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A

T THE SOUTH END OF THE DESERT GARDEN STANDS A REAL

showstopper—the Agave mapisaga var. lisa. At its most spectacular,
a giant asparagus-like stalk towers above a massive rosette of leaves.
Agaves are monocarpic, which means they flower only once and then
die.Years—sometimes decades—might pass before an agave begins its singular
bloom.As the flower stalk, or inflorescence, reaches its full height, the plant redirects
its resources from its leaves and roots to the production of seeds.The spiraling
rosette soon collapses, leaving the slender stalk standing like a lone sentry for a
year or two while, with luck, a handful of the thousands of seeds take root nearby.
Agave mapisaga var. lisa specimens are not known in the wild.The variety was
cultivated centuries ago in Mexico and was likely admired for its remarkable size
and beauty. Such a lineage is a reminder of the role humans have long played as
stewards of the environment. For decades, Huntington staff and volunteers have
propagated rare and endangered plants through techniques such as hand pollination, germination, or grafting.While in the past they might have had to wait
years to harvest seeds from a plant like the massive agave, they now can produce
hundreds of plants in a matter of months. In The Huntington’s Tissue Culture
Lab, a team of volunteers is showing how tiny pieces of sterilized plant tissue can
yield spectacular returns (page 22).
Preserving great masterpieces in the art collection can also be a battle against
time. Oil paint changes as it ages. Dark colors become darker and more transparent, while lighter colors tend to retain all of their original intensity. Getty
paintings conservator Mark Leonard says that Sir Joshua Reynolds sometimes
used a red pigment that disappeared altogether. Known as a fugitive material to
conservators, the paint may have once embellished a fair complexion but in time
left a ghostly face on the canvas.
Fortunately, Reynolds did not use fugitive materials on Sarah Siddons as the
Tragic Muse, the most famous of his many paintings that eventually would become
part of the Huntington collection. Leonard, who retires from the Getty in January,
has helped clean and restore nearly two dozen Huntington paintings in a unique
collaboration between the two institutions (page 14). Often he has removed a
yellowed layer of varnish from a work to reveal the rich palette of colors that
remain vibrant underneath. Other times he has touched in paint to compensate
for a loss—a chip, a tear, or a poorly conceived treatment by a previous restorer.
Like the volunteers in the Tissue Culture Lab, Leonard does not believe he is
intruding or intervening in any way but rather is carrying out a form of stewardship.When visitors see a Reynolds painting, he says, they shouldn’t see Mark
Leonard. “My job is to disappear,” he says. He has done his job effectively, yet
his presence will be felt for years to come.
MATT STEVENS
Opposite page, upper left: Sir Joshua Reynolds (1723–1792), Sarah Siddons as the Tragic Muse (detail),
1783–84. Bottom: Agave mapisaga var. lisa. Photo by John Sullivan. Right: Ulysses S. Grant. From
General U. S. Grant: The Soldier, Patriot, and Statesman (Boston: U.S. Instantaneous Photo Co., 1885).
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Beyond the Headlines
PRESERVING A HISTORIC COMMUNITY
by Kevin Leonard

I

recently drove south from downtown Los Angeles along Central Avenue and
saw only a few remnants of what was, from the 1920s through the 1940s, the
famed cultural center of the West’s largest African American community.
When the Harlem Renaissance began, the intersection of 12th Street
and Central Avenue was the heart of the community. Now that stretch
of the avenue is lined by factories, warehouses, and parking lots. By the
1940s, the hub of African American Los Angeles was the intersection
of Central Avenue and 42nd Place.The structure that once housed
the Dunbar Hotel—built to host the 1928 NAACP national
convention—still stands there, but the clubs, theaters, and shops
that served African Americans are gone.

The transformation of Central
Avenue reflects many of the
histor ical developments that
have remade Los Angeles since
World War II.
The transformation of Central Avenue reflects many of the
historical developments that have remade Los Angeles since World
War II. Industry pushed south from downtown, displacing the people
who lived and worked there.The construction of the freeway put a
nearly block-wide concrete structure over the street and brought
incessant traffic noise into the homes and yards of nearby residents.
The neighborhood’s composition changed in part because African
Americans’ efforts to end housing discrimination largely succeeded
in the decade following World War II, perhaps most notably through
the legal battles waged by Los Angeles attorney Loren Miller, who
teamed up with partner Thurgood Marshall in the 1940s to fight
racially restrictive housing covenants before the U.S. Supreme
Court. As African Americans moved into other neighborhoods,
immigrants from Mexico and Central America took their places.
Although many African Americans lost contact with the
Central Avenue district when they moved elsewhere, a number
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of community leaders worked to preserve and improve this
historic neighborhood.When I began my research into race
relations in Los Angeles after World War II more than a
decade ago, I thought that I would focus mostly on discrimination in housing and employment, police-community
relations, and electoral politics. Articles in the weekly
African American newspapers, however, led me in a
different direction. The California Eagle (published between
1951 and 1964 by the polymath Loren Miller, who successfully blended careers in journalism and the law), the Los
Angeles Sentinel, and the Los Angeles Tribune ran numerous
articles and editorials that drew attention to hazardous sites
and eyesores in the neighborhood.They reported explosions,
drownings, and an outbreak of rabies in 1955 and 1956 that
spread throughout the Eastside.The city’s mainstream media
largely ignored the impact of these events on African
Americans, but local black newspapers told stories about
the many community members whose demands indicated
that the roots of the environmental justice movement in
cities like Los Angeles date back to the 1940s and 1950s.
The black newspapers are essential sources for
any scholar interested in the history of African
Americans in Los Angeles. However, newspapers
are inherently filters; they include only items that
editors and publishers consider newsworthy.
Archival collections such as the Loren Miller
papers at The Huntington contain equally
important source material.This year, during

my one-year fellowship, I will attempt to find out what
Miller decided not to publish in The Eagle, since he and
other prominent African Americans wrote privately to one
another about environmental conditions in the Central
Avenue district. And although it is tempting to lament the
absence of more archives like those of Miller, I have also
learned to find traces of the old Central Avenue in the
papers of elected officials of the era, especially since African
American activists corresponded frequently with them,

Left: Loren Miller served as editor of The California Eagle in the 1950s. Also a successful lawyer, he went on to sit on the Superior Court bench
for the county of Los Angeles (1964–67). Huntington Library. Above: The California Eagle, Dec. 5, 1908. Mayme A. Clayton Library. Lower left:
Central Avenue street scene, ca. 1935, Huntington Library. Lower right: A condemned house in the Willowbrook District, just off Central
Avenue, January 1966. From the papers of Kenneth Hahn, Huntington Library.
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expecting officials to address their concerns.The Huntington’s papers of
Fletcher Bowron, mayor of Los Angeles
from 1938 until 1953, and longtime
county supervisors John Anson Ford
and Kenneth Hahn include letters from
constituents and related documents.
These sources show that the Central
Avenue district remained important
to many African Americans even after
the end of segregation led to the demise
of most of the avenue’s nightclubs.
Residents wrote to their elected officials
to complain about conditions in the
neighborhood. In 1964, for example,
one constituent, Rosa Smith, told Hahn
about two power line explosions that
“rained sparks of fire on our homes
endangering them and our lives.” Smith
also argued that the utility that owned
the power lines failed to keep the land below those lines
free of weeds and rubbish because it was a black neighborhood. “This area being in the very heart of this great
city is kept in such an unsightly manner that we feel our
neighborhood is being discriminated against,” she wrote.

