page 13 of Burroughs’ essay, another of a canoe in drift ice in Yakutat
Bay is found on page 95, and yet another of “Yakutat Indians Paddling” appears
on page 60. More Spader illustrations can be found in John Muir’s contribution
in the first volume of The Harriman Alaska Series; two views of Davidson Glacier
appear on page 121 of the first volume with both of the original illustrations
having pencil notations on the verso identifying them as “Davidson Glacier...
Muir or After.” Yet more Spader illustrations appear in the final essay in the
first volume of the published work, George Bird Grinnell’s “The Natives of the
Alaska Coast Region,” namely: the Tlinkit Dance Rattle (p.139), a Tlinkit canoe
of southeast Alaska (p.140), a Yakutat sealing canoe (p.162), the aforementioned
death’s head carving (p.165), an “Eskimo Summer House and Fireplace, Plover
Bay, Siberia” (p.171), an Eskimo man and woman at Plover Bay (p.175), and an
Eskimo umiak (p.179).

Numerous illustrations of glaciers included here are featured in Gilbert’s Glaciers
and Glaciation (the third volume of the series). An examination of the text yields no
fewer than thirteen examples of Spader’s artwork featured in the published version
of Gilbert’s work, highlights of which include large drawings of Barry Glacier,
College Fiord, Reid Glacier from the Northeast, the ice cliff of Hubbard Glacier
hovering over Disenchantment Bay, and the moraine of the Columbia Glacier.
Three of Spader’s drawings present here illustrate a poem called “The Song of the
Innuit” by William H. Dall, which was printed at the end of the second volume of
The Harriman Alaska Series. Dr. Dall was a paleontologist for the U.S. Geological
Survey, Honorary Curator of Mollusks at the U.S. National Museum, and also
a member of the scientific party for the Harriman expedition. One illustration
titled “Black Iceberg” is marked on the reverse: “Harriman Alaska Expd. Return
original & proof to C. Hart Merriam Washington D.C.” Clinton Hart Merriam
was the head of the Division of Economic Ornithology and Mammalogy at the
United States Department of Agriculture, one of the founders of the National
Geographic Society, and most importantly here, the organizer of the scientific
party for the Harriman Alaska Expedition. Merriam’s treatise on the Bogoslof
volcano in volume two of Harriman’s Alaska yields yet another Spader illustration
utilized in the published work, namely his drawing of Murre’s eggs on page 330.
This wonderful archive of Spader’s work for the Harriman publication is a wealth
of research material for understanding the utilization of art during book publication, and for examination of the artist’s technique in translating photographs to
drawings.
$19,500.

Four Watercolors by a Student of Audubon
27. [Sprague, Isaac]: [FOUR ORIGINAL ORNITHOLOGICAL WATERCOLOR AND PENCIL DRAWINGS BY 19th-CENTURY BOTANICAL
AND ZOOLOGICAL ARTIST ISAAC SPRAGUE]. [United States. ca. 1850?]
Four individual sheets, three matted and one mounted on card. Some scattered
foxing, affecting two of the watercolors. Generally very good.
Isaac Sprague (1811-95) was one of the most prolific and well-known illustrators of
flora and fauna in 19th-century America. Stafleu & Cowan lists seven composite
works, ranging from 1848 to 1891, that included Sprague’s illustrations, in addition
to his Wild Flowers of America and Flowers of the Field and Forest, both published
in 1882. He is particularly remembered for accompanying John James Audubon
on his expedition up the Missouri River in 1843, aiding the master painter with
ornithological sketches and drawings. The two first met on August 19, 1840,
when Audubon admired the young artist’s bird drawings. Audubon recorded the
meeting in a journal entry:
“Saw some very remarkable drawings of birds (far better than any ever made by
the immortal Alexr- Wilson) by a young man named Sprague. Truly wonderful
drawings, my dearest friends. But this person was out shooting and I did not
see him. I however wrote a few lines on several of them the purports of which,
I trust, will not displease him.”
The diary Sprague kept on this trip, in which he gives useful accounts of the
settlements and topography of the Missouri River valley, is now held by the
Boston Athenaeum.
Sprague also illustrated several works by important naturalist Asa Gray, including Gray’s Botanical Text-Book and Manual of Botany of the Northern United States.
Gray’s wife, the editor of his letters, wrote the following description, cited in
McKelvey’s Botanical Exploration:
“President, then Professor, Felton...knowing Dr. Gray was looking for someone
for his scientific drawings, recommended Mr. Sprague, and he began with the illustrations for the Lowell lectures and the new edition of the Botanical Text-Book.
Dr. Gray was delighted with his gift for beauty, his accuracy, his quick appreciation of structure and his skill in making dissections. Mr. Sprague was from that
time his chief and almost only, illustrator for his books, both educational and
purely scientific.”
The drawings are as follows:

