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FROM THE EDITOR
TRUE PORTRAITS

I

n August 1784, a dying priest knelt before Father Francisco Palou in
Carmel’s Mission San Carlos and received Final Communion while
singing a hymn written by Saint Thomas Aquinas. Artist Mariano
Guerrero re-created this public act of devotion a year later, at Palou’s
urging. The painting is owned by Mexico’s National Museum of History,
which captions the work as a “true portrait of the Apostolic Father Preacher
Fray Junípero Serra.” It is among the 250 works on display in “Junípero Serra
and the Legacies of the California Missions,” an exhibition co-curated by
Catherine Gudis and Steven W. Hackel, both associate professors of history
at the University of California, Riverside. The show runs through Jan. 6, 2014.
Hackel, who is also author of a new biography of Serra, Junípero Serra:
California’s Founding Father (Hill & Wang), says he is curious about a faint
second visage of Palou visible to the right of the Latin verse emerging from
Serra’s lips. Artists often covered up earlier compositions as they worked out
their plans, and sometimes these renderings show through later layers of paint.
In this instance, Guerrero might have realized a leaning Palou would risk
overshadowing the focal point of the work—Serra’s simple recitation of a
refrain celebrating the Eucharist.
But Hackel is far more concerned with the “erasures and substitutions”
that characterize later paintings and sculpture of Serra, which mythologize
the founder of California’s missions and prevent viewers from adequately
assessing his complicated legacy. Hackel’s article, “Between a Rock and a
Crucifix” (pg. 22), is excerpted from his book, released this fall to coincide
with the 300th anniversary of Serra’s birth.
Art historian Kimberly Chrisman-Campbell is also interested in so-called
erasures, albeit of a more playful type of makeover. In her article, “Hair Today,
Gone Tomorrow” (pg. 14), she surveys British and French portraits from the
late 18th century that reveal how changing fashions in hairstyles had a peculiar
impact on paintings of the era. It was not uncommon for a patron to ask an
artist to cover up an embarrassing ’do with a hat or some other alternative
coiffure. True beauty, it seems, was in the taste of the beholder.
Matt Stevens

On the Cover: Mariano Guerrero, detail from Fray Junípero Serra recibe el viático (Father Junipero Serra
receiving the viaticum), 1785, oil on canvas. Museo Nacional de Historia, Mexico City.
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Top: Jules Tavernier (French, 1844–1889), detail from Carmel Mission on San Carlos Day, 1875, oil on
canvas. Courtesy of William and Merrily Karges. Center: Thomas Gainsborough (British, 1727–1788),
detail from Anne (Luttrell), Duchess of Cumberland, ca. 1777, oil on canvas. The Huntington Library, Art
Collections, and Botanical Gardens. Bottom: Carleton E. Watkins (1829–1916), “Residence of L. J. Rose,
from Orange Avenue, Sunny Slope,” ca. 1880. The Huntington Library, Art Collections, and Botanical Gardens.

News Bytes
FRAMING STORIES ON VERSO, THE BLOG OF THE HUNTINGTON

Focusing the Corner of Your Eye

Read more about these stories at
huntingtonblogs.org, where you
can click on “News Bytes” on the
right side of Verso’s home page.

Replace the frame of any random work of art and your experience of the
painting will change completely. Just think about how different Blue Boy
would look if it were surrounded by a skinny silver frame or a thick rustic
driftwood frame. Even so, we typically don’t pay much attention to frames.
The latest post in Verso’s video series, Videre, places frames front and center
while using alternate musical tracks as yet another framing device.
“Frame,” by Kate Lain, new media developer at The Huntington, features
dozens of frames from the Huntington Art Gallery.

Setting a New Gold Standard
Sixteen years ago, Malcolm J. Rohrbough published the definitive text on the California
Gold Rush. Days of Gold: The California Gold Rush and the American Nation (University of
California Press) came out in 1997, 149 years after the discovery of gold at Sutter’s Mill. It
went on to win the Ray Allen Billington Prize from the Organization of American Historians
as the best book about American frontier history. California’s premier chronicler, Kevin
Starr, called Rohrbough “a master historian of this
defining American epic.”
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Now, with Rush to Gold: The French and the California Gold Rush, 1848–1854 (2013, Yale University
Press), Rohrbough has extended the so-called
frontier while casting the Gold Rush as an international epic. His book’s title is a literal translation
of the French phrase “la ruée vers l’or” and signals
to readers that he is privileging a different perspective. “This is a book about the intrusion of California
and America into French life,” he writes, “with
the powerful pull of wealth in the form of gold
discoveries.” There was no greater intrusion, says
Rohrbough, than the Lottery of the Golden Ingots,
a scheme devised in 1850 by whaling captain JeanFrançois Langlois to raise millions of francs in
order to send more than 3,000 emigrants from
France to San Francisco.
 att Stevens, editor of Verso and Huntington
M
Frontiers, interviews Rohrbough about the
Lottery of the Golden Ingots and other aspects of
his research.

Malcolm Rohrbough’s most
recent fellowship at The
Huntington was a one-year
award in 2004–05 from the
National Endowment for the
Humanities. Since retiring in
2008 as professor of history at
the University of Iowa, he has
spent every winter in residence
at The Huntington.

J. N. Rose, 1885,
courtesy of the
Robert T. Ramsay
Jr. Archival Center,
Wabash College,
Crawfordsville, Ind.

A Botanist’s-Eye View
Joseph Nelson Rose (1862–1928), a botanist at the U.S. National Herbarium, conducted his fieldwork throughout the United States, Mexico, and many countries in
South America, building an invaluable research collection of cacti.
After his death, the U.S. Department of Agriculture distributed his
collection, most notably through the U.S. Acclimatization Garden,
Torrey Pines Station, in La Jolla, Calif., which subsequently sent more
than 650 plants to The Huntington from 1932 to 1942. Another 168
came to The Huntington from the USDA’s Chico Station.
Huntington staff recently launched a GIS map that shows many of
the surviving Rose specimens scattered throughout the 12-acre
Desert Garden, including Nyctocereus serpentinus (Lag. & Rodr.),
which translates to “snake-like, night-blooming Cereus.” Rose and
fellow botanists P. C. Standley and P. G. Russell collected it in
Sonora, Mexico, in 1910. These photos show the plant in 1931 as
seen by William Hertrich, the legendary superintendent of Henry E.
Huntington’s grounds from 1905 to 1948, and again as it is today.
Sean Lahmeyer, The Huntington’s plant conservation specialist, describes the intriguing paper trail behind the making of the
GIS map of Rose specimens in The Huntington’s Desert Garden.

Let Them Keep Cake
Edwin Carpenter Jr. was a fixture at The Huntington from 1960 until his death in 1995. The
bibliographer, librarian, and editor started as a
reading room attendant and later worked for the
Huntington Library Press. At the time of his death,
his title was “lecturer.” He sat at the reception desk;
wrote articles and presentations on Los Angeles
history and the Huntington family; did some
freelance copy editing; and indexed everything he
saved. Ed corresponded with a lot of the major
librarians of his day and wrote copious letters to
his mother during World War II.
While cataloging the Carpenter manuscript collection, volunteer Peggy Park Bernal—the former director of the Huntington Library Press—came across
a tiny box hidden among the genealogical research, correspondence, and essay proofs. It contained little
cubes of wedding cake—one from Carpenter’s parents (Edwin Carpenter Sr. and Cora Francis, 1915)
and the other from his maternal grandparents (F. O. Francis and Susan Rosella Wallace, 1876).
J ennifer Allan Goldman, manuscripts curator and institutional archivist, explains how her plans
for the cake turned upside down after sharing news of the find on The Huntington’s Tumblr,
huntingtonlibrary.tumblr.com.
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Law and Chaucer
WHAT ONE PILGRIM FROM “THE CANTERBURY TALES” MIGHT HAVE CARRIED IN HIS POCKET

