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Part I. Before 1700
Items 1-5
1. Brun, Franz Isaac. (printmaker; goldsmith/metalworker; German; Male; c.1535 c.1610/20). Euterpe [Engraving on laid paper, last half of 16th century. Strasbourg].

Brun, Franz Isaac. (printmaker; goldsmith/metalworker; German; Male; c.1535 - c.1610/20).
Euterpe [Engraving on laid paper, last half of 16th century. Strasbourg]. Whole-length, winged
female figure in profile to left, wearing antique costume and playing a harp. Trimmed to platemark
(uneven along right margin). Height: 72 millimetres; Width: 50 millimetres. Fine impression.
Signed in the plate with monogram ‘FB’ and inscribed 'EUTERPE' along the upper edge.

Image of the muse of music and lyric poetry. From a series of 9 engravings of the
muses.
Franz Brun (b. Pressburg? Possibly trained in Nuremburg. active 1559 - 1596) He was a draughtsman,
goldsmith and engraver from Strasbourg. He engraved several series in the manner of the Nuremberg
"Kleinmeister". Bibliography See Bartsch IX 443-472 (as Maître FB); Hollstein 26.
Provenance: Friedrich August of Saxony (lugt 971);two other: Hugo Ahne and a Dr K. O. neither in Lugt.

$1,250.00

2. Della Bella, Stefano. [Entree du Prince di Toscane, Representant Hercul], 1661. The
most arresting of the three Della Bella etchings taken from the festival book Il mondo
festiggiante balletto a cavallo, fatto nel teatro congiunto al palazzo del sereniss. gran duca,
per le reali nozze de' serenissimi principi Cosimo Terzo di Toscana, e Margherita
Luisa Nella Stamperia di S.A.S., 1661.

Etching on paper 17 1/8 x 9 1/16", with margins. Mounted on laid paper. An excellent impression,
in very good and clean condition, with slight chipping and some minor repairs). By Stefano della
Bella after G.A. Moniglia.d'Orleans. In Firenze: This plate pictures a backdrop constructed for the
huge half-oval behind the Pitti Palace. A circle of obelisks is placed at the center. Groups of
decorated coaches are surrounded by foot soldiers and a circle of riders. Atlas with the heavens on
his shoulders is most visible in the center of the etchings, having come to tell those on earth that
Hercules, along with the sun god Apollo and the goddess of the moon Diana, has descended from
heaven to attend these nuptials.
Reference: de Vesme Della Bella 7-72; Sonneck pp. 446-7; Sartori, C. Libretti italiani 15890; Berlin
Ornamentstichsammlung 3049; Strong, Roy. Art & Power; DeVseme/Marrar 71; Blum 92a.
$1,500.00

3. Della Bella, Stefano (1610-1664). Raccolta di Vasi Diversi. Paris: F. Langlois, 1646. Complete
set of six etchings (ca. 1646), all first state (of three) on laid paper, with margins (slightly
uneven), occasional pale spotting and staining, stitching holes in the right margins, laid on the
page of an album. Quarto, (plates: 3 1/2 x 7 1/4"; 90 x 185mm); (sheets: 5 x 10"; 125 x 250mm).
Red half morocco rubbed, rebacked. De Vesme 1045-50; Berlin II, No. 1137.

A collection of 46 vases (whole or partial) etched on six sheets including title-page.These "capprichi"
were done for the sake of experiment and invention with foliage, animal figures, grotesques, floral
arrangements, ornaments, and satyrs.
According to the V&A, "nourished both by his fertile imagination and by his observations of the
natural world, in the suite Raccolta di vasi diversi, published in 1646, Stefano della Bella combines
plant forms and realistic yet fantastical figures in a manner which anticipated the Rococo. It has
proven to be of particular influence on successive decorative artists in many media." $2,500.00

4. Le Moyne, Pierre. La Gallerie des Femmes Fortes. Par le P. Pierre Le Moyne de la
Compagnie de Iesvs. A Paris, Chez Antoine de Sommauille, au Palais en la Salle des Merciers
à l’Escu de France, M.dcxlvii (1647). Avec privilege du Roy. Original edition

Left: Audran frontispiece. Anne d’Austriche. see
La Galerie des femmes fortes. Bibliothèque
national. Inventaire du fonds français; graveurs
du XVII siècle, compiled by Roger Armand
Weigert (Paris, 1939), I, pp. 208-209, no. 304.