1) “Blue Jay.” Original watercolor, 12 x 9¾ inches. Matted. In very good condition. Depicts a blue jay, beak open, perched on a branch, with a focus on
the detailing of the head and feathers. Light foxing, but colors remain quite
strong. A fine, precise work.

2) “Robin and Holly.” Original watercolor, 12 x 9¾ inches. Matted. Marginal
chipping and tape stains, not visible under mat. Tanned. Good condition,
and quite visually appealing. Depicts an American Robin perched on a holly
branch, with holly leaves and berries in the background.
3) “Pine Grosbeak.” Pencil drawing, 15 x 11 inches. Matted. In fine condition. A
fine sketch of this western bird, labeled in pencil at lower left corner.
4) “Savannah Sparrow.” Original watercolor, 5 x 4¼ inches. Mounted on card.
Some soiling and foxing. Good. A beautifully detailed small drawing, with
particular attention paid to the mottled coloration of the feathers.
Although none of the works is signed, each has a provenance connecting it either
to a Sprague descendant or to an early owner in Sprague’s native Hingham, Massachusetts. The pieces were eventually sold through Goodspeed’s Book Shop in
the 1960s.
On the whole, a remarkable group of original works by an important ornithological and botanical illustrator, acclaimed by no lesser contemporary naturalists
than Audubon and Gray.
McKelvey, Botanical Exploration, pp.834-36. STAFLEU & COWAN 12.635, 12.636
(ref). BM NATURAL HISTORY V:1993 (ref).
$6500.

Original Artwork from the Krusenstern Expedition
28. Tilesius von Tilenau, Wilhelm Gottlieb: JAPANESE MERCHANT SHIP
WITH THE FLAGS, CRESTS, AND INSIGNIA OF THE OWNERS AND
THE MERCHANT HOUSES [translation of manuscript caption title]. [Off
the coast of Japan. ca. 1805]. Watercolor on paper, 6½ x 9¾ inches. Original
manuscript caption attached to verso. Small chip in upper left corner, else near
fine. Mounted at upper corners onto heavier paper stock. Archival matting, and
protected with mylar sheet.
A fine watercolor view of a Japanese merchant ship plying the waters off the coast
of Japan. The work was done during the Krusenstern expedition, the first major
Russian scientific voyage in the Pacific and the first circumnavigation of the world
by a Russian ship. It was executed by the expedition’s artist, Wilhelm Gottlieb
Tilesius von Tilenau. The detailed work gives an excellent view of the technical

aspects of Japanese vessels commonly
used in the coastal trade, showing the
ship’s high bow, its rigging, the long
rudder used to steer the vessel, and
six crew members hard at work. The
insignia of the ship is clearly shown
on its stern. The crests or flags used
by four other merchants are shown
on the same paper along the right
edge, just outside the border which
surrounds the image of the ship. The
original manuscript caption reads:
“Ein Japanisches Kauffahrtsschiff aus
Miako mit den Flaggen, Wappen und
Inschriften der Warenbesitzer und
Handels Compagnien. Hermann L.
v. Loewenstern hat das Schiff mit
dem Tauwerk gezeichnet. Dr. W. G.
Tilesius ad nat. pinxit.” The note
explains that this watercolor was
painted by Tilesius after a sketch
by Loewenstern, fourth lieutenant on the Krusenstern expedition. In the English
translation of the account of the Krusenstern voyage, Loewenstern is described
as “an amiable and cultivated mind, he added a very extensive and well grounded
knowledge of his profession.”
Wilhelm Gottlieb Tilesius von Tilenau (1769-1857) accompanied the Krusenstern expedition on the ships, Nadeshda and Newa, during the first Russian
circumnavigation, from 1803 to 1806. After Russian painter Kurjlandzow left
the expedition in Kamchatka in 1804, Tilesius became responsible for recording
interesting observations relating to the geography and natural history of the places
they visited. He contributed many detailed designs for the illustrations in the
third volume of Krusenstern’s account of the voyage, and also published several
papers of his own research.
Such original art from the Krusenstern circumnavigation is exceedingly rare.
$17,500.