A

8

t first glance, this pocket-sized book seems to have little in common with the famous
Ellesmere manuscript of Geoffrey Chaucer’s Canterbury Tales (ca. 1400–1405),
which has long been acknowledged as one of the great treasures of
The Huntington. Small, plain, and well-worn, this 14th-century
collection of English legal statutes from the parliaments of Edward
III (1327–77) and Richard II (1377–99) pales in comparison
to the large, ornate, and lavishly illustrated text about a
group of travelers making its way to Canterbury Cathedral
on a pilgrimage to the shrine of Saint Thomas Becket. One
is an unofficial compilation of laws—there would be no
government-sponsored edition until the early 19th century.
The other is a foundational text of English literature.
Hidden from view in this photograph are the inside
covers, which show that the book originally had a pink
leather binding that was covered over by a later owner.
Mary Robertson, the recently retired William A. Moffett
Curator of British Historical Manuscripts at The Huntington, says she knows of only two other medieval bindings in The Huntington’s seven-million-strong manuscript collection with a similar shade of pink-stained
leather of the sort used to give an extra sense of elegance to
some important books: one of them originally was on the
Ellesmere Chaucer. “Although we don’t have exact dates for
the creation of either volume,” says Robertson, “they were
probably written within five years of each other, and—both
made in or around London—within five miles.”
On Nov. 9, 2013, the items will go on display side by side
in one of 12 sections of the renovated Library Main Exhibition
Hall. The new permanent installation, “Remarkable Works,
Remarkable Times: Highlights from the Huntington Library,”
will spotlight key works—such as the Chaucer, the Gutenberg
Bible, Shakespeare’s First Folio, Audubon’s Birds of America,
and Henry David Thoreau’s final manuscript of Walden—by
juxtaposing them with lesser-known books, manuscripts, photographs, and other material as a way to explore new insights
into the collections.
The organizing principle of The Canterbury Tales, as many
might recall from their English literature classes, is a storytelling
contest among the pilgrims, including a tale by a Man of Law.
“Every statut koude he pleyn by rote,” wrote Chaucer, which to
the ear of pilgrims meant that he knew every law entirely by
heart. How? According to Robertson, he could easily have carried
with him a book like this, which shows wear and tear from an
owner well familiar with its contents.
–MS

a closer look
The workmanlike, slightly dull cover is a rarity, since few
bindings survive from the late 14th and early 15th century,
especially from a heavily used reference book such as this.
The headers to this section read “Anno,” meaning “year,”
and “XVIII0,” a quick guide indicating that this section
covers the 18th year of Edward III’s reign.
Although not a formal record of parliamentary proceedings, this thick volume was likely
commissioned by a lawyer, judge, or magistrate who wanted to keep track of the numerous
laws passed by Parliament, including legislation concerning criminal and civil
procedure, debts, taxes, military service, heresy, imports and exports,
customs duties, and any number of other regulatory measures.
The higher the quality of the book, the more likely it was that
the scribe would first ink in lines across each row of the planned
text to help guide his writing—kind of like college-ruled paper.
(Such lines are visible in the Ellesmere Chaucer.) These pages
show only the margins of the text block on each page, with
less need for aesthetic presentation.
The statute on this open page is written in a language called
Law French, a holdover of Anglo Norman French that the rich
and the governing classes spoke from the Norman Conquest
on. Other statutes are transcribed in Latin. Over time, during
the reign of Edward III, English would supplant Law French
and Latin as the primary language of government.
Most books of this period were made from animal skin. A
functional book like this one reveals less concern to make
both sides of the parchment look the same. The reader
easily can distinguish which pages are from the flesh or hair
side of the hide. Pages were bound so that like faced like on
any given opening.
The overall size of this book is not much bigger than a thick
stack of 3 x 5 cards that one could stuff into a coat pocket or
thumb through easily.
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An early manuscript compilation of the “Nova Statuta,” or “New
Statutes,” parliamentary acts from the reigns of Edward III (1327–77)
and Richard II (1377–99). Manuscript on vellum, 330 leaves, in Law
French and Latin; contemporary binding of parchment over beveled
oak boards. England (probably London), ca. 1390–1400.

Days of Wine and Horses
A DONATION OF FAMILY TREASURES, INCLUDING A CARLETON WATKINS PHOTO ALBUM, RECALLS PASADENA’S
OLD SUNNY SLOPE RANCH
By Diana W. Thompson

W

hile walking on the grounds of the
Sunny Slope Water Co. of Pasadena
in 1994, General Manager Michael
Hart noticed that the surviving
section of a 19th-century dam was breaking apart,
a California live oak pushing up through its center.
The dam, a holdover from the early days of the
San Gabriel mission, was a reminder of the company’s storied past. The business was started in
1895 on the site of the old Sunny Slope ranch, a
2,000-acre property purchased in 1860 by Leonard
John Rose, known as L. J., an ambitious immigrant

Photos displayed vast vineyards
stretching to the horizon and long
avenues of lemon and orange trees
nourished by irrigation ditches that
were part of the same water system
built by the founders of the San
Gabriel mission.
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from Bavaria, Germany. Rose transformed the
land into one of the most successful agricultural
endeavors of its time, famous for its wine and
brandy, oranges, lemons, olives, and nuts—a
showcase ranch that attracted visitors from miles
around. Rose also became well known for raising
some of the country’s fastest and most valuable
trotters—horses bred for harness racing—rivaling
Lucky Baldwin, a fellow breeder and founder of
the Santa Anita racetrack.
Hart was in the process of assembling materials
for an exhibition marking the water company’s
centennial, and as he examined the old dam he
wondered about other objects from this early
history. Hart had heard colorful stories about
Rose, but he had few tangible items to consult.
That was soon to change.
A short time later, Hart met Roy Rose, L. J.
Rose’s great-grandson, who possessed a large
collection of family memorabilia and was eager
to share it.

As Hart sifted through the collection, stories
about the Sunny Slope ranch came alive. Photos
displayed vast vineyards stretching to the horizon
and long avenues of lemon and orange trees nourished by irrigation ditches that were part of the
same water system built by the founders of the
San Gabriel mission. There were shots of stunning
trotters, a cluster of barns where Rose bottled
hundreds of thousands of gallons of wine and
brandy each year, and a portrait of L. J. Rose
himself, his stern and pensive face revealing the
strict discipline with which he ran the ranch. The
materials also included a family Bible, a journal
kept by L. J., and newspaper accounts of the family’s
business successes.
Roy Rose encouraged Hart to take the materials
with him, copy what he wanted, and return the
originals. “It was a generous gesture,” says Hart.
“These were family treasures painting a rich portrait
of the company’s history. Roy’s decision to offer them
so unconditionally was the start of a long friendship.”

accessions

Roy Rose recently donated these same materials
to The Huntington.
“I was always fascinated with our family history,” explains Rose, “and my aunts and uncles
loved the fact that somebody would take care of
these treasures. But these are not the kind of
things you display in your house. Donating the
collection is a way to make it available to scholars
and the public.”
Now that curators have had an opportunity to
fully examine the material, its historical and artistic
value has emerged. The photos comprise a rare
example of a private album produced by 19thcentury California photographer Carleton E.
Watkins (1829–1916). Watkins is perhaps best
known for his mammoth plate photographs,
especially of the Yosemite Valley. This is a much
more intimate work, and in a unique format: 27
five-inch circular albumen prints bound in a
square leather book. Together, the pictures

exquisitely depict the triumphs of a rancher and
horse breeder in the San Gabriel Valley of the 1880s.
“Benjamin Davis Wilson and William Workman
and other early ranchers had been in California a
while planting vineyards and orchards,” says Hart,
“but Rose was the entrepreneur. When Rose came,
everybody realized how much money could be made
from these crops.”
Another object in the acquisition, Rose’s handwritten journal, meticulously details his early days
running a general store in southern Iowa, his later
agricultural pursuits at the Sunny Slope ranch, and
most dramatically, his harrowing overland journey
to California in 1858 that ended in tragedy. His
party, including a long line of ox-drawn covered
wagons carrying several other families and extensive provisions, opted to take the southern route
across New Mexico and the Arizona desert. As
they crossed the Colorado River, they were attacked
by Mojave Indians, according to the journal entry.

Photographs from the Carleton
Watkins album include a portrait
of L. J. Rose, the vineyards of
Sunny Slope ranch, the sprawling
property located just a few
miles east of The Huntington,
and racehorse Sir Guy.
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A friendship spanning 20 years
gives Michael Hart (left) and Roy
Rose much to discuss as they
peruse items from the Rose
family archive now at The
Huntington. Photograph by
Martha Benedict.
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Six in their party died and close to a dozen were
injured. The Rose family escaped serious harm,
but they lost everything they had carried with
them. They retreated to Santa Fe and would only
complete the journey two years later, when a U.S.
government expedition could secure their safety.
“Rose was one of the classic, original pioneers
from the Midwest who overcame a long, arduous
trek and still had the fortitude to develop one of
the finest ranches in Southern California,” says
Hart. “If you look at some of the maps from the
carriage tours from the 1870s, Sunny Slope was
always on the list because it was so impressive.”
In 1887, Rose sold his ranch for a whopping
$1 million—almost $25 million in today’s dollars.
By that time, he had raised nine children with his
wife, Amanda, had become a California state senator,
and developed many other properties in Southern
California, including the area that today is called
Rosemead, or Rose’s meadow. By 1899, bad investments had left Rose heavily in debt. On May 17,
despondent over his troubles, Rose took his own
life at age 72.
For Hart, the donation was a highlight of what
had become a remarkable bond he felt with the Rose
family and its rich and complex history.