The 21 etchings worked with engravings are fresh in the original edition without any sign of the
wear that would affect images in the later editions. Seventeen printings in France are recorded
between 1647 and 1672. Printings elsewhere in Europe include Germany, England, Italy, one
partial edition in Peru (1702), and one translation in Spain (1794). The value of this, the original
edition, is in the images, which are sharper here than in later editions (when the plates had
become worn). Only one other printing, as well as the English translation of 1652 (*1), contain
engravings from the original edition; all other editions contain mediocre copies or versions
reduced in size. Many editions of the text are unillustrated
Folio (9 1/2 x 13 3/8”). 19th-century patterned boards, calf spine, with raised band, decorated in
gilt. Rubbed. Printed title restored. First eight leaves of dedication are water stained at lower
right corner; occasional stains but clean overall. Engravings trimmed at bottom with loss of
publisher’s imprint. A few engravings have lost one (or two) lines of caption at bottom. Very
clean.
1

Pagination: Leaf of title, verso blank; leaf of engraved title picturing Anne d’Autriche on a
pedestal surrounded by adoring women, with heroic women of the past pictured as statues in
back (engraved by Corton after Audran); 14pp. of dedication to Anne d’Autriche signed Le
Monyne; 20pp. of Ode a la Reyne, with engraving on last page picturing a tripod with a mirror in
the center and crown of France on top, and four lines of verse; 1p. sonnet with engraving of
beehive and swarm of bees circling the queen (thought at the time to be male) with the legend
Rex animo non seuxu (“a king in spirit if not by sex”); 8pp. Preface; 18pp. Ode la femme forte
imitee de Salomon; 2pp. Table of contents; pp. 3-378 text; 13pp. Consolation; 8pp. table; 1p.
Priv., complete with 20 engravings after Claude Vignon by Abraham Bosse, Pierre de Corton,
Pierre Mariette, and Gilles Rousselet. Collation: ã4, e4, i4, õ4, u4, 2ã4, 2e4, 2i4, 2õ4, A-3D4.
Index.
La Galleries des Femmes Fortes (Paris, 1647) is the most significant example of the numerous
galleries of women published during the first half of the 17th century. It presents a strong
argument that femmes fortes (i.e. women who are strong, valiant, courageous, or fearless) could
become heads of state. With this book, La Moyne contributed to the long running querelle des
femmes concerning the abilities and status of women versus men, suggesting that the femme
sauvante and the femme forte thus were interwoven (Gandolfo).

Lef t :
Judith
Right:
Pauline

2

The sources for La Galleries des Femmes Fortes are varied but buried. Some of the writings
are from other feminist works of the time. Catherine Pascal writes, “In this vibrant panegyric that
consecrates the social, moral and intellectual triumph of women, Father Le Moyne echoes a new
form of feminine, secular and social glory, proposed by Mme. de Scudéry [in Les Femmes
illustres ou les harangues héroïques, Paris, Antoine de Sommaville, 1642]” (9). Some of the
poetry may come from Pindar and from Le Moyne’s earlier poetry published later in Les oeuvres
poetiques du P. Le Moyne (Paris: Ballaine, 1671 and Paris: Jolly, 1672), as well as, the various
editions of his De l'art des devises or Deuises heroiques et morales. Perez and Saunier suggest
the theme of illustrious women or heroic women is steeped in the Catholic Counter-Reformation
of France (fn7).
The author Pierre Le Moyne (Lemoine) (1602-1671) was a Jesuit who was born in Chaumont in
Bassigny. He entered the novitiate at Nancy in 1619 before teaching humanities at the College of
Reims, then philosophy at Dijon and, finally, at the College de Clermont in Paris. He stopped
preaching in 1659 to devote himself to writing. He is author of a popular epic poem Saint Louis,
ou le héros Chrétien (1653).
La Gallerie des Femmes Fortes, in its twenty sections, pictures and discusses twenty women
from history who exemplify leadership qualities of both mind and body, including those qualities
of the warrior. Le Moyne created a compendium of heroines from four epochs: early Jewish,
barbarian (i.e. non-Greeks), Roman, and Christian figures. Each heroine is pictured in a large
engraving (emblematic of her strengths). The engraving is followed by a description, a sonnet,
an eulogy, a moral reflection, a moral question, and an example drawn for modern history.
The book is dedicated to (and in many ways written for) Anne d’Autriche (1601-1666), Spanish
princess of the House of Habsburg and wife of King Louis XIII. After Louis’ death, she became
regent of France, as mother of the future Louis XIV. Much leadership responsibility was placed
on her during her regency. To complicate matters, she was highly criticized for her (alleged)
infidelity, and for her allegiance to Spain, the country of her birth. Anne overcame an aristocratic
revolt, known as the Fronde, with the support of Cardinal Mazarin, who was her chief minister
and confidant. In 1651, when her son Louis XIV officially came of age, her regency legally
ended. However, she kept much power and influence over her son.
Many of the figures in Gallerie are linked to Anne with words of encouragement for her ordeal
as regent. As Conroy documents, Le Moyne suggests to her, “States are not governed by a beard
. . . they are governed by strength of mind, and by the vigor and dexterity of reason; and the
mind can be as strong and reason as vigorous and dexterous in a woman’s head as in a man” (6070).
Le Moyne adds that the two moral attributes required for good government are prudence
and magnanimity, which are “not a solely male preserve . . .”.
The comparisons to Anne and the notion of a gynaecocracy (a state ruled by a woman) are most
explicit in the book’s opening section on Deborah. Le Moyne writes Anne will “therefore be
glorified and honored by seeing her numerous virtues reflected throughout this book”
3