The weekly African American
newspapers…ran numerous
articles and editorials that drew
attention to hazardous sites and
eyesores in the neighborhood.
“Lots containing power lines in the predominantly white
neighborhoods are well-kept and beautified with shrubs and
flowers planted.” As Smith’s letter suggests, a neighborhood
that had been a cultural center later became the focal point
of a nascent movement for environmental justice.

Kevin Leonard is professor of history at Western Washington
University in Bellingham and a National Endowment for the
Humanities Fellow at The Huntington for 2009 –10. He is
working on a book about African Americans and the environment
in Cold War Los Angeles.
6
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A PASSION THAT WILL
LIVE ON
Avery Clayton, the co-curator of
the current Huntington exhibition
“Central Avenue and Beyond:
The Harlem Renaissance in Los
Angeles,” passed away unexpectedly on Thanksgiving Day. He was
founder and CEO of the Mayme
A. Clayton Library in Culver City, an
archive of rare books, photographs,
films, and other ephemera many
scholars have called one of the most
important collections of African
American historical materials in the
country. The current exhibition is in
Photo by Don Milici
part a celebration of the progress
Clayton was making toward his goal of soon opening
the doors of the Clayton Library to young students and
veteran scholars alike.
Clayton was an artist and retired educator who inherited his mother’s passion for history but not her knowledge
as a longtime university librarian. “One of my great advantages,” he liked to say, “was that I knew what I didn’t know.”
He eagerly sought out the advice of many experts, including
Sara S. “Sue” Hodson, curator of literary manuscripts at The
Huntington. The two became instant friends when they first
met. Their exchange of ideas about collections management quickly evolved into plans for the collaborative exhibition that opened in October and will remain on view
until Feb. 8, 2010.
The exhibition focuses on the arts in Los Angeles during
the period of the Harlem Renaissance. “One of the things
about artists,” Clayton said, “is that when they get together,
they inspire each other and spark each other.” While musicians may have pushed one another to higher levels,
Clayton made it clear that the renaissance that sprang
forth throughout L.A. and the country didn’t discriminate.
Actors fueled writers; dancers inspired painters.
In a similar way, Clayton brought out the best in the
experts whom he solicited for help, inspiring them with
his unrivalled passion and commitment.

Booker
Club

Getting to the essence of a life

Great Protestant hero or Machiavellian statesman? Thomas
Cromwell usually has been classed with history’s villains in the
more than four centuries since his death. Familiar to some as
the henchman for Henry VIII, he helped the king secure the
annulment of his marriage to Catherine of Aragon and in the
process drove Catholic loyalist Thomas More to a martyr’s death.
Cromwell has seen unflattering turns on stage and screen in
A Man for All Seasons, Anne of the Thousand Days, and Showtime’s
TV series The Tudors. A famous portrait of him by Hans Holbein
suggests a farseeing politician, yet many viewers instead see a thug.
Therefore novelist Hilary Mantel has surprised many critics
with her sympathetic portrayal of Cromwell in her new novel, Wolf
Hall, which won the 2009 Man Booker prize, England’s most
prestigious literary award. Mantel’s papers are housed at The
Huntington, where literary manuscripts curator Sara S. “Sue”
Hodson oversees a number of archives of active authors. In
2005, Hodson found out Mantel was working on a novel about
Cromwell and suggested the author talk to Mary Robertson,
The Huntington’s William A. Moffett Chief Curator of Manuscripts.
Robertson had written her doctoral dissertation about Thomas
Cromwell and was thrilled to begin a lively and engaging e-mail
correspondence with the novelist.
“I had a front row seat as Hilary created this novel out of her
imagination and skill,” said Robertson.
Robertson is not new to long-distance correspondences.
For years she exchanged letters with Geoffrey R. Elton, a
British scholar who became famous in academic circles for his
series of books that argued that Cromwell had transformed
Tudor government through administrative reforms and social
and economic policies. Robertson had met Elton at
Cambridge in the course of conducting research for her UCLA
doctorate, and he invited her to sit in on his Tudor seminar.
Although they continued to see eye to eye, later historians
questioned Cromwell’s influence.
“So Cromwell went back under a shadow again,” explains
Robertson. “I think what Hilary enjoyed in our correspondence
was that neither one of us believed that was justified.”
Robertson confesses to reading the occasional historical novel
for pleasure but usually shies away from those set in the Tudor
period because she can’t get past the inaccuracies or anachronisms. However, Mantel won her over with her exhaustive research.

Hans Holbein the Younger (1497/98–1543), Thomas Cromwell, 1532–33,
oil on oak panel, 30 7/8 x 25 3/8 in., The Frick Collection, New York.
Photo: Michael Bodycomb.

“Hilary has taken extraordinary pains to give her characters
a kind of diction that isn’t consciously archaic,” says Robertson,
who cringes when a writer uses words like forsooth or egads.
“In some ways it takes a greater skill to work with everything
that is known—and from that add your imagination to craft a
convincing story—than it does just to make it up.”
Mantel’s book opens with a five-page cast of characters,
a list that evokes the dramatis personae of Shakespeare but
likely owes a debt to Robertson’s dissertation, which included
a biographical appendix of about 450 of Cromwell’s private
servants and political clients.
After Robertson sent Mantel a copy of her dissertation, the
novelist mined it for information and followed up with questions
about Cromwell: Who were his secretaries, accountants, stewards,
and advisers? Where did he live in 1533? Where might he have
traveled in 1537? Did Cromwell have any reason to be in the
north of England in the 1520s?
To Robertson, her own answers were “merely corroborative
detail,” but Mantel sees it differently, as indicated by the book’s
dedication: “To my singular friend Mary Robertson this be given.”
Mantel says of Robertson in her acknowledgments: “Her business
as a scholar has been with the facts of Cromwell’s life, but she has
encouraged me and lent me her expertise through the production of this fiction, put up with my fumbling speculations and
been kind enough to recognize the portrait I have produced.”
Future scholars can judge the impact of Robertson for themselves, since the e-mails—and various drafts of Wolf Hall—will
someday be available for research at The Huntington. – MS
HUNTINGTON FRONTIERS
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Moving beyond
a caricature of
Ulysses S. Grant

M

by Joan Waugh

ost Americans likely are
familiar with the popular
stereotype of President
Ulysses S. Grant as a political dimwit who watched helplessly as
his administration became awash in corruption and chicanery. Historian and
public intellectual Henry Adams once
declared, “A great soldier might be a
baby politician.”Adams spoke for a generation of bitterly disillusioned Gilded
Age reformers when he described
Grant as “preintellectual, archaic, and
would have seemed so even to the cavedwellers.” His mocking barb, “the
progress of evolution from President
Washington to President Grant, was
alone evidence enough to upset
Darwin,” has been widely quoted, as
has Adams’ statement that the initials
“U. S.” stood for “uniquely stupid.”
Adams was hardly alone in his disdain for the 18th president. Examples
abound to show that many of Grant’s
contemporaries—and not just his political opponents—thought he was in way
over his head. Gideon Welles, secretary
of the Navy under presidents Lincoln
and Andrew Johnson, called Grant
“a political ignoramus” who was “less
sound on great and fundamental principles, vastly less informed, than I had

8
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supposed possible for a man of his
opportunities,” later describing him as
“a dangerous man…devoid of patriotism.”The Democratic press, including
the New York World and the Chicago
Sun, and weekly magazines, such as
Frank Leslie’s Illustrated Newspaper and

Puck, depicted him as venal and stupid
in countless columns and editorials.
The patrician editors of The Nation
pronounced the epitaph of the Grant
administration in 1876:“The crisis came
when an ignorant soldier, coarse in his
taste and blunt in his perceptions, fond

of money and material enjoyment and
of low company, was put in the
Presidential chair.” After Grant died,
the New York Tribune opined that “the
greatest mistake of his life was the
acceptance of the presidency.”
How could a military leader who
was strong, fearless, and decisive in war
fail to show those same qualities as a
peacetime leader? The negative assessment carried forward from one century to another. Woodrow Wilson in
1912 damned with faint praise: “The
honest, simple-hearted soldier had
not added prestige to the presidential
office…He ought never to have been
made President.”
Wilson’s criticism would be much
amplified in the coming generations
of historians. In an influential book
published in 1928, author W. E.
Woodard wrote,“I am convinced that
he was simply bewildered. He never
understood intricate political moves;
he was a lost child in the wilderness
of politics.” Decades later, scholar

The Democratic press
depicted him as venal
and stupid in countless
columns and editorials.