“Everything I learned brought me closer to the
Rose family, to the point that Roy refers to me as
the family historian,” says Hart, who retired as
manager of the Sunny Slope Water Co. in 2008.
The Huntington was long familiar with the
history of L. J. Rose, partly because of earlier
donations, including the manuscript that became
a book published by the Huntington Library in
1959, L. J. Rose of Sunny Slope, 1827–1899,
written by Roy Rose’s great uncle, L. J. Rose Jr.
This recent donation, however, adds greatly to
the scholarly coffers.
“This is one of the San Gabriel Valley’s most
influential families,” says Alan Jutzi, The Huntington’s Avery Chief Curator of Rare Books. “The fact
that Roy’s gift includes a firsthand account from
L. J. Rose himself, and such pristine photos, provides
scholars with invaluable tools to fully understand
this important period.”
Diana W. Thompson is a freelance writer based
in South Pasadena, Calif.
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Hair Today,

G ONE TOM OR R OW

EXTREME MAKEOVERS IN LATE 18TH-CENTURY PORTRAITS
By Kimberly Chrisman-Campbell

A Sèvres figurine of the late 1770s—recently donated to The Huntington by collector
MaryLou Boone—depicts a lady sitting at her dressing table while her hairdresser
teases, curls, and pins her hair into a lofty coiffure, the signature fashion statement
of the decade. To achieve these towering tresses, professional hairdressers thickened
and stiffened hair with pomade, an ointment made from apples; buttressed it with
small cushions of horsehair or wool; then finished off the confection with a layer of
scented white powder, which camouflaged the elaborate understructure and gave
the head a smooth, uniform, and ageless appearance. The time-consuming nature
of the hairdressing process is underlined by the whirlwind of activity taking place
in the figurine; it was not unusual for a woman to receive visitors, read books, or
write letters while her hairdresser worked.
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Opposite: Sir Joshua Reynolds
(British, 1723–1792), Jane
Fleming, later Countess of
Harrington (detail), ca. 1778–79,
oil on canvas. The Huntington
Library, Art Collections, and
Botanical Gardens.
Left: Sèvres figurine, La Toilette de
Madame, ca. 1775–80. Photo by
Susan Einstein. The Huntington
Library, Art Collections, and
Botanical Gardens.

The Huntington’s European art collection is particularly rich in British and French works of the
1770s—a decade remembered not only for the
flowering of Grand Manner portraiture, but also for
giving us the largest and most elaborate female
hairstyles in human history. Then, as now, however,
fashions changed quickly, rendering a portrait
hopelessly out of date within a few years. Fashions
in hair changed even faster than fashions in clothes,
and never more rapidly or radically than between
the 1760s and the 1780s. Back then, long before
Photoshop, a lady who wanted to look good for
posterity was left with no option but to have the
dated ’do painted out and replaced with a more

With its sizeable collection of
portraits of women from the late
18th century, The Huntington
can boast a comprehensive
chronology of big hair.
contemporary coiffure. Today, we may feel embarrassed by our old yearbook or wedding photos,
especially those taken during decades when big
hair reigned supreme. But we typically don’t attempt to update our old portraits with modern
hairstyles, as many women of the 18th century did.
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Above: Jean-Marc Nattier
(French, 1685–1766),
Mademoiselle de Migieu as Diana,
1742, oil on canvas. Right: JeanAntoine Houdon (French, 1741–
1828), Anne-Germaine Larrivée,
Madame Paul-Louis Giradot de
Vermenoux, 1777, marble. The
Huntington Library, Art
Collections, and Botanical
Gardens.
Opposite: Sir Joshua Reynolds
(British, 1723–1792), Georgiana
(Spencer) Cavendish, Duchess of
Devonshire (detail), ca. 1775–76,
oil on canvas. The Huntington
Library, Art Collections, and
Botanical Gardens.

While this kind of intervention may seem repugnant
to art lovers, shifts in fashion were considered
perfectly valid reasons for altering a painting. A
portrait represented a substantial investment of
time and money; even the very wealthy might have
their picture painted only a few times in their lives.
Showing off one’s taste and affluence in the form
of expensive, fashionable dress often was more
important to sitters than achieving a good likeness. Just as portraits might include impressive
country houses, horses, or furnishings, clothing
and hairstyles helped to construct a calculated
image of style and gentility.
Many 18th-century paintings show evidence of
pentimenti, or repentances—alterations made by
the artist in the process of composing the image.
X-rays have shown that Blue Boy, for example,
originally had a fluffy, white dog at his feet, and the
2010 conservation of George Romney’s pendant
portraits of Jeremiah Milles and Rose Milles revealed that a country house once stood in the

background of each painting. These minor adjustments, carefully covered up by the artist, can become visible as the surface of the painting deteriorates with the passage of time or as a result of
overzealous cleaning. Other canvases in The
Huntington’s collection have had cosmetic retouching over the years to repair damage or refresh
fading pigments. Less common—but far more
intriguing—are paintings that were deliberately
and significantly reworked after completion, often
by a different hand.
People had their portraits updated to include new
family members and possessions, or to reflect an
elevation in rank or status. Vanity, too, played a
role. The Huntington’s unattributed portrait of a
Woman with Rose Quartz Jewelry of circa 1810–15
was radically reworked to make the sitter look
thinner, whether at her behest or that of an art
dealer hoping to fetch a better price. (The portrait
was restored to its original appearance in 1951,
when it was donated to The Huntington.) More
and more of these modifications have come to
light in recent years, thanks to the development of
technologies that allow curators and conservators
to penetrate centuries-old layers of grime, varnish,
and paint without damaging artworks.
With its sizeable collection of portraits of women
from the late 18th century, The Huntington can
boast a comprehensive chronology of big hair.
From tightly curled coiffures worn close to the
head and ornamented with small pompoms and
flowers—as seen in Jean-Marc Nattier’s 1742
portrait of Mademoiselle de Migieu as Diana (at
left, top) and Allan Ramsay’s 1762 portrait of
Baroness Winterton—female hairstyles grew
steadily higher in the late 1760s, finally reaching
their apex in the late 1770s. The craze for “high
heads” began in France and quickly spread to
England. In November 1774, Lady Clermont,
a British resident of Paris, wrote to her friend
Georgiana, Duchess of Devonshire, to inform
her of an alarming new fashion introduced by
the stylish Madame de Boufflers: “There is no
describing her headdress and of all young people.
They sit at the bottom of their coaches as they
have not room if they sit on the seat….They give
five and 20 guineas for a headdress.” Jean-Antoine Houdon’s 1777 marble bust of Madame de
Vermenoux (at left, bottom), also at The Huntington, provides a magnificent three-dimensional
view of one of these vertiginous hairstyles.