[translation mine]. Also, his portraits of six women who
have ruled in modern Europe need to be read specifically
as a reflection of and model for Anne.
The most striking portrait is “the detailed and lively one of
the governor of the Spanish Netherlands, Isabella Clara
Eugenia of Spain” (1566-1633). Isabella was not only
intelligent, but also courageous, magnanimous, just, and
magnificent. For Anne, there are two lessons to learn from
the Gallerie: the importance of avoiding any suggestion
that she might favor Spain, the country of her birth over
France and “the importance of maintaining power in her
own hands.”

Isabella Clara Eugenia

The Gallerie is also addressed to a class of French woman known collectively as les précieuses
(*2). The author’s stated intention is to appeal to literate females of pure lineage; namely, those
daughters of old families who might be in a position to hold office or rank. Gallerie argued that
government by women was both feasible and laudable among those women who exhibit active
leadership virtues as well as domestic, passive ones. This was the age of literary salons presided
over by Mme de Rambouillet and Mlle de Scudery. Those précieuses attending were the children
of the well-to-families who could boast of their cultivation and breeding (Conroy, 72).“There is
no doubt that these colorful portraits, full of anecdotal and personal details . . . would have been
greeted with a warm reception among Le Moyne’s female salon-going readership and no doubt
contributed to the popularity of the volume over the following twenty-five years” (Conroy, 72).
Gallerie is an example, probably the best example of all illustrated galleries of women of its
time (*3), of an argument in the querelle des femmes, a debate concerning the role and
capabilities of women that began in the Renaissance and continued for 200 years. Gallerie is
part of that body of literature which discussed the nature of the sexes and the relation between
them (as superior, inferior, and equal).
The issue of violence was often a sticking point in the querelle des femmes debate. On one side
of the argument were those who thought women were unable to exercise military leadership or
understand strategy and negotiations. Le Moyne argues that some women were fully capable of
effective leadership in times of war, offering examples from the Gallerie of Judith, Deborah,
Joan of Arc, and Zenobia, Queen of Palmyra and regent for her young son. Zenobia personally
led 70,000 troops against a Roman legion in 269 AD.
4

The artist and engravers: Claude Vignon (1593-1670) is the designer of the engravings. Vignon
influenced French art and book illustration of the period by picturing the “manners, costumes,
social habits and interests of polite society” (Harthan, 112). According to Louis Dimier in his
monumental Histoire de la Peinture Française, Vignon’s work marked not only a decisive
turning in the evolution of European art, but also the birth of the school of art française.
Vignon’s book illustrations for L’Ariane (Paris, 1639) provide “an important example of French
baroque illustration” (113-114).
Except for the title engraving of Anne d’Autriche engraved by P. Berrettini de Cortone after Karl
Audran (1594-1674), the twenty illustrations are engraved on copper by Gilles Rousselet (16101686) and Abraham Bosse (ca. 1602-1676) after Vignon, and printed by Pierre Mariette (1603?1657), founder of the renowned family of booksellers, engravers, and printers.
The engravings had wide influence on artists in
France and elsewhere in Europe as a source of
inspirations for paintings and applied arts. As
early as the mid-eighteenth century, Pierre-Jean
Mariette remarked that the series was very
successful and that one can find paintings based
on the work of drawings by Claude Vignon in
more than one castle. Aikin describes a portrait of
the consort Aemilia Juliana (1637-1706), wife of
Albert Anton, Count of Schwarzburg-Rudolstadt,
as “clearly modeled on the engraving of Zenobia
from Le Moyne’s gallery” (20, 38). Zenobia,
dressed in armor and brandishing a spear, had
continuing impact on the iconography employed
in support of this view during the seventeenth
century.” [The engraving she cites is taken from
the Elsevier 1660 edition of Gallerie]. It was
commissioned around 1690 from court painter
Seivert Lammers]. Perez and Saunier refer to a
castle near Puy-en-Velay, France where a series of
Zenobia
“Illustrious Women” is located; it has never been
studied. The importance of the Gallerie is wide
and long-lasting. “These Illustrations, unlike the fantasy women in contemporary novels,
become indeed the real concrete proof that a noble woman can perfectly adapt with behavior
absolutely in conformity with Christian ethics, while fulfilling the obligations imposed by its
aristocratic and even royal status. The particular ideas that took root as a result of this volume,
especially the ‘moral question’ of whether women are capable of governing is a section that
scholars continue to quote even today” (Wade, 72).