The infant candidate Grant tutored by Republican elders dressed as nursemaids. From Harper’s Weekly,
Feb. 15, 1868, Huntington Library.

Vernon L. Parrington provided
another harsh assessment, claiming
Grant possessed only a “dull plebeian
character” and was “unintellectual and
unimaginative, devoid of ideas and with
no tongue to express the incoherent
emotions that surged daily in his heart.”
Widely used textbooks published in the
late 1930s and early 1940s demonstrate an entrenched low opinion of
President Grant.
It did not help that, as president,
Grant ushered in the inglorious Gilded
Age, more than three decades
(1865–1900) of unparalleled economic
boom (and bust) that have become
synonymous with the rise of big business
HUNTINGTON FRONTIERS
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Contrasting photos of Grant as general and president. From General U. S. Grant: The
Soldier, Patriot, and Statesman (Boston: U.S. Instantaneous Photo Co., 1885), Huntington
Library. Opposite: Grant’s inauguration as president on March 4, 1869. From Frank
Leslie’s Illustrated Newspaper, March 20, 1869, Huntington Library.

How could a military
leader who was strong,
fearless, and decisive in
war fail to show those
same qualities as a peacetime leader?
led by corpulent robber barons whose
lavish lifestyles offered visible proof of
a growing gap between rich and poor.
Politics and politicians of the era appear
in many history books as mere handmaidens or enablers of corporate power
in an “Age of Excess.” Unbridled materialism, corruption, and money in politics, according to many scholars,
degraded the ideals of the Republic,
resulting in the “incorporation of
America” at the expense of immigrants,
the working class, and the poor. One
historian proclaimed, “The most significant thing about the politics of the
post-war years was their insignificance.
Other administrations—those of Pierce
and Buchanan, for example—had been
dull and incompetent; it was reserved
for the Grant administration to be
incompetent and corrupt.”
1 0 Fall/Winter 2009

A consensus emerged, pronouncing
Grant’s transition from military icon to
political leader a failure.A few commentators grudgingly admitted that Grant
became an expert in navigating the
byzantine politics of the wartime years,
but they quickly pointed out that his
efforts to command and contain the
internecine battles of party-driven
politics proved far less successful.
Reconstruction, many argued, might
have proceeded more smoothly if, as
president, Grant had applied the same
kind of shrewd calculation in the political arena that he had applied on the
battlefield. Instead, he openly detested
and distrusted the chaotic world of
American politics and acted as a
political innocent at a time when the
nation needed a tough and experienced public servant.
At best, he became an unwilling tool
in the hands of unscrupulous professional politicians and businessmen. At
worst, he knowingly allowed corruption to run rampant in both the North
and South, and in doing so he frittered away the fruits of Union victory.

The chief goal of the Grant administration, one historian argued, seemed to
be a Reconstruction policy that would
“keep the South subordinate to the
North and Democrats subordinate to
Republicans. In this it was largely successful. It had behind it the immense
prestige of victory and of Grant himself,
and its tenure of power was prolonged
by the persistent distrust of any party
that was connected with slavery and
secession, and strengthened by the
cheerful support of the business interests which it had served.”
Much of the antipathy toward Grant
arose from scholars, led by William A.
Dunning of Columbia University,
propelled by the “Lost Cause” ideology
that figuratively whitewashed history
to portray Reconstruction as the “tragic
era.” According to pro-Confederate
scholar Claude G. Bowers and others,
Reconstruction was nothing more than
a harsh and corrupt rule imposed on
helpless white Southerners by a combination of vindictive radical Republicans,
ignorant African Americans, evil carpetbaggers, and turncoat scalawags.

Reconstruction directed by Grant’s
Republicans was an utter, dismal failure.
Later, after the turmoil of the second
civil rights protest movement, scholars
trained in social history rejected the
“Dunning School” interpretation and
recast the story of Reconstruction. One
part of the story remained the same. Still
deemed a failure, Reconstruction, as
shaped by Grant’s shortcomings, was
now seen as reflecting the deep racism
of Northern society. William Gillette
claimed that Northern prejudice was
largely responsible for Reconstruction’s
“retreat.” Gillette drew attention to
Grant’s own racism as well, and that
attention was amplified in William
McFeely’s Grant: A Biography (1981),
which damned the president for his
inability to secure black civil rights.
Grant’s historical reputation remained
tarnished, McFeely declaring confidently that “no amount of revision is
going to change the way men died at
Cold Harbor, the fact that men in the
Whiskey ring stole money, and the
broken hopes of black Americans…
in 1875.”

HUNTINGTON FRONTIERS
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Much of the historical record on
Grant has more to say about historians
than it does about the 18th president.
Eminent historian Richard N. Current
pointed out an anomaly in the literature: “Grant’s low repute among historians has been largely a product of
the Dunning school.His fame continues
to suffer even though the Dunning
interpretation as a whole has long
been discredited. It is time that revisionist scholars, having already revised
practically every other phase of
Reconstruction, should reconsider the
role of President Grant.”
Grant’s presidential reputation is
changing in a more positive direction.
A complex depiction of Grant the
politician has been rendered by a growing number of scholars. And the fresh
direction of Grant scholarship has been
influenced by the wealth of information found in the 31 published volumes of the superbly edited and
annotated Papers of Ulysses S. Grant.
Huntington Library patrons would not
be surprised to find that the Library’s
materials from its Civil War era collections are acknowledged in every one
of those volumes.The massive project’s
origins lie in the Civil War Centennial
(1961–65), and the Papers offer a fascinating documentary history of the
United States in war and in peace.
Covering Grant’s entire career, the
Papers provide a huge evidentiary basis
for the emerging reconsideration of his
presidency.The revisionists’ Grant is not
a politically naïve fumbler who allowed
his cronies to lead him around by the
nose, but rather someone sensitive to
political concerns and passionately committed to pursuing the goals of the war:
reunion and emancipation.Throughout
his administration, Grant labored diligently for both sectional harmony and
the guarantee of the freedpeople’s newly
gained political and economic freedoms.
Revisionist scholars stress that Grant’s
acceptance of the Republican presidential
1 2 Fall/Winter 2009

nomination in 1868 and his subsequent
victory brought to the office the right
man at the right time. No one else in
the country possessed his unquestioned
status as a symbol of unity and reconciliation.An excellent opportunity for
enlightened leadership seemed to await
Grant, who enjoyed immense popularity
with a majority of voters. As is clear,
many have contended that he went on
to squander his gifts and richly deserves
his reputation as one of the worst
presidents in history. Still others now
depict a thoughtful, intelligent, engaged
president, fully aware of the responsibilities, duties, and difficulties inherent
in the role of chief executive. “Of no