Vast concoctions of hair, powder, and pomade—
called “poufs” in France—served as blank canvases
for flowers, feathers, ribbons, and even elaborate
vignettes containing miniature ships, birdcages,
and gardens. Tipped off by Lady Clermont, the
Duchess of Devonshire introduced the fashion
for feathered coiffures to English high society,
attending a concert at Hampton Court in March
1775 wearing two plumes 16 inches long in her hair,
as well as three smaller ones. In The Huntington’s
1775–76 portrait of the duchess by Sir Joshua
Reynolds (below), exuberant white and pink ostrich
feathers crown her lightly powdered head, adding
inches to her gravity-defying coiffure. Though her
gown is a fanciful and ostensibly timeless blend
of Turkish and classical references typical of the
costumes worn at masquerades, her headdress
would not be out of place in a genteel drawing
room. Similar feathered and beribboned coiffures
can be seen in Reynolds’ 1778–79 portrait of Jane
Fleming (see pg. 14) and Thomas Gainsborough’s
portrait of Henrietta Read from around 1777.
Lady Louisa Stuart remembered “the outrageous
zeal manifested against the first introduction of
Ostrich Feathers as a head-dress” in England.
“This fashion was not attacked as fantastic or
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MORE TALES OF TALL TRESSES
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The Duchess of Cumberland may have been a particularly picky patron (see
pg. 20), but she was far from being the only lady of her time to give a portrait
an extreme makeover. Gainsborough’s portrait of the Byam family (Holburne
Museum, Bath) originally was painted to commemorate the couple’s marriage
in 1760. It was updated around 1766 to include their eldest daughter, Selina; at
the same time, Mrs. Byam’s coiffure was elevated to the higher style of the late
1760s. The modish makeover did not end there; her dress was changed from
pink to blue, and her black silk choker was replaced with a more contemporary
style, matching her dress.
François Hubert Drouais’ portrait of Marie Rinteau (Metropolitan
Museum of Art) is signed and dated 1761, but the sitter’s hair is dressed in an
enormous pouf of the mid-1770s. Contemporary copies of the portrait confirm
that the hair originally was dressed close to the head in the style of the previous
decade. More than a decade later, the portrait was altered to bring the coiffure
up to date, as was a pendant portrait of Marie’s sister, Geneviève.
Recent research on Gainsborough’s 1761 portrait of Susanna Trevelyan
(National Trust, Wallington Hall) validated a longstanding family tradition
that the portrait was overpainted in the 1770s—allegedly by Gainsborough’s
rival, Reynolds. There was no question that the painting had been altered—
traces could be seen in the surface of the paintwork—but when, how much,
and by whom remained a mystery. A published description of the portrait’s
appearance in the late 1760s called it “the portrait of a hat and ruffles,” though
neither hat nor ruffles is visible today. This dismissive appraisal supposedly
so angered the portrait’s owner, the sitter’s uncle, that he commissioned
Reynolds to update Trevelyan’s outdated hairstyle and gown, eliminating
the hat altogether.
In 2011, conservation scientist Nicola Grimaldi of Britain’s Northumbria
University and British National Trust Curator Jeremy Capadose used infrared
reflectography and X-radiography to confirm that the portrait had been
repainted by a different hand, using a different type of paint. Although the
face itself was untouched, a pearl choker and earrings were painted over, as
was a dog in the sitter’s lap. The dress was changed from a French-style gown
decorated with bows, a gauze mantle, and lace sleeve ruffles to a white and
gold “Vandyke” costume with a standing collar and lace cuffs. Instead of a
wide, flat hat decorated with feathers, pearls, and a veil, the sitter now wears
her hair in loose curls piled high atop her head and trailing down her shoulders.
Both the hair and dress are copied directly from Reynolds’ 1775 full-length
Top: Portrait of Lady Henrietta Herbert after Reynolds, 1778, mezzotint.
portrait of Charlotte Walpole, Countess of Dysart (National Trust, Ham
The British Museum. Bottom: Sir Joshua Reynolds (British, 1723–1792),
House). While this does not prove that Reynolds did it—if anything, it argues
Lady Henrietta Herbert, Countess of Powis (1758–1830), 1777, oil on
canvas (post-conservation). National Trust.
against it, as it is unlikely that he would plagiarize himself so slavishly—the
repainting must have been done by someone with intimate knowledge of the
Walpole portrait, which had not been engraved or copied at the time. Writing in the British Art Journal, Grimaldi and Capadose
proposed that the alterations were likely executed by one of the many studio assistants to whom Reynolds entrusted much of his
“drapery” painting.
Reynolds’ 1777 portrait of Lady Henrietta Herbert (National Trust, Powis Castle; above) was, in turn, cleverly updated a decade
later by another hand. The sitter’s towering hairstyle was partially covered by a wide-brimmed hat perched at a jaunty angle, perfectly
in keeping with the fashions of the late 1780s.

Far left: George Romney (British,
1734–1802), Catherine (Brouncker)
Adye, later Catherine Willett,
1784–85, oil on canvas. Near left:
George Romney (British, 1734–
1802), Charlotte (Pilfold) Grove,
1788, oil on canvas. Bottom: John
Hoppner (British, 1758–1810),
Isabella (Ingram) Seymour Conway,
Viscountess Beauchamp, later
Marchioness of Hertford, ca. 1789,
oil on canvas. The Huntington
Library, Art Collections, and
Botanical Gardens.

By 1780, however, high heads
had lost their novelty; they were
replaced by softer, rounded
coiffures, often topped with
enormous hats.
depicting feathered coiffures catching fire on
chandeliers or being attacked by birds—failed to
quash the fashion.

unbecoming or inconvenient or expensive or anything else which a woman’s wearing feathers or
wearing fiddlesticks’ ends upon her head might
very well be, but as seriously wrong and immoral.
…The unfortunate feathers were insulted, mobbed,
hissed, almost pelted wherever they appeared,
abused in the newspapers, nay, even preached at
in the pulpits, and pointed out as marks of reprobation.” The visual and monetary excesses of the
style—as well as its foreign origins—were offensive
to English common sense. But public censure—
and a burgeoning subgenre of satirical prints

By 1780, however, high heads had lost their novelty;
they were replaced by softer, rounded coiffures,
often topped with enormous hats. Once again,
the Duchess of Devonshire led the way. In 1785,
Gainsborough painted her in a wide-brimmed,
feather-trimmed hat, said to be of her own design.
When the portrait—now at Chatsworth House—
was exhibited, women of fashion immediately
began to demand copies of the Duchess of
Devonshire’s “picture hat” from their milliners.
Within weeks, the French fashion magazine Galerie
des Modes was advertising a “chapeau à la Devonshire.” Large hats in general were considered
a typically English style in France, and they were
eagerly adopted by proponents of anglomanie, the
contemporary French fascination with all things
English. Romney’s portraits of Catherine Adye
and Charlotte Grove, John Hoppner’s Viscountess
Beauchamp, and Gainsborough’s Baroness Petre
capture the wide variety of broad-brimmed hats
fashionable in the late 1780s, worn over heavily
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The most egregious example of this widespread
campaign of hair-raising and hair-erasing in The
Huntington’s collection is Gainsborough’s portrait
of the Duchess of Cumberland, the scandalplagued wife of King George III’s youngest brother.
powdered clouds of crimped and frizzed hair. Although women’s hairstyles
may have decreased in height, they remained voluminous, spreading outwards instead of upwards.
Big hair finally went out of fashion with the French Revolution; along with
other kinds of cosmetics, hair powder and wigs were deemed unnatural and
even deceitful, as well as inappropriately luxurious. Liberty, equality, and
fraternity depended on honest self-presentation, not frivolous fashion. The
comparative freedom and simplicity of classical Greek and Roman dress and
ornamentation was held up as an antidote to unnatural modern fripperies,
and art and fashion began to mimic the austere aesthetics of these ancient,
democratic civilizations.
But fleeting fashions in hair were preserved forever in portraiture. While a
sitter might choose to be painted wearing classical drapery, masquerade
costume, or “Vandyke” dress that would not go out of fashion immediately,
it was very difficult to achieve a timeless hairstyle. Even costumed as the
Tragic Muse in Reynolds’ portrait, Sarah Siddons has her hair dressed in a
recognizably contemporary coiffure, although augmented with long false
braids. The same hairstyle that made a portrait look terribly chic one day
might cause it to appear embarrassingly outmoded the next.
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Inevitably, many portraits of the later 18th century have had the hair repainted—
whether to attain the extreme silhouette of the 1770s, or to efface it. The most
egregious example of this widespread campaign of hair-raising and hair-erasing
in The Huntington’s collection is Gainsborough’s portrait of the Duchess of
Cumberland (at right, top), the scandal-plagued wife of King George III’s
youngest brother. The image-conscious duchess had already rejected earlier portraits by Reynolds and Joseph Wright of Derby when she engaged
Gainsborough’s services in 1777. His canvas was subsequently repainted by
an unknown artist in the late 1780s, to reflect the low, full, frizzed hairstyle
then in fashion. This revised version became well known though exhibitions
and an engraving by W. H. Simmons. In 1910, however, art dealer Charles
Wertheimer detected the repainting and made the unusual decision to have
the canvas restored to its original appearance, although errors in interpretation
are evident in the hairstyle’s lopsided tilt and lack of definition. The painting
entered the Huntington collection in 1912, and has not changed a hair since.
Kimberly Chrisman-Campbell was the Andrew W. Mellon Foundation Curatorial
Fellow in French Art at The Huntington from 2003 to 2007. Her book Fashion
Victims: Dress at the Court of Louis XVI will be published by Yale University
Press in the fall of 2014.