Images in the Gallerie became widely disseminated and served as models for contemporary
painters and craftsman. Most recently, illustrations for Gallerie were featured in an exhibition
Women Who Ruled: Queens, Goddesses, Amazons in Renaissance and Baroque Art, catalogue of
an exhibition held at the University of Michigan Museum of Art, Ann Arbor, edited by Annette
Dixon (2002) (48-49, nos. 13-14, 187).
Le Moyne’s contribution to the querelle remains useful in the study of feminism in 17th-century
France. La Gallerie des Femmes Fortes was influential in many ways, and its discussions are
still in use today in the 21st century as women are becoming more active in politics. Also, as
Conroy points out, “there are very few studies of the feminist literature during the regencies of
Marie de Médicis and Anne d’Autriche, where they no doubt raise issues that merit
consideration” (13-14).
*1 The exception is an English translation of Le Moyne’s book published in 1652 by Henry Seile
(ESTC R12737). “Either the plates themselves were sent over, or a pile of impressions”
(Griffiths, qtd. in Halwas, 184).
*2 Witty and educated intellectual women who frequented a particular salon of the period; these
women were suffused with feminine elegance and exacted correct scruples of behavior.
*3 Partial list:
Suzanne de Nervèze, Apologie en faveur des femmes (1642);
Jean Puget de la Serre, Le Portrait de la Reyne (1644);
Jacques du Bosc, La femme heroique (1645);
François du Soucy, Le Trimphe des dames (1646);
Sieur de Rangouze, Lettres Panégyriques aux plus Grandes Reynes du Monde . . . (1650);
Gabriel Gilbert, Panegyrique des dames (1650);
---, Le Mérite des dames (1660).
References:
Aikin, Judith P. “The Militant Countesses of Rudolstadt” in Gender Matters: Discourses of
Violence in Early Modern Literature and the Arts, ed. Mara R.Wade (2014), 19-42;
Conroy, Derval. Ruling Women: Government, Virtue, and the Female Prince in SeventeenthCentury France (2016);
Dimier, Louis. Histoire de la Peinture Française Au Xixe Siècle (1793-1903) (1914);
Gandolfo, Nastasja. “The Originality of Maria Antonia Walpurgis’s Talestri in the Context of
Opera Seria: a contribution to the ‘Amazon’ Tradition and the Staging of her own Political
Ambitions”
https://www.academia.edu/38221327/
The_originality_of_Maria_Antonia_Walpugis_Talestri.pdf

(accessed May 29, 2019);
Griffiths, Antony. The Print in Stuart Britain, 1603-1689 (London, 1998);
Halwas, Robin. “Vignon, (Claude), 1593-1670; Three suites of prints after designs by Claude
Vignon, known as ‘La Galerie des femmes fortes’; ‘Sept Merveilles du Monde’; ‘Les Sept Sages
de la Grèce,’” Bookseller description,
https://www.robinhalwas.com/017014-three-suites-of-prints-after-designs-by-claude-vignongalerie-des-femmes-fortes (accessed May 29, 2019);
Harthan, John. The History of the Illustrated Book: The Western Tradition (1981);
Pascal, Catherine. “Les Recueils de Femmes Illustres au XVIIe Siècle.” SIEFAR, “Connaître les
femmes de l’Ancien Régime. La question des recueils et dictionnaires,” Paris, June 20, 2003,
http://www.siefar.org/wp-content/uploads/2015/09/Pascal-dicos.pdf (accessed May 26, 2019);
Perez, Marie-Félicie and Bruno Saunier, “Une série des femmes illustres ou femmes fortes par
Guy François (1578?-1650)”, In Situ: Revue des patrimonies 10 (2009),
http://journals.openedition.org/insitu/4514 (accessed May 29, 2019);
Vidmar, Polona “La Galerie des Femmes Fortes - Paintings of Virtuous Women in the Castles in
Èeský Krumlov and Vurberk 59, no. 3/4 (2011): 237-255;
Wade, Mara R., ed., Gender Matters: Discourses of Violence in Early Modern Literature and the
Arts (2014).