Remarkable Profile Portraits of George and Martha Washington
29. [Washington, George]: [Washington, Martha]: [EGLOMISE SILHOUETTE
PROFILE PORTRAITS OF GEORGE AND MARTHA WASHINGTON
ON GLASS]. [N.p., but United States. ca. 1830]. 12 x 16 inches, framed to 17 x
21 inches. Black paint on glass. Some light wear to frame. Very good.
Pair of facing profile silhouette portraits, with Martha Washington on the left
and George Washington on the right, framed in bordered ovals of worked design.
The portraits are painted on the back of a glass panel in eglomise style. The

figures are approximately six inches in height
and appear to be after the famous portraits of
the couple painted by James Sharples in 1798.
James Sharples (1751-1811) was born in England and first exhibited at the Royal Academy in
1779. Twice widowed, Sharples married again
in 1787, taking as his third wife Ellen Wallace,
who had been his pupil. The Sharples came to
the United States about 1793 and worked in
Philadelphia and New York until 1801. James
did pastel portraits, which he is said to have
executed in about two hours. Ellen Sharples
sometimes produced copies of these for clients
who wished more than a single example. The
Sharples family returned to England in 1801,
where James and Ellen continued their work,
but they returned once again to New York in
1809. James died there in 1811, whereupon Ellen and the children returned to
England for the last time. It was probably in 1797 at Mount Vernon that James
achieved his long-standing ambition of portraying George Washington, finally
retired to private life after his second term as president. His painting shows the
elderly Washington in profile, somberly dressed, a man aged beyond his years by
the weight of his responsibilities. The resulting portrait proved to be so popular
that both James and Ellen are said to have copied the image regularly in response
to the demand. Portraits of the President and First Lady remained popular, as
evidenced by this later pair of silhouettes after Sharples’ original works.
$4500.

such as Seth Eastman, Anton Schonborn,
and Alfred Jacob Miller.

Indians of the Badlands
30. [Manner of Wimar, Carl]: [INDIAN WARRIORS RIDING AWAY FROM
CAMP, AN AMERICAN FORT IN THE NEAR DISTANCE]. [20th-century,
based on paintings and sketches ca. 1850s]. Oil on panel, 15½ x 23 inches. In an
American carved and gilded wood frame. Fine condition.
An action-filled image of Indian life near an American Army fort (inscribed “Fort
Pierre” lower right) along the Missouri River, this fine oil painting of a large party
of heavily armed and war-painted braves riding out of their camp past their squaws
and dogs, is similar to the style of the important frontier painter, Carl Wimar, but
also shows the stylistic influences of other notable artists of the American West

The German-born Wimar based himself in St. Louis, which he used as a springboard for sketching trips through present-day Nebraska, North Dakota, South
Dakota, and Montana. “He translated these [sketches] into paintings that authentically and powerfully depict Indian life....His dramatic portrayals of the conflict
between native Americans and pioneers helped to establish many of the myths of
the American West that prevail to this day” – Ron Tyler.
A handsome painting showing the upper Missouri in the fur trade era.
Rick Stewart, Carl Wimar: Chronicler of the Missouri River Frontier (Amon Carter
Museum, 1991), passim. Peggy & Harold Samuels, Illustrated Biographical Encyclopedia of Artists of the American West (Garden City, 1976), passim.
$6500.

P lease note : In compliance with the sales tax requirements of the following jurisdictions,
as of October 1, 2021, William Reese Company will collect and remit appropriate sales
taxes on purchases originating in Connecticut, California, Massachusetts, New Jersey, New
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