Top: Thomas Gainsborough (British, 1727–1788), Anne (Luttrell),
Duchess of Cumberland, ca. 1777, oil on canvas. The Huntington Library,
Art Collections, and Botanical Gardens. Bottom: A photograph made
prior to removal of overpaint, published in The Sphere, Nov. 19, 1910.
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FATHER JUNIPERO SERRA IN HIS OWN DAY
By Steven W. Hackel

Junípero Serra is among the most widely recognized figures in California history.
And he is second to none for the period before 1850. Today, his image appears in
comic books and on coins, on postcards and postage stamps, and his name has
been given to highways and high schools, wine and gin, tequila and whiskey, a
mountain peak, and yes—I kid you not—at one time it even graced a landfill in
Colma on the San Francisco Peninsula.

Opposite: A rendering of Junípero
Serra by Francisco Palou, from
Relación histórica de la vida y
apostólicas tareas del venerable
padre fray Junípero Serra, 1787.
The Huntington Library, Art
Collections, and Botanical
Gardens. Below: Father José
Mosqueda’s copy of the portrait
of Father Junípero Serra from
the Convent of Santa Cruz,
Querétaro, date unknown, oil
on canvas. Santa Bárbara
Mission Archive-Library.

In this 300th anniversary commemorating Serra’s
birth, it is worth considering the different ways he
has been remembered over time. Because, ultimately, it appears there is an enormous gap between how we see Serra today and how his contemporaries saw him.
The most enduring image of Serra today quite
possibly may be in sculpture. In 1931, a nine-foot
statue of Serra was unveiled in the U.S. Capitol
Building’s Statuary Hall (see pg. 24). In truth, Serra
stood only a bit taller than five feet and suffered
from a chronically ulcerous leg. But he was indeed
larger than life. The Mallorcan-born Franciscan
played a crucial role in the settlement and colonization of Alta—that is, Upper—California, most
notably as the founder of the chain of Catholic
missions that eventually extended from San Diego
to just north of San Francisco. For that accomplishment and many related to it, Serra has been given
an exalted place in Washington.
From his marble pedestal, Serra’s heavenly gaze
and commanding posture suggest his confidence,
inner strength, and higher purpose. On the day that
the monumental work was installed in Statuary
Hall, speaker after speaker extolled Serra’s piety,
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In this 300th anniversary
commemorating Serra’s birth,
it is worth considering the
different ways he has been
remembered over time.
his tireless work among Indians, and most important, his role as the “pioneer of pioneers” who
brought civilization to California. In the words of
Ray Lyman Wilbur, Secretary of the Department of
the Interior at the time, Serra, “imbued with divine
spirit, charged with an exalted mission and sustained by an unfaltering faith, faced with supreme courage, danger, privation, suffering, disease, to carry the message of salvation over unknown paths along the uncharted shores of the
Pacific…. He was the torch bearer of civilization.”
Notably, Serra was also lauded for bringing to
California the key components of the Pacific agricultural empire: oranges, lemons, olives, figs,
grapes, and assorted vegetables, as well as cattle, sheep, goats, and horses. With all of this
bounty, one might imagine that Serra came to
California in an ark, not on a mule.
A generation later, in 1959, on the 175th anniversary
of Serra’s death, luminaries again gathered in
Statuary Hall to offer similar tributes.
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SO, WHO WAS THIS MAN? MIQUEL JOSEPH
Serra was born in 1713, in the town of Petra on the
Mediterranean island of Mallorca. A community
of 2,500 residents, Petra’s rhythms, folkways, and
institutions were those typical of rural 18th-century
Europe, dictated by religion, climate, environment,
and inherited social status. Most people in the
Mallorcan countryside were poor, and Serra’s
family appears to have been no different. There
was no guarantee of steady work; they typically
had little or no savings and lived in full awareness that a season’s wages could be wiped out
during crop failures, and that they were just one
stroke of bad luck away from destitution.
In the world of Serra’s childhood and youth, Catholicism loomed large: it was a way of life, a way
of ordering the world, the most powerful and
pervasive institution Mallorcans knew. Serra’s
own zeal for the preservation and propagation of

Opposite: The statue of Serra
by the sculptor Ettore Cadorin
(American, 1876–1952) in
Statuary Hall in the U.S. Capitol
Building. Serra holds a plain
cross and a miniature model of
Mission San Carlos. Photo
courtesy U.S. Capitol.
Left: A man working the land
outside the village of Petra,
Serra’s birthplace. Serra would
encourage Indians in Mexico
and California to adopt similar
forms of agriculture. Detail of
map created by Cardinal Antonio
Despuig y Dameto, ca. 1785.
Museu de Mallorca.

the faith was honed early on as he came of age
in a world where church and state distrusted one
another even as they were partners in Bourbon
expansionism.
The church also provided some measure of security. Economic hardship must have helped provide
at least some incentive to Serra to begin his formal
training for the priesthood. At age 17, Serra joined
the Franciscan order; at that time he chose for
himself the name Junípero, inspired by the life of
St. Francis’ companion, Brother Juniper.
It was not unusual for a promising young boy from
Petra to take holy orders. Nor was it unusual for
a Mallorcan priest to leave the island for life as a
missionary. But it was unexpected for a Franciscan
priest to give up a university professorship for the
uncertain life of a missionary in the New World.
Serra left Mallorca at age 35 after spending more
than a decade preaching throughout Mallorca and
nearly as long teaching philosophy and theology

at the university in Palma. He understood he was
making a life commitment and would never cross
the Atlantic again. There could be no doubts: he
was enacting God’s will, just as he had heard it
through a voice in his heart.
Soon after his arrival in New Spain, as colonial
Mexico was known in those days, Serra was assigned to oversee five missions in the Sierra Gorda,
a region about 100 miles north of the capital city.
There he stayed until 1758, after which he spent
10 years dividing his time between his duties at
the College of San Fernando in Mexico City and
preaching throughout the countryside. In 1767 he
ventured north to reorganize the formerly Jesuit
missions of Baja California, and less than two years
later he was the spiritual leader of the overland
expeditions that took possession of Alta California
for Spain. He would devote the remaining 15 years
of his life to the establishment of missions in Alta
California, to indoctrinating Indians into Catholicism, and to ensuring that the Franciscans—not
the military—had control over Indian lives.
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THE SERRA WHOSE LIFE WAS HONORED IN
1931 in the U.S. Capitol is not the Serra I have just
described. Eighteenth-century depictions of Serra
stand in stark contrast to those from the 20th. In
a 1785 painting by Mariano Guerrero (at left, top),
we see Serra how he was in his last years: small,
sickly, anticipating death. The painting shows
Serra as he wished to be remembered: publicly
acting out what Franciscans and devout Catholics
of his day would have considered a good death.
According to those with him when he died at
Mission San Carlos, Serra, having already confessed, rose from his deathbed, walked to the
mission chapel, and, as we see here, in his last
act of public devotion, received Final Communion.
This representation of his final days is heroic and
didactic; it was an image that would have been
intelligible and acceptable to his contemporaries
and to a wide range of Spanish and Mexican
Catholics, and perhaps that is one reason why
for generations it has been displayed in the
Museo Nacional de Historia in Mexico City’s
Chapultepec Park.
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Above: The ailing Serra is
surrounded by Indians and
soldiers as he receives the
sacrament of Final Communion
from his devoted colleague and
first biographer, Francisco Palou.
Mariano Guerrero, Fray Junípero
Serra recibe el viático, 1785, oil on
canvas. Museo Nacional de
Historia, INAH-CONACULTA.
Right: In this portrait, the elderly
Serra is praying in his final days
with Palou. Father Francesc
Caimari Rotger, Portrait of Fray
Junípero Serra, 1790, oil on
canvas. Ayuntamiento de
Palma, Mallorca.

Another image that captures Serra’s life as he
lived it appeared in 1787. It is an engraving that
served as the frontispiece for the seminal biography of Serra written by his devoted student,
friend, colleague, and fellow Mallorcan, Francisco
Palou (see pg. 22). This one is by far the grittiest,
the most complicated, and likely to be the most
accurate image that exists of Serra.
Here, Serra holds in his left hand a crucifix upon
which we can see the body of Christ crucified,
the central object of Franciscan devotion and the
symbol of man’s potential redemption through
the physical suffering and death of God’s only
son. To Franciscans of Serra’s day it was Christ’s
death, rather than his life, that was inspiring.
Serra in his right hand holds a symbol of his own
religious devotion and practice: a rock, the sort of
pounding stone that he was known to have used
to strike his chest during his fiery sermons. Arrayed
at Serra’s feet are the instruments—props, if you
will—of the traveling missionary and itinerant
preacher of 18th-century Mexico: a broken skull—
a warning to those who had not yet repented their
sins that death is always near—and his tools for
dramatic and public self-mortification: the chain
and burning taper.