It is time to replace the
caricature of Grant
with a more balanced
interpretation.
president are biases in judgment less well
disguised than in those that inform
opinions about Ulysses Grant,” argued
historian Josiah Bunting III in his book
Ulysses S. Grant (2004).Whether struggling to implement Reconstruction policy, advancing the United States’ goals
in foreign policy,advocating fiscal soundness, or implementing protections for
Native Americans, Grant’s programs
enjoyed some notable successes. Moreover, Grant possessed a political philosophy, if not Lincoln’s expressive
eloquence to enunciate it, for subsequent generations. It mirrored that of
the triumphant Republican Party that
won the war, freed 4 million slaves,
and ensured the continuation of the
Republic. The freedoms promised by
that new Republic—embodied in the
13th, 14th, and 15th Amendments—
would be protected by an unparalleled
expansion of federal power. This was
bound to be controversial and difficult
to implement. President Grant pledged
to use that power; and when he did,

resistance was fierce,leading to retrenchment and withdrawal after 1876. The
new scholarship does not pretend that
the blunders of the Grant administration did not occur or were not serious.
But it does contend that some of the
failures speak not so much to Grant’s
incompetence, or to the scandals and
corruption that erupted partly due to
his lack of judgment, as they do to the
incredibly difficult challenges of governing the country at this particular time.
Historians Brooks Simpson and
Current argued that the issues of war
were not resolved at Appomattox. Parts
of the South remained in turmoil, and
a sizeable number of whites rejected
both reunion and emancipation, and
they employed violent means to do so.
Because of this, one could easily portray Grant, like Lincoln, as a war president: “He was commander in chief
during the Reconstruction phase of
the continuing Civil War.” Few other
presidents, Current contended,“carried
on such a determined struggle, against
such hopeless odds, to give reality to
the 14th and 15th Amendments and to
protect all citizens of this country in the
exercise of their constitutional rights.”
Simpson’s assessment noted that “historians would assail his approach to
southern policy, first for being too harsh
on southern whites, then for neglecting
black interests, and finally for being
inconsistent and vacillating. But none
were able to suggest how he could have
forged a policy that would have achieved
both sectional reconciliation and justice
for black Americans. Perhaps it was not
his failure after all.”
Throughout his presidency, Grant
remained steadfast in the belief that the
goals of the war should be preserved
even as the country’s enthusiasm for
Reconstruction of the South in the
North’s image faded away. Grant’s final
task as president harkened back to
his first, and perhaps most important
achievement: to ensure a stable transi-

tion, this time in the disputed election
of 1876. Voting was close and results
quickly contested in an election that
pitted Republican Rutherford B. Hayes
against Democrat Samuel B. Tilden.
The electoral votes from Florida,
Louisiana, South Carolina, and Oregon
were claimed by both parties. From
November 1876 to March 1877 the
outcome remained in doubt, with no
end in sight. Some even suggested that
another civil war might break out over
the controversy. Grant performed his
role as a mediator with dignity.
Eventually he succeeded, and the
country reconciled for good. “When
the nation almost came unglued,”

commented Jean Edward Smith,
“Grant’s evenhanded mediation of
the crisis preserved the peace and
paved the way for a successful presidential transition.”
It is time to replace the caricature
of Grant with a more balanced interpretation. Through trial and error, he
grew in the office, like his predecessor
and political hero, Abraham Lincoln.
Henry Adams’ “a great soldier might
be a baby politician” no longer squares
with the emerging scholarship. Indeed,
historians now are departing rather
dramatically from much of the historical
assessment of Grant’s generation, as well
as the following three generations of

scholars. By the end of the upcoming
Civil War sesquicentennial (2011–15),
the presidency of Ulysses S. Grant may
well be unrecognizable to Henry Adams.

Joan Waugh is professor of American history
at the University of California, Los Angeles.
Since 2000, she has been the co-convener of
four Huntington conferences related to the
CivilWar.This article has been adapted from
her book U. S. Grant: American Hero,
American Myth, © 2009 by the University
of North Carolina Press. Used by permission of the publisher, www.uncpress.unc.edu.

Thousands of mourners turned out for Grant’s funeral procession in Albany, N.Y. From General U. S. Grant: The Soldier, Patriot, and Statesman (Boston: U.S.
Instantaneous Photo Co., 1885), Huntington Library.
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Getty paintings conservator Mark Leonard,
retiring in January, recalls some brushes with
greatness in The Huntington’s collection
By Matt Stevens

G

GEORGE ROMNEY LAID IT ON THICK
in his portrait of Penelope Lee Acton.The 18th-century British artist used generous
layers of paint to create the diaphanous white dress of his subject. However, he
painted the background with a much lighter touch.With just a small amount of
pigmented oil on a wet brush, he applied a thin wash—a technique that gives the

dark landscape a smooth, semi-transparent appearance.
Such details are not lost on Mark Leonard, the head of paintings conservation at

the J. Paul Getty Museum and restorer of a number of paintings in the Huntington
art collections. In the early 1990s,The Huntington and Getty embarked on a unique
collaboration: Getty conservators would work on Huntington paintings free of
charge; in exchange, The Huntington would permit the Getty to display each
restored work for six months. Leonard treated the Romney painting back in 1991
and still marvels at the artist’s rendering of Penelope Acton’s gown.
“When I first saw her, it looked like she was wearing a tobacco-stained dress,”
recalled Leonard, explaining that a layer of varnish coats most oil paintings but
tends to darken over time, obscuring the original vibrancy of the colors beneath.
Leonard’s job was to find a solvent that would remove the varnish without damaging
Getty paintings conservator Mark Leonard with two
versions of Sir Joshua Reynolds’ Sarah Siddons
as the Tragic Muse. On the right is the painting
from The Huntington; on the left is one from the
Dulwich Picture Gallery, London. In 1999,
Leonard worked on both before they went on display together. Photo courtesy J. Paul Getty Trust.

the paint, a task complicated by the variations in the paint layers. Only after he mastered that step would he be ready to apply a fresh coat of varnish.
“It was a balancing act,” said Leonard,“to get the flash of light above the blue cool
mountains in the distance to work in concert with the almost blindingly white,
elegant fabric of Penelope’s costume.”
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Above and opposite: Penelope Lee Acton (1791), by George Romney, before and after treatment by Leonard.

Part chemist, part art historian,
Leonard strives to understand the way
a painting might have looked the day it
left an artist’s studio, although achieving such a goal remains elusive even
under the best of circumstances. Like
varnish, oil paint changes as it ages.
Dark colors become darker and more
transparent; lighter colors, particularly
whites, tend to retain all of their original intensity, unless of course they
have to contend with old varnish.And
beneath the surface Leonard has found
occasional surprises—cracks, tears, or
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botched repairs from an earlier era.
He has had a hand in restoring some
of the most prized paintings at The
Huntington, including Rogier van der
Weyden’s Madonna and Child, Sir
Joshua Reynolds’ Sarah Siddons as the
Tragic Muse, and J. M. W. Turner’s
Grand Canal: Scene—A Street in Venice.
In October, Leonard came to The
Huntington to revarnish the iconic Blue
Boy by Thomas Gainsborough. The
painting was in terrific shape, but its
earlier layers of varnish had lost their
luster.A far easier assignment than the

Romney, the painting would not
require the painstaking removal of a
yellowed coating.
“We simply added another varnish
layer to reactivate the older varnish,” said
Leonard, who completed the job with
the associate conservator of paintings at
the Getty,Tiarna Doherty.“It’s sort of
like moisturizing your skin—you’re
really taking advantage of an existing
layer to give it a bit of youth again.”
Leonard and Doherty paid a visit
to the Huntington Art Gallery on a
Tuesday, when it was closed to the
public. They would apply a new coat
of varnish, share a nice lunch with
Huntington curators, and be back to
the Westside before rush hour. It
seemed a modest and anticlimactic
way to end a unique association with
The Huntington. Leonard retires from
the Getty in January.
Leonard is quick to acknowledge the
partnership as a collaboration between
two great institutions, but Shelley
Bennett has always seen the personal
touch that Leonard brings to the project.“It’s collaborative, yes, but it started
with Mark,” says the former curator
of British and European art at The
Huntington, now a senior research
associate.“Not only does he make each
painting sing, his work has changed the
way we think about conservation.”
More than a mere clean-up man,
Leonard has exposed valuable information about works. On more than
one occasion, he has helped confirm
an attribution that had been suspect,
including discoveries about the use of
silver leaf beneath the paint in Two
Boys by Candlelight, Blowing a Bladder,
which showed the work was indeed
by Joseph Wright of Derby as opposed
to being a later copy.His 1997 treatment
of Thomas Gainsborough’s Cottage
Door, says Bennett, was the catalyst for
the 2006 exhibition “Sensation and
Sensibility: Viewing Gainsborough’s
Cottage Door.”

A layer of varnish coats most oil paintings
but tends to darken over time, obscuring
the original

vibrancy

WITH ANY NEW CLEANING,

a conservator begins at the edges of a
painting, an approach that characterized
Leonard’s own introduction to the field.
The son of a timpanist for the Pittsburgh Symphony, Leonard attended
Oberlin College in part for its renowned
music conservatory but soon began
sampling its strong program in art
conservation. Deeming himself more a
painter than a musician, Leonard earned
a B.A. in a kind of renaissance program
that combined studio art, art history, and
chemistry. He went on to the Institute
of Fine Arts at NewYork University for
his master’s before landing in the conservation department at the Metropolitan Museum of Art in 1978.
Just as many painters learned their
trade under the tutelage of a master,
Leonard honed his craft under the guidance of a great teacher, John Brealey.
Brealey had been a well-regarded
restorer in London in the 1960s and
’70s but left his successful private practice to take over the conservation program at the Met, where he became
well-known for his dedication to the
training of dozens of impressionable
interns. He hoped to import his wellrounded approach to the United States,
where conservators too often stuck to
material aspects of a project (think canvas and pigment) rather than to the
complicated aesthetic issues involved
with a work of art (a feel for atmosphere and emotion).
Like a master painter and his school
disciples, Brealey’s reach gradually transformed the field. His interns are now
scattered throughout the United States
and Europe, where they occupy prominent positions of their own, including

of the colors beneath.

Joe Fronek at the Los Angeles County
Museum of Art, Frank Zuccari at the
Art Institute of Chicago, and Larry
Keith at the National Gallery in London.
Leonard managed to join the Met’s staff

following his internship, but after five
years he headed to California.He joined
the Getty staff in 1983.
The Huntington’s painting The Meeting of Lear and Cordelia by BenjaminWest

Leonard takes a careful look at The Blue Boy before the revarnishing. Photo by Lisa Blackburn.
Opposite: J. M. W. Turner, The Grand Canal: Scene—A Street in Venice, ca. 1837. Conservation
on the painting was completed in 1994.

sing

“Not only does Mark Leonard
make each painting
,”
says Shelley Bennett,
“his work has changed
the way we think about conservation.”
could have been exhibit number one
in Brealey’s rationale for reassessing the
state of conservation. Arabella Huntington acquired the depiction of a memorable scene from Shakespeare’s King
Lear in 1912.When it became the first
painting to undergo treatment in the
Huntington-Getty collaboration, curators thought it might have been an
unfinished scene that was completed
by another artist.
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Back in the Getty studio, Leonard
found a tear and also noticed that parts
of the picture had been overpainted
completely, not by another artist but by
a restorer, a misguided technique that is
used sometimes to compensate for losses
of detail. In this instance, Cordelia’s hair
had suffered a poor makeover.At some
point, someone had also used a strong
solvent that had worn away some of
the original paint.

In the pre-Brealey world, a conservator might simply have tolerated the
losses of paint and lamented the picture’s fate. But Leonard had been an
attentive pupil and knew he could compensate for some of the losses without
resorting to invention, re-painting, or
falsifyingWest’s original work.To touch
up Cordelia’s topknot, the only small
detail that required complete reconstruction, he consulted a later version
of the composition from the collection
of the Folger Shakespeare Library in
Washington, D.C. Lear and Cordelia
went back on display in 1991 and is
now a highlight of the newly installed
Scott Galleries of American Art.
Long before John Brealey came
along, John Ruskin had a thing or two
to say about the state of art conservation.
The 19th-century art critic acknowledged the challenges faced by his favorite
artist:“One of the great foes of J. M.W.
Turner, as of all other great colourists
especially, is the picture cleaner.” Ruskin
owned Turner’s Grand Canal,Venice, a
painting later acquired by Henry
Huntington. Leonard evoked Ruskin
when he gave a lecture at The
Huntington a few years ago about
some of his more memorable projects.
He came to the Turner painting in
between theWest and Romney assignments. Like Lear and Cordelia, it depicted
a scene from Shakespeare, albeit a very
obscure one from The Merchant ofVenice,
almost hidden in the lower right-hand
corner of the canvas. When Leonard
saw the work for the first time he
could barely make out the character
Shylock, let alone any of the hustle
and bustle of a market scene set amid
the busy canals of the great European
city. It was like trying to take in a
great view—only you were trapped
in a brightly lit room at night and
could only make out your own weak
reflection in the window.
“The real problem with the picture,”
said Leonard in his lecture, “was the

“You could now see
this sort of

magical

architecture.”

Benjamin West, The Meeting of Lear and Cordelia, 1784. Treatment of the painting in 1991 included some retouching of Cordelia’s hair.

highly reflective varnish, applied in the
1950s.” The glossy character of the
fresh varnish—which might have been
expected to dull down with time—
unfortunately never did.
Turner may most often be thought
about in terms of watercolor, a medium with a matte finish as opposed to
the glossy varnished surface of oil
paintings.When he did work with oils,
Turner liked to incorporate waxes in
order to emulate the appearance of
his watercolors. The good news for
Leonard was that he found he could
use very mild solvents to conduct a
straightforward removal of the varnish,
revealing what he felt was one of the
best preserved Turners in existence.
“You could now see this sort of magical architecture,”he said.“It really is like
a watercolor, with breath upon breath of
color building up the view of Venice.”
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But Leonard was only halfway done.
He was tempted to leave the painting
unvarnished to retain the watercolor
look, but uneven residues lingered from
past treatments. Conveniently, Leonard
had just concocted a new synthetic varnish in collaboration with a conservation scientist at the National Gallery in
Washington, D.C. Rather than brushing
it on the surface as he had for the West,
he sprayed the fast-evaporating varnish
onto the canvas to create an even matte
sheen while avoiding the reflection that
had resulted from the prior restoration.
W H E N L E O N A R D S H OW E D U P

atThe Huntington in October to revarnish The Blue Boy, the project lacked the
drama of many of the painting restorations he had worked on for the better
part of 20 years.There was no mysterious strip across the bottom of the

picture, such as the one he analyzed
in Gainsborough’s Cottage Door.There
would be no compelling comparisons
to another version of the work, such as
the time he placed The Huntington’s
Sarah Siddons as the Tragic Muse side by
side with another version made by
Reynolds’ studio from the Dulwich
Picture Gallery. And he didn’t have to
pull off any sensitive retouching, such
as the time he used a water-based
gouache to reconstruct parts of Rogier
van der Weyden’s Madonna and Child, a
work that former art director Robert
Wark called the best painting west of
the Mississippi.
On the rainy October day, Huntington staff took The Blue Boy down
from the wall and carefully removed it
from its frame.After placing the painting sideways on a large cart and rolling
it onto the Loggia of the Huntington