All around Serra are sinners being moved to repentance. These people seem overwhelmed by
his presence. They clutch their hearts. They avert
their eyes. Serra rises above them all, presiding
from on high. In a sense he is as enormous here
as he is in the 1931 statue. Above him circle birds,
perhaps representations of saved souls. Serra
here is the savior. He appears impenetrable. Serra
stands ready—rock in one hand, crucifix in the
other, and chains and tapers at his feet—to punish
his own body to atone for the sins of others, all in
the name of the crucified Christ.

cross presents a non-Catholic form of Christianity;
it spoke to an age that did not acknowledge the
complexities of California’s colonial past or what
we now see as the various and contested legacies
of the encounters between Indians and Spaniards
in Alta California.

Jump now to 1931, to the statue in the Capitol. Gone
is the crucifix, the object of Franciscan devotion,
replaced by a more generic cross. And missing
from Serra’s other hand is the rock, the symbol
of his self-mortification and the intensity of his
faith; the stone has been replaced by a model of
Mission San Carlos, not as it stood in Serra’s day,
when it was still composed of crude huts, but as
it appeared a century later. There is no trace of
Indians or anyone else or of the angst and soulsearching that Serra intended to inspire in those
who attended his sermons. The Serra here is not
the small and sickly Serra of the 18th century but
the polar opposite; here we have a big man whose
body projects strength, not mortality.

Eighteenth-century depictions
of Serra stand in stark contrast to those from the 20th.

Similar erasures and substitutions characterize
Serra in a medal that was stamped in 1963 to
commemorate the 250th anniversary of his birth
(see pg. 28, bottom). Here, as in Statuary Hall,
Serra holds aloft with one hand a large cross, while
the other displays a miniature of Mission San Carlos.
As in 1931, Serra comes across as physically quite
impressive. He appears tall and robust, even though
he was neither. The main difference between the
medal and the statue is that in the medal Serra’s
left leg now peeks through his heavy wool tunic,
a reminder of the ulcerous wound that dogged
him for more than 35 years as he traveled on foot
throughout central Mexico, into Baja California,
and then on up through Alta California.
In the background of the scene is a Spanish ship
that suggests Serra as the pioneer of pioneers, the
man who brought civilization to the “uncharted
shores of the Pacific.” Serra here stands alone on
the shores of Monterey Bay. The bay, the coast,
and the mountains—all are devoid of people and
man’s handiwork. It is a simple and simplifying
image—just like the 1931 statue: the unadorned

Perhaps it was only as a rugged pioneer, as a
cross-wielding Lewis and Clark–like figure, and
as a generic Christian, that Serra could have
made it into Statuary Hall and the curriculum of
every fourth-grade classroom in California. But

this makeover did not come without a cost. What
we end up with—in the statue and on the coin—
is an ahistorical figure disconnected from the
larger issues and struggles of his own age.
When the Catholic Church moved forward in 1988
with Serra’s beatification, the beatified Serra had
to have a visual representation, and what emerged
25 years ago was a rather bland, historically inaccurate image (see pg. 28, top). In rendering his
official Vatican beatification portrait of Serra,
Lorenzo Ghiglieri said that the face was a composite constructed from the other known portraits of
Serra, but others have suggested that Ghiglieri
was inspired by Father Noel Francis Moholy, who
commissioned the portrait and for decades was
the official leader of the effort to canonize Serra.
To me this Serra looks nothing like a man intent
on telling anyone who would listen about the glories of heaven and the horrors of hell. No crucifix
here, and the familiar cross Serra held in 1931 is
now replaced by a walking stick. Hanging from
Serra’s neck is an enlarged version of the cross
that Serra wore throughout his adult life and that
was buried with him in 1784. The mission model
is gone, and the Pacific coast has been replaced
by the mountains. There is no trace of Indians or
anyone else in the portrait. The beatified padre
walks alone, seemingly climbing to heaven.
What all of these 20th-century images have in
common is their highly selective portrayal of the
man, presumably so that he might appeal to new
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To me this Serra looks nothing like a man
intent on telling anyone who would listen
about the glories of heaven and the horrors
of hell.
and diverse constituencies. But in losing all of the details that would have
properly contextualized Serra, we lose the sense of who the man was during
his own life and what California was during the colonial period. We fail to
see Serra’s importance in his own day, and, of course, we do not understand
how different Serra’s world was from our own.

THAT IS NOT AT ALL TO SAY THAT SERR A ONLY SHOULD BE
represented with a rock in one hand and a crucifix in the other. But I do think
that we need to make an effort to understand Serra as those in his day saw
him. And what exactly do we gain by seeing Serra with the rock and the
crucifix? One answer is that we are forced to see that Serra’s full adult life
involved much more than evangelical work among Indians in California.
Today, rightly so, we see him as a builder of missions and as a man devoted
to converting California Indians to Catholicism, but in the Palou engraving
he appears as most people saw him during his adult life: as the quintessential
Spanish missionary preaching to Catholics, leading them to confession and
ultimately to salvation.
This larger perspective on Serra’s life and work is important because, while
we think of Serra as devoting his life to the conversion of Indians in California,
in central Mexico he preached before tens of thousands of Catholics over
two decades, and before that he had done similar work on the island of
Mallorca. That is what most missionaries did in Serra’s day. They spent most
of their time preaching to the faithful. Perhaps fewer than 10 percent of the
8,000 Franciscans in 17th- and 18th-century Mexico actually went to a frontier.
Yes, Serra was a missionary to Indians, and in that part of his work he embodies a larger history of Indian–Catholic missionary relations that is hemispheric in scope. But that Serra—the one who worked in California from
1769 to 1784—should not be our only understanding of the man or of the
missionaries of his age.
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Two later renderings of Serra fail to capture his essence. Top: The
first image of Serra authorized by the Catholic Church for public
veneration. Lorenzo Ghiglieri (American, born 1931), Adelante (Onward),
1988, oil on canvas. Courtesy of the Cause for the Sainthood of
Blessed Junípero Serra. Bottom: A 1963 commemorative medallion
produced by the U.S. Mint on the 250th anniversary of Serra’s birth.
Photograph by Patrick Tregenza.
Opposite, top: Jules Tavernier (French, 1844–1889), Carmel Mission on San
Carlos Day, 1875, oil on canvas. Courtesy of William and Merrily Karges.
Opposite, bottom: Music and dance were central to California Indian
culture, and they continued under the supervision of the Franciscans,
as shown here at Mission San Francisco. From Louis Choris, Voyage
pittoresque autour du monde, 1822. Santa Barbara Museum of Art,
gift of Carol L. Valentine.

Even after his various makeovers, there really is no denying that Serra lived
in a distant and foreign past, one that is remote and radically different from
ours. Serra is in many ways an ironic icon for today’s California: he lived a
life in opposition to what the state has become—a dynamic region defined
by its political, social, economic, ethnic, and religious diversity. Moreover,
Serra was a man replete with tensions, even paradoxes. He wrote that he
was always obedient to his superiors, but as he grew in stature and seniority,
he did largely as he pleased, with few checks on his own authority or actions beyond the substantial ones imposed by his own order and mission.
He had a domineering personality but actually was bereft of an individual
self in a modern sense; he was opinionated, strong-willed, determined,
short-tempered, and passionately devoted to his life’s work, especially

his years in colonial California, which is why, 300
years later, he matters, and why we care about
who he was and how this unique Franciscan
lived his life and forever shaped California.
Steven W. Hackel is associate professor of history
at the University of California, Riverside. He is cocurator, with Catherine Gudis, of “Junípero Serra and
the Legacies of the California Missions,” an exhibition
on view at The Huntington through Jan. 6, 2014.
Excerpted from Junípero Serra: California’s Founding Father
by Steven W. Hackel, published by Hill & Wang, a division of
Farrar, Straus, and Giroux, LLC. © 2013 by Steven W. Hackel.
All rights reserved. An earlier version of this article was delivered as the keynote address at the 2013 Annual Meeting of
the California Mission Studies Association in Santa Barbara, Calif.
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Who Framed Acorn Whistler?
TELLING STORIES OF MURDER AND RETRIBUTION IN COLONIAL AMERICA
By Matt Stevens