As the varnish dried, they noticed
that all of the darker areas
of the painting now had a greater
Art Gallery, Leonard and Doherty got
to work with their varnish. Leonard
applied his coat left to right, Doherty
up and down. They moved quickly
and efficiently, making sure to work
in the slow-drying varnish evenly.
“It’s much easier to do this when you
have four hands rather than just two,”
said Leonard. His tag-team approach
with Doherty is but one sign that the
transition of the Getty-Huntington
partnership will be seamless. After
Leonard retires, Doherty will take in a
pair of Romney portraits of Jeremiah
Milles and Rose (Gardiner) Milles,
which now hang in the Thornton
Portrait Gallery near The Blue Boy.
Yvonne Szafran, who succeeds
Leonard as the head of paintings conservation at the Getty, is planning to
work on a Byzantine triptych from
The Huntington.
“I’ve worked with Mark and many
of his colleagues in the Getty studio
for years, and I’m thrilled this collaboration will continue,” said Catherine
Hess, the chief curator of European
art, who came to The Huntington in
December 2008 after more than two
decades at the Getty.
After just 20 minutes or so the
revarnishing was complete. Leonard and
Doherty stepped back and inspected
their work. As the varnish dried, they
noticed that all of the darker areas of the
painting now had a greater intensity.
They agreed that before the revarnishing, The Blue Boy seemed flat, but now
one leg was clearly in front of the other,
allowing the viewer to appreciate the
sense of depth and atmosphere.
After returning the painting to the
Thornton Portrait Gallery, Leonard
passed through the dining room of the

intensity

Huntington Art Gallery, where several
familiar works are on display—Cottage
Door by Gainsborough, Two Boys by
Candlelight, Blowing a Bladder by Joseph
Wright of Derby, and River Scene by
Richard Wilson.
“I don’t have children,” Leonard
reflected,“but the feeling is a little like
what parents might experience with
adult children. There was an intimate

.

relationship, but now they have gone
back to their own lives.” Leonard, too,
is moving on, into a retirement where
he might do some painting of his own
and, on occasion, pay a visit to the
paintings that once graced his easel.

Matt Stevens is editor of Huntington
Frontiers.

Mark Leonard and Getty colleague Tiarna Doherty apply a coat of varnish to The Blue Boy. Photo by
Lisa Blackburn.

A C L E A N S TA R T
Propagating rare plants in The Huntington’s
Tissue Culture Lab
By Traude Gomez Rhine

W

hen it comes to cleaning
cacti,Ann Miguel has tried everything.
She has scrubbed bleach between the
spines with a toothbrush and stuck
cactus pieces into a sonicator, a little
contraption that removes dirt by using
ultrasound. She has even tried vacuuming a furry specimen. On this day
Miguel has decided to pull out the
dirty spines and areoles from an
Echinopsis ‘Reverie.’ “With cleaning a
cactus, it’s hit-or-miss,” Miguel says
matter-of-factly as she plucks away
prickly pieces with tweezers.
No, Miguel is not some neat freak
who is taking her love for succulents
to extremes. She’s a volunteer in The
Huntington’sTissue Culture Lab, a small
room in the Botanical Center managed
by Sean Lahmeyer, The Huntington’s
plant conservation specialist. Lahmeyer
has been diligently working with volunteers and interns over the past two
years to integrate plant tissue culture
techniques into The Huntington’s conservation practices.The lab looks like a
simple kitchen where you might microwave a lunch. Instead of heating lasagna,
though, Miguel is busily eradicating
microbes. Her goal is to mass produce
plants from the tissue of any one specimen, but she needs to sterilize the plant
tissue first if she is to have any success.

When it comes to sterilizing plants,
cacti cause the most trouble. One problem is that the meristem—the plant tissue from which new cells are formed—
lies just beneath the areoles from which
the spines grow. Porous spines are a natural home for dirt, mold, and spores—
the enemies of plant tissue culture.

culture container, we throw out all the
plants in it.”
Plant tissue culture, also called micropropagation, hinges on totipotency—
the ability of plant cells to regenerate
whole plants.A small piece of sterilized
plant tissue can ultimately produce thousands of plants.Miguel helps things along

A small piece of sterilized plant
tissue can ultimately produce
thousands of plants.
After discarding the spines, Miguel
cuts the cactus specimen into little
pieces, each no bigger than a thumbnail, and puts them into a small container of common household bleach,
the kind you might use to remove
stubborn stains from a white shirt.
She wonders whether to go for five
or 10 minutes this time around—five
minutes may not eradicate all the germs,
but a 10-minute soak may kill the tissue. One tiny spore can produce fungal
contamination. “It’s easy to lose a few
weeks’ work from just a little dirt,” says
Miguel, opting for the longer soak.
“Once we see contamination in a tissue

with doses of nutrients and organic plant
hormones such as cytokinins and auxins,
which can speed up growth or stimulate
root production. Imagine taking a single
blueberry and, just by adding a few
dashes of key ingredients, producing an
entire blueberry pie.
Tim Harvey—another volunteer on
the project—is quickly increasing the
numbers of a historic agave from the
Desert Garden. Sitting in the lab’s
“hood,” a sterile work station, Harvey
is slicing and dicing a sample intermittently cleaning his sharp instruments
with a propane torch while sterilized
air blows potential contaminants away
HUNTINGTON FRONTIERS
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Volunteer Tim Harvey divides tissue samples and places them in a container. Page 22: Sterilized plant tissue in the lab can help ensure the survival of many rare
plants, including the Agave mapisaga var. lisa. Photos by Lisa Blackburn and John Sullivan.

from the already sterile material.Harvey
is dividing tissue culture propagations
of Agave guiengola, a plant that came to
The Huntington from Mexico in the
1960s. In the following decades, it produced only one pup—the vernacular
for an offset,or new plant.Then,as agave
are prone to do, the original plant died
after its first and only flowering.With
tissue culture taken from that pup about
a year ago, The Huntington now has
about 200 plants.Without tissue culture,
it would have none. “We’re making
them immortal,” says Harvey.
Jim Folsom, the Telleen/Jorgensen
Director of the Botanical Gardens, had
the foresight to include aTissue Culture
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“We’re making them immortal,”
says Tim Harvey.
Lab in the Botanical Center, built in
2000; work in the lab began in earnest
in 2006. Folsom knew the technique
would be critical to furthering the
institution’s conservation practices
within its gardens. As far as Folsom is
concerned,The Huntington not only
has the unique capacity to engage in
a robust program of conservation for
its world-class succulent collection, it
bears the responsibility.

“I look down the road a hundred
years,” says Folsom.“What if the person
in my position then says, ‘These 50
species are extinct in the world and
you had them?’ It would almost be
criminal if we didn’t do all we could
to conserve them now.”
Folsom says that micropropagation
will one day become as routine as more
traditional forms of propagation are today, such as grafting or hand-pollination.

“If we don’t use every means at our
disposal to reproduce the agaves that are
dying, then we’re going to lose them,”
he says.
An ambitious commercial nursery
might produce 10 million plants annually through tissue culture. Most poinsettias and orchids now on the market are
produced that way.The Huntington, of
course, is not in the business of selling
plants for profit, but it does propagate
hundreds of plants annually for its
International Succulent Introductions
(ISI) program. Former Huntington
botanical director Myron Kimnach
helped found the program in Berkeley
in 1956; it was formally adopted by
The Huntington in 1989 and continues
to propagate and distribute new and rare
succulents to collectors, scientists, and
research institutions. Ex-situ—or offsite—cultivation is a stopgap for plants
that otherwise will go extinct as their
habitats disappear. Conservationists
believe it’s better to safeguard threatened plants in “captivity” than not to
have them at all, much like building a
seed bank for ensuring the survival of
as many species as possible.
Before the recent successes of the
Tissue Culture Lab, it might have taken
decades to propagate some of the slowgrowing plants in the collection. John
Trager, curator of The Huntington’s
Desert Garden collections and director
of ISI, brought an agave into the collection in the 1980s. Over the intervening 20 years he propagated a few
offsets and now has a dozen plants. By
propagating some plants from seeds or
from cuttings, through pollination or
germination, it might take five or more
years to yield a good crop. Using tissue
culture of one plant,Trager’s agave has
yielded 200 new plants in just nine
months. In another instance, the volunteers in the Tissue Culture Lab
turned one aloe hybrid into 300 in six

lab work
Sean Lahmeyer likes to say that the Tissue Culture Lab became its own field
of dreams—once they built it, two volunteers with the right skills and expertise seemed to appear out of nowhere. Tim Harvey, a biochemist who has
worked for Amgen, and Ann Miguel, a biophysicist who has worked at
Caltech, now spend every Tuesday in the lab, along with Cody Howard, an
intern from the University of Arkansas.
Perhaps it’s unusual that The Huntington’s Tissue Culture Lab is a volunteerdriven program. The Huntington, however, is a volunteer-driven institution,
attracting highly skilled and motivated people to work in real ways throughout
its gardens and galleries. Why are Miguel and Harvey willing to donate an
entire day each week, along with providing their scientific expertise pro
bono? “They believe in rare plant conservation and are fascinated with
figuring out just what makes a plant grow,” says Lahmeyer. “It’s an intellectual challenge that keeps them coming.”

months, a bounty that would usually
take at least five years to achieve.
Even with a program like ISI,The
Huntington’s ambitious reach has had its
limitations.The Convention on International Trade in Endangered Species
(CITES) is an international treaty that
regulates plant and animal trade between
countries. In recent years CITES has
tightened its restrictions regarding international plant import and export. ISI
shipments to Europe stopped in 2003,
a huge disappointment for the many
collectors of succulents who’ve long
worked with The Huntington to
enhance their collections. However,
sterile material in tissue culture flasks is
exempt from CITES regulations because
there’s no concern that such shipments
will transmit diseases, pests, or pathogens.
Clearly such specimens were not harvested illegally from the wild.This year,
The Huntington’s ISI program has

the potential once again to fulfill its
European orders.
Cleanliness is not always a mere
means to an end. Folsom says botanical gardens and institutions must be
able to produce disease-free plants that
they can trade or exchange or they face
dire consequences. Presently Belgium
is losing,through disease,several cultivars
from its National Collection of Camellias.
Representatives from the National
Collection have asked Lahmeyer if The
Huntington can reintroduce some of
those historic cultivars.
Over the past three years, Lahmeyer
has attempted to grow through tissue
culture Camellia japonica‘Duc de Brabant,’
Camellia japonica ‘Willmetta,’ and Camellia
japonica ‘Comte de Tol.’ He’s drawing
from The Huntington’s rich camellia
collection; Henry E. Huntington’s personal landscaper William Hertrich
imported significant Belgian camellias
HUNTINGTON FRONTIERS
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The volunteers in the Tissue Culture Lab turned
one aloe hybrid into 300 in six months.
to The Huntington early in the 20th
century. So far success has been elusive.
The propagations have suffered fungal
contamination or just haven’t grown.

“A lot of tissue culture is trial and
error,” says Lahmeyer. “The challenge
is in discovering the right combinations of hormones and nutrients.You

have to pay close attention and try a
variety of methods before you find
the one that works.” Despite the challenges, Lahmeyer is heartened by the
prospects of such international conservation partnerships.“This is a great
use of our lab,” he says.
Back in the lab, Harvey has finished
slicing and dicing the sterile agave
pieces, and Miguel then drops several
pieces into a gooey concoction—sugar
and vitamins mixed into water and
agar, which is essentially a sterilized
soil. The sugar is necessary since the
plant tissue can’t yet produce its own;
and the agar, a seaweed byproduct, turns
the water into a gel that keeps the plants
from sloshing around.
Miguel (a retired biophysicist) and
Harvey (a retired biochemist) are now
faced with the challenge that makes
most use of their scientific backgrounds—determining the right mix
of hormones to make the plants grow.
Hormones comprise the critical chemistry that can be used to encourage
plant growth. By applying small doses
in the right combinations, Miguel and
Harvey can prompt stems and leaves to

begin by washing your hands
1. Sterilize plants: Plants are naturally contaminated with microorganisms. Bleach or alcohol can be used to sterilize the
small pieces of plants, known as explants.
2. Place sterilized plant tissue into growth media: Explants are then placed directly into a container of sugar, salt,
vitamins, and plant hormones. A gelling agent, usually purified agar, is added to solidify the liquid media.
3. Add hormones: Doses of auxin often result in a proliferation of roots; an excess of cytokinin may yield shoots.
As cultures grow, pieces are typically sliced off and transferred—or subcultured—to new media.
4. Transfer shoots to potting soil: As shoots emerge from a culture, they may be sliced off and rooted with more auxin
to produce plantlets that, when mature, can be transferred to potting soil.
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grow first;when the plant is big enough,
the hormones encourage roots. Often
an approach doesn’t work and the plant
won’t grow at all. “We’ll end up trying a lot of different approaches,” says
Harvey.“When something works easily
it gives us hope.”
Finally, the plants are ready for the
climate-controlled growing room,
where they thrive under about 16 hours
of artificial light each day. Successful
plants that survive for six months or so
without succumbing to fungal contamination are finally taken outside intoThe
Huntington’s greenhouse, where succulent propagator Karen Zimmerman

nurtures them until they are ready to
be sent out into the world.
“The more we send out there the
better,” she says, looking forward to the
new plants she andTrager will be offering in the 2010 ISI catalog.
She is credited with creating a number of aloe hybrids, four of which—
‘Princess Jack,’‘Gargoyle,’‘Dragon,’ and
‘dz’—will be the first tissue culture
plants offered to collectors and institutions through ISI.Any surplus plants
from the program become available for
Huntington plant sales.
The lab’s success puts a different spin
on a sentiment Folsom had expressed

about conservation, when he evoked
the words of environmentalist Aldo
Leopold: “The first rule of intelligent
tinkering is to save all the pieces.”
The Huntington is fulfilling that
rule and then some.