H
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istorian Joshua Piker loves a good
story, so much so that he found a way
to tell the same story again and again
in one book. The Four Deaths of Acorn
Whistler (Harvard University Press, 2013) takes
the demise of an obscure Creek Indian in 1752
and revisits it in four distinct storylines from the
points of view of a royal governor, a Creek leader,
other local Indians, and a pair of British colonists.
In Piker’s retelling, the competing and contradicting narratives become parables of scapegoating,
skullduggery, and political expedience on all sides
a few years before the outbreak of the French and
Indian War.
Here’s the setup: On April 1, 1752, a group of
Creek Indians surprises a smaller party of Cherokees
just outside Charleston, S.C., killing five of them
not far from the residence of the colony’s royal
governor, James Glen. Creek-Cherokee tensions
threaten to undermine the delicate balance
forged between the British and Creeks, which in
turn impacts the goodwill between imperialists
and colonists.
In the weeks and months following the incident,
Glen and his Creek counterpart, Malatchi, begin
formulating stories of the event to protect their
own reputations.
“Telling the right story,” writes Piker, “was more
important than getting the story right.”
Acorn Whistler, a warrior from the Creek
town of Little Okfuskee, in modern-day Alabama,
becomes their fall guy, despite the fact that he was
nowhere near the scene of the crime. The scapegoating extends to stories from other Creek community
members and a colonial couple named Thomas
and Mary Bosomworth. By mid-August, Whistler
is executed at the hands of his own nephew, and
the reputations of Glen and Malatchi are preserved.
Piker describes his book as “Rashomon meets
The Last of the Mohicans, with a dash of Who
Framed Roger Rabbit.”
While The Four Deaths certainly has echoes
of Akira Kurosawa’s iconic film Rashomon, which
tells alternate versions of a murder from the points

of view of various characters, the book also shows
traces of John Demos, a Yale scholar influential in
his own circles for his blending of rich storytelling
and academic history.
“Most of all,” wrote Demos in the opening
sentence of his 1994 book, The Unredeemed
Captive: A Family Story from Early America, “I
wanted to write a story.” Demos wove the historical

Joshua Piker is associate professor of U.S. history and
Associates Second Century Presidential Professor at the
University of Oklahoma. Photograph by Ricky Rhodes
for Oberlin College.

lessons learned
record of a 1704 kidnapping of a Puritan minister
and his family by a French and Indian war party
with his own brand of narrative writing.
“The subject—the frame and meaning of the
story,” Demos wrote in his introduction, “would
be the larger business of contact, of encounter
between these immensely different human groups.”
In Piker’s own book—subtitled Telling Stories in
Colonial America—he seeks to show this “business
of contact” in all of its complexities.
“I wanted to show this intertwined world,”
says Piker. “Historians are very good about talking
about the empire or the colonies or Indian country,
but I wanted to show these worlds coming together
in daily life; I wanted to show the complexity and
power within each of these worlds.”
Piker admits there is a temptation to assume
the historical record favors, say, the story told by
a royal governor over the stories told by a Creek
leader or by Acorn Whistler’s family and community. But by mastering a wealth of sources, Piker
was determined to show that he could remedy such
an imbalance, or gap, and bring all of the stories
to the surface.
Piker’s search for documentation led him to the
Huntington Library, where he spent the 2006–07
academic year on an NEH fellowship laying the
groundwork for The Four Deaths. Just four years
earlier he had wrapped up the manuscript of his

first book while on a Barbara Thom Fellowship
at The Huntington, an award designed to help
junior scholars convert their dissertations into
published books. Okfuskee: A Creek Indian Town
in Colonial America was published by Harvard
University Press in 2004 and contained the first
hint at Whistler’s complicated tale.

“Telling the right story,” writes Piker,
“was more important than getting the
story right.”
During his second fellowship, manuscripts,
books, and periodicals from The Huntington
would fit together like courtroom evidence as
Piker attempted to make sense of the conflicting
reports of the April 1 massacre. The Huntington
had one of only two known copies of a map showing Whistler’s hometown of Little Okfuskee. Piker
mined copies of British Imperial Office reports and
microfilm of the British National Archives. By sifting
through issues of the South Carolina Historical
and Genealogical Magazine from the 1910s, Piker
pieced together details from the will of a man named
Nicholas Burnham, who owned the land where the
massacre took place.
“It’s not just the primary sources,” explains
Piker. “It’s not just the microfilm or the secondary
sources. It’s the community of
scholars and everything that
came together as I was trying
to figure out what this book
was about. I knew I had four
stories, but I didn’t know how
to tell them.”
In conversations with other
research fellows—that is, in
telling stories about his project—
the book began to take shape.
Matt Stevens is editor of
Huntington Frontiers magazine.
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A “Lost” Technique, Found
HOW THE HUNTINGTON’S MOON BRIDGE SPANS THE CENTURIES
By Lisa Blackburn
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t’s not unusual to see graduate students at The
Huntington; on any given day there are likely
to be dozens of them hard at work conducting
research among the collections. But it’s not
every day that a doctoral candidate is spotted
standing ankle-deep in the mud in the Japanese
Garden pond.
That’s where Yan Liu spent a good part of her
research time at The Huntington this summer.
An architectural historian from the Technical
University of Munich whose primary research
focus is carpentry traditions in Europe and East
Asia, Liu came to Southern California in June to
conduct a detailed survey of the construction of
the Japanese Garden’s iconic moon bridge. The
century-old span is an example of a rare type of
structure known as a timber woven-arch bridge,
constructed from short pieces of wood woven
under and over crossbeams.
Built in 1912 by Japanese craftsman Toichiro
Kawai, the moon bridge at The Huntington has
captivated visitors for generations. But Liu believes
this familiar landmark has even deeper roots, with
a lineage that can be traced to a very famous
Chinese ancestor.
“The earliest example of this type of bridge
comes from a 900-year-old painting known as the
Qingming scroll,” says Liu. Now preserved in the
Forbidden City’s Palace Museum in Beijing, the

Song dynasty scroll by artist Zhang Zeduan depicts
a bustling river scene outside the gates of Bianjing
(now known as Kaifeng), the capital city at that
time. In one section of the 17-foot-long scroll, a
gracefully curving bridge crowded with pedestrians
arches over the river. From its shape came the name
“Rainbow Bridge.” The bridge itself no longer exists,

Built in 1912 by Japanese craftsman
Toichiro Kawai, the moon bridge at
The Huntington has captivated
visitors for generations.
and Liu says those of similar construction are few
and far between, located primarily in the remote
mountain areas of southeast China.
Liu points out that it isn’t the arching shape that
makes these bridges unique. Many moon bridges
made of stone exist in China, and wooden bridges
constructed with curved beams are also common
throughout Asia. But the woven-arch technique
is extremely rare.
“It is a genius invention as a structure for a large
span,” says Liu. “For a long time it was thought to
be a lost technique.”
Before Liu came to Southern California, she was
conducting research for her thesis on woven-arch
bridges when she came across a photo on the Internet

fresh take
of a bridge that closely resembled the famous
Rainbow Bridge. Her curiosity was piqued by the
fact that it was set in a Japanese-style landscape,
rather than in China, and that the people in the
photo appeared to be westerners. “I was quite
curious,” recalls Liu, “and I posted it on a forum
asking for information. Some friends who study and
live in the U.S. recognized it as The Huntington.
From then on I was waiting for a chance to visit
and study it.”
Liu describes herself as a “building biographer,”
whose primary aim is to study everything about an
object, from its historical context to its construction.
And, like any good biographer, that means getting
very close to her subject. To take detailed measurements of The Huntington’s bridge for a precise
scale drawing, Liu used traditional architectural
tools such as string and plumb lines, rather than
relying on lasers or other high-tech devices. “This
is an ‘old school’ method, used for thousands of
years before modern machinery,” says Liu. “But it
enables me—forces me—to observe the structure
very closely.”
One of the things this close study revealed to
Liu was that the standard of measurement used in
the bridge’s original construction was neither centimeters nor inches. As she was taking her measurements, she noticed that many of the beams were
cut to a width of 15.15 centimeters—a curiously
irregular size. On a hunch, she looked up the length
of the Japanese shaku, a unit of measurement used
in 19th-century carpentry. “A shaku equals 30.3
centimeters, so 15.15 centimeters is exactly half a
shaku,” she says. The bridge’s builder, she realized,
had used the Japanese scale standard to measure
and cut the beams.
But how did Toichiro Kawai, a Japanese craftsman working in Southern California in the early
1900s, happen to build a bridge that so closely
resembled one created, and destroyed, centuries
earlier in China? Had the unusual technique spread
to Japan, along with other cultural influences that
traveled east during the Tang and Song dynasties?
Liu’s research has uncovered a reference to a similar
structure built in Japan in the 19th century, but
that example no longer exists. The Huntington
bridge appears, at the moment, to be the only link.
Liu feels certain that the resemblance can’t be
a coincidence: “The woven-arch structures of the
Huntington bridge and the Rainbow Bridge are
too similar. Even though they have some differences,
the structural principles are identical. Both are