Traude Gomez Rhine is a freelance writer
based in Pasadena. In the spring/summer
2006 issue of Huntington Frontiers, she
wrote about the International Succulent
Introductions program.

Left: Volunteer Ann Miguel places sterilized tissue in a climate-controlled growing room. Right: Succulent propagator Karen Zimmerman takes over when the
plants become big enough for potting soil. Here she inspects a batch of Aloe ‘dz.’ Photos by Lisa Blackburn. Opposite: Aloe ‘Princess Jack,’ one of four aloe
hybrids that have been successfully propagated in the Tissue Culture Lab. Photo by Karen Zimmerman.

In Print
PUBLISH OR PERISH 2.0

In August, Huntington scholarVolker Janssen published an oped for the Los Angeles Times about the California Institution
for Men in Chino, where an overnight riot injured more
than 175 prisoners on Aug. 8. By morning, authorities had
managed to control a fire that had ravaged one of the housing units. In a short piece titled “The Disaster Before the
Disaster,” the assistant professor of history at California State
University at Fullerton described the period between the
early 1940s and ’60s as an era in which reformers had built
a model criminal justice system. Chino inmates had been
allowed to work in forest camps, sometimes actually helping to put out fires rather than instigating them as unruly
prisoners. However, the 1970s brought a tax revolt and the
1980s stricter sentencing, two of the greater forces that have
led to today’s overcrowding and prison crisis statewide. Janssen
welcomes the opportunity to engage a wider audience and
wonders if historians have lost relevance in a culture that more
often tunes into the sound bites of pundits and politicians.
When not fighting for the attention of the general public,
historians long to strike a balance between captivating their
fellow historians and engaging their own students.With the
publication of a new article, Janssen has managed to do
both. His piece about prison labor and forest camps appears
in the latest issue of the Journal of American History, one of
the premier quarterlies in the field.The article has also been
selected as the journal’s next installment in the online series
“Teaching the Journal of American History.”
Twice a year, the journal highlights an article and builds
a curriculum around it, giving teachers a framework for
incorporating it into a college history course in American
history. “I was so excited about this opportunity because I

try to introduce journal articles in my classes all the time,”
said Janssen.The JAH has taken the advantage offered by
a manageable length and added all the bells and whistles
that today’s students demand. As the featured contributor
this time around, Janssen has helped editors draft questions
and exercises to accompany the article.The Web version will
also link to bonus maps, photographs, and a number of
primary sources, including transcriptions and audio clips
of oral histories collected by Janssen.
Gone are the days of poor-quality photocopies placed
on reserve for competing undergraduate students. After a
couple of clicks, says Janssen, readers will be able to study his
article, peruse many of the sources cited in the endnotes, and
examine related photographs, including one of prisoners
damming a flood in the San Joaquin Valley in the 1950s.

Janssen was a postdoctoral fellow with the Huntington-USC Institute on California and the West for 2007–09. During the
two-year fellowship, he organized a conference on the history of technology in California, finished writing a book, and
wrote two journal articles, including the one for JAH.
“The fellowship made all the difference in the world,” he said, explaining how difficult it is to focus on writing when he
teaches a full course load. “It allows you to sit down for three or four days in sequence and think through something in
the depth that first-rate publishing requires.”
Janssen’s article, “When the ‘Jungle’ Met the Forest: Public, Work, Civil Defense, and Forest Camps in Postwar
California, 1941–1973,” appears in the December issue of the Journal of American History. The online feature can
be found at http://www.journalofamericanhistory.org/teaching/. His book Convict Labor, Civic Welfare: Prisons and
Rehabilitation in Mid-Twentieth Century America is forthcoming from Oxford University Press.

THE LIFE OF SAMUEL
JOHNSON LL.D.

Most history books begin with historiography—an examination of prior works
on the subject and a promise to say something new. In 1688: The First Modern
Revolution (Yale University Press, 2009),
Steve Pincus delivers on both counts.
Prior historians, he says, have misunderstood England’s Glorious Revolution of
1688–89, when Protestants forced the
Catholic King James II from the throne
in what previously has been termed a
“peaceful” transition to the reign of
William and Mary. Pincus shows that the
revolution was far more violent—with
far-reaching international repercussions—
than scholars have previously thought.
Writing about history often means talking about it. In October, Pincus was the
featured guest at one of the many seminars conducted at The Huntington for
scholars and graduate students.The guest
usually presents an informal talk in a
workshop setting, but on this occasion
four veteran scholars took turns critiquing the new book in a lively discussion of topics such as religion, secularism,
and the nature of modernity. By the end
of the day, a work-in-progress seemed
to be on the table after all—a rough
draft of the historiography of the next
book to be written on the revolution
that began in 1688.

By Sir John Hawkins
Edited by O M Brack Jr.
University of Georgia Press, 2009

When John Hawkins sat
down to write the biography
of Samuel Johnson, he had
a lot of material. He first
met his subject shortly after
Johnson arrived in London,
40 years before, and could
draw on memories of their
extensive conversations. In
setting the wider scene,
Hawkins pulled books from
his own shelf, providing a
Photo by John Sullivan
rich historical and cultural
context, a then-unique approach to biography. But Hawkins and his book
would soon be overshadowed by James Boswell’s Life of Johnson, which was
published four years later, in 1791.
One of Hawkins’ problems was a stilted writing style that earned him ridicule
and parody. However, it was really the wrath of a jealous Boswell—who openly
challenged the accuracy of the earlier book—that relegated Hawkins to
obscurity, as if there were room in Johnson’s London for only one biographer.
O M “Skip” Brack Jr. acknowledges some errors of fact in Hawkins but points
out that much of what Boswell wrote about Johnson’s early years actually came
from Hawkins, who met Johnson in 1738, two years before Boswell was born.
Johnson and Hawkins would form a strong friendship, and Hawkins would
also become Johnson’s legal adviser and chief executor of his will.
Brack, too, has known Johnson for a long time. The professor of English
emeritus from Arizona State University co-curated the recent Huntington
exhibition “Samuel Johnson: Literary Giant of the 18th Century,” which commemorated the 300th anniversary of Johnson’s birth. He is also an editor of
The Works of Samuel Johnson, published by Yale University Press.
The new annotated edition of Hawkins’ book makes the lesser known biography available in complete form for the first time in nearly 200 years. As the
textual editor and annotator, Brack identifies passages in Hawkins’ text that
need explanation or clarification. “I’ve been working in the 18th century for 45
years,” said Brack, “and if I don’t understand something, what are the chances
that my reader will?” In the process, Brack referred to the same texts that
Hawkins likely used to flesh out his description of the people who crossed
Johnson’s path. The difference is that Hawkins didn’t usually identify his sources,
whereas Brack’s painstaking endnotes reveal them, along with much other
material that he tracked down in the collections of The Huntington. The result
is a textured life of Johnson.
“I want people to find that they can no longer ignore Hawkins by going
straight to Boswell,” says Brack. Now, to get to Hawkins, readers have to go
through Brack.
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Cover
The Agave mapisaga var. lisa can
take decades to flower. When it finally
blooms, a tall inflorescence towers
over the rosette of leaves at the base.
With far less fanfare, volunteers in
The Huntington’s Tissue Culture Lab
are using small tissue samples from
plants to produce hundreds more in
a matter of months.
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