Left: Yan Liu uses “old school”
measuring techniques, employing
string and plumb lines, which
enable her to make the closest
possible observations. Photograph
by Don Rasmussen.
Below: The Rainbow Bridge,
detail in the famous Qingming
scroll (Along the River During
the Qingming Festival) by Song
dynasty (960–1279) artist Zhang
Zeduan (1085–1145).
Opposite: The Huntington’s
moon bridge today. Photograph
by Lisa Blackburn.

quite similar to a traditional Chinese folk game
called ‘to build a bridge with chopsticks.’” From
a structural and constructional view, Liu asserts,
the kinship between the moon bridge and the
Rainbow Bridge is almost undeniable.
As part of her Huntington research, Liu is
creating a series of detailed drawings of the bridge,
including a longitudinal section and a cross section,
complete with precise measurements and notes on
construction materials and techniques. She plans
to donate a copy to The Huntington. No original
plans for the Japanese Garden’s moon bridge
exist, so Liu’s research will serve as a valuable
historical record.
And so—across centuries, cultures, and continents—a technique once thought to be lost is found
again, in a most unexpected place.
Lisa Blackburn is the communications coordinator at
The Huntington.
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In Print
A SAMPLING OF BOOKS BASED ON RESEARCH IN THE COLLECTIONS

Citizens of Asian America:
Democracy and Race during
the Cold War
New York University Press, 2013
During the Cold War, the
Soviets sought to undermine
the credibility of American
democracy by distributing
propaganda depicting U.S. racism. In response,
the United States attempted to incorporate minorities more effectively into society. Cindy I-Fen
Cheng traces how Asian Americans shaped the
credibility of American democracy during the Cold
War, even while they were perceived as foreign and
then later overlooked for their contributions. She
highlights how Asian Americans advocated for civil
rights reforms, including housing integration,
professional opportunities, and political freedom.

Saltpeter: The Mother of
Gunpowder
Oxford University Press, 2013
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Saltpeter was the “mother” of
gunpowder—without this organic material, no musket or
cannon could fire. David Cressy
explains the importance of
saltpeter in the interconnected military, scientific,
and political “revolutions” of 17th-century Britain.

Illusions in Motion: Media
Archaeology of the Moving
Panorama and Related
Spectacles
The MIT Press, 2013
In the late 18th century, huge
circular, rotating panoramas—
or cycloramas—could take audiences from historic
battles to exotic locations. Each long painting
unscrolled using a mechanical cranking system;
lectures, music, and sometimes sound and light
effects enhanced the experience. Erkki Huhtamo
tells the story of this largely forgotten early storytelling “device,” delving into its relationship to
other media and its role in the culture of the time.

Church-State Relations in the
Early American Republic,
1787–1846
Pickering & Chatto, 2013
During the first six decades of
the Early Republic, Americans
debated the appropriate relationship between church and
state. This topic engaged many people, regardless
of their religious or political affiliations. James
Kabala explores that debate and concludes that
to properly understand this era, it is necessary to
recognize the important role that religion played
in the formation of the new nation.

THE INTERNAL ENEMY
Alan Taylor wrapped up the manuscript of his latest book, The Internal Enemy:
Slavery and War in Virginia, 1772–1832 (W. W. Norton & Co.), in the fall of 2012
while serving at The Huntington as the inaugural Robert C. Ritchie Distinguished
Fellow of Early American History. Taylor won the Pulitzer and Bancroft Prizes
for William Cooper’s Town: Power and Persuasion on the Frontier of the Early
American Republic (1996), which he completed while on a Huntington fellowship
in 1994.

EARLY MODERN AMERICAS
The University of Pennsylvania Press has published three new books in its Early Modern
Americas series—A New World of Labor: The
Development of Plantation Slavery in the British
Atlantic, by Simon P. Newman; The Black Urban
Atlantic in the Age of the Slave Trade, edited by
Jorge Cañizares-Esguerra, Matt D. Childs, and
James Sidbury; and Biography and the Black
Atlantic, edited by Lisa A. Lindsay and John
Wood Sweet. Series editor Peter C. Mancall is
director of the USC-Huntington Early Modern
Studies Institute.

Jack London:
An American Life
Farrar, Straus, and Giroux, 2013
Noted Jack London scholar
Earle Labor investigates the
life of the great American author and notes how London’s
life shaped his works. As a
youth, London traveled all over the West Coast
for work and accumulated diverse experiences that
informed his bestsellers. Although his life sounds
like a rags-to-riches tale, London was a complicated
man who was haunted by contradictions about
nature, finances, society, and his legacy, but he
never lost his passion for exploration.

Iron Muse: Photographing the
Transcontinental Railroad
University of California Press,
2013
It was through images—especially photographs—that the
transcontinental railroad attained its iconic status. Glenn
Willumson offers a unique look at the production
and distribution of the railroad images: from railroad corporation records to illustrated newspapers
and travel guides and finally to direct sales and
photo albums in the late 19th and 20th centuries.

HARMONY WITH NATURE
City Water, City Life: Water
and the Infrastructure of
Ideas in Urbanizing Philadelphia, Boston, and Chicago
University of Chicago Press,
2013
In examining the history of
urban infrastructure, Carl
Smith presents an insightful look at the first
successful waterworks systems in Philadelphia,
Boston, and Chicago between the 1790s and the
1860s and discusses how city dwellers perceived
themselves during the great age of American
urbanization.

The Huntington Library Press celebrates an iconic garden with the
publication of One Hundred Years
in the Huntington’s Japanese Garden,
featuring contributions from five
experts, including Kelly Sutherlin
McLeod. McLeod was the the architect featured in a spring/summer
2012 issue of Huntington Frontiers
about the preservation and renovation of the historic Japanese House.
The book is edited by T. June Li,
curator of the Chinese Garden
and editor of Another World Lies
Beyond: Creating Liu Fang Yuan, the
Huntington’s Chinese Garden.
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postscript

A Swirling Mixture
ADDING TO A VIBRANT COLLECTION OF AMERICAN GRAPHIC ART
By David H. Mihaly
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Above: Political campaign
poster, “Morrison for Mayor,”
designed and copyrighted by Wes
Wilson, 1967.
Right: Handbill, “Pow-Wow, A
Gathering of the Tribes for a
Human Be-In,” designed by
Rick Griffin, 1967.

ou don’t see campaign posters like this
anymore. In 1967 this psychedelic political poster (below left) appeared in
neighborhoods around San Francisco,
announcing the Democratic mayoral campaign of
then City Supervisor Jack Morrison (1922–1991).
It was designed by Wes
Wilson (born 1937), the
legendary California
graphic artist featured
in the spring/summer
2012 issue of Huntington Frontiers. The article (“Are You Visually
Experienced?”) highlighted a collection of
psychedelic rock concert
posters created by
Wilson and donated
to The Huntington by
Tony Newhall.
Shortly after the
release of that issue, an
ephemera dealer saw
the article and called
to offer this poster.
“Morrison for Mayor”
is a fine example of
Wilson’s early graphic
work and of the artist’s
direct involvement with
San Francisco’s political and cultural scenes
beyond the iconic designs he created for
Bay Area rock concert posters. Although Morrison
lost the election, he targeted young voters with a
campaign poster that equated his liberal views and
working-class appeal with the vibrant energy and
countercultural values inherent in Wilson’s work
and in psychedelic art in general.
Similarly, another magazine reader was
prompted by the article to get in touch. Arizona
resident Amy Rule wrote a letter saying that she

was inspired by the way the article provided historical context. She enclosed with her letter an
original advertising handbill for a San Francisco
“Happening” in Golden Gate Park on Jan. 14,
1967, “Pow-Wow, A Gathering of the Tribes for a
Human Be-In.”
“This is a talisman from those days,” she wrote,
“a swirling mixture of cultures, calligraphy, and
coolness in the artwork that stood for our revolutionary hopes and dreams. It is also a reminder that
I did live through this period and became who I
am because of it. I was living in San Francisco at
the time, was involved in various student protest
activities, attended a lot of rock concerts, and
subscribed to various left-wing magazines. I have
been the owner all these years.”
David H. Mihaly is the Jay T. Last Curator of
Graphic Arts and Social History at The Huntington.
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