$2,500.00

5. (Torelli, Giacomo).[Corte della reggia del. Re di Sciro. A Palace Courtyard ] [etching]
Feste theatralie per la Finta Pazza drama del Sig. Giulio Strozzi, Rappresentate nel
piccolo Borbone in Parigi quest anno MDCXLV, et da Giacomo Torelli da Fano
Inventore...] Paris, 1645). (Bjurstrom p251); Sartori 10097.
Etching on laid paper, bunch of grapes watermark with initials. 12" x 9 1/8th”. One of five scenic
etchings from the Paris libretto of the opera La Finta Pazza, 1645. This courtyard setting is used
from Act I-3 to Act II-7. Small repair to lower right corner and at bottom margin, repair to margin
upper right corner, no loss of text. Very bright and well preserved.

Even one etching from the libretto of the 1645 Paris production provides a great deal of first-hand
information about the staging of this, the first Italian opera in France, and from the first printed
illustrations of the smash hit La Finta Pazza . “Unlike the Venice production [with its unillustrated
libretto]* the sets used in Paris are well known because of five engravings which, together with the
title page, form the illustrated parts of the Paris edition “This publication owes its existence entirely
to Torelli.” (Bjurstrom, 134).

The etching presents a courtyard scene with five principal actors (two soldiers and three women)
in foreground with dancers and actors forming a semi-circle in back. The courtyard leads to a series
of unending columns in back.
More like a mythical triumphal archway than a functional gathering space, the courtyard is lined
with a colonnade of coupled doric columns fitted with decorative bands. Interestingly the design is
as much indebted to French as to Italian architectural styles and traditions. Also, the two figures
resting on a broken pediment under the segmental arch and the urns atop the columns filled with
jasmine are all found in French architecture of the period.
The French architect Philibert Delorme uses the colonne à bracelets in his design for several
sections of the Tuileries. He claims to have given birth to a French order of design (quoted in
Bjurstrom p.139 citing Delorme’s L’architecture, Paris 1576, fol 216, verso, book 7, ch.11). In
addition, scenes from the streets of Paris are employed in this opera including the Pont Neuf and the
Ile de la Cité. The dances at the end of each act (replacing the choruses of the Italian 1641
performance) are in the French style based on characteristic regional or occupational steps (Kirstein
p. 71).
The opera La Finta Pazza (The maiden feigning madness) had music by Francesco Sacrati (Italian
1605-1650) and libretto by Giulio Strozzi (Italian 1583-1652). It was first performed in Paris on
19 September 1645 at the Salle du Peitit Bourbon, Louvre. Cardinal Mazarin who wanted to
introduce Italian opera to France had arranged for the original scenic designer, from the 1641
Venetian production, Giacomo Torelli (Italian 1608-1678) to come to Paris to oversee the
production.

La Finta Pazza’s plot is based on the legend of Achilles in Scyros particularly that version written
by the Roman poet Statius (1st century AD) in which Achilles is disguised as a woman by his
mother who fears he will be killed if he goes with Ulysses to the siege of Troy. Deidamia, by whom
Achilles has a son, is the daughter of King Lycomedes of Scyros. She masquerades as a mad
woman to keep Achilles from debarking, fooling everybody but her father. Ultimately, Achilles
agrees to marry her to the vast celebration of the gods.
La Finta Pazza. Dramma per musica is considered to be the second French opera and the “first
French operatic hit” particularly because the striking effects of Torelli’s machine enchanted the
viewer through the use of “the stage decorations, the ingenuousness of the machines and the
admirable scene changes, until now unknown in France and which captivate the eyes of the mind..”
(Thomas p18.) A sonnet by Françes Maynard dedicated to Mazarin praises this “marvelous
theatrical transformation made possible by Torelli’s engineering (that transfixed the spectators).”
(Printed on P19 ibid).

While the story of Achilles in Scyros was known from the first century, the 1641 Italian production
was the first time that it had been turned into an opera. The story remained influential into the next
century when Pietro Metastasio created in 1736 his hugely popular opera Achille in Sciro, which
was set to music more than sixty times in the next hundred years.
*No illustrations were done for the 1641 libretto of the first production of La Fina Pazza, (Venice
Surian, 1641). It was printed in 12mo as were the two following reprints 1641, 1644. (see Sartori,
10495-10498).
The complete Paris 1645 libretto is rare with only two locations in North America: CSF and HHG.
AN# contains etchings which are possibly reprinted from a later edition; NYP has only the plates.
Ref: Bjurstrom, Per. Giacomo Torelli and baroque stage design, 1962. Torelli’s settings in Paris
(pp 134-143, catalog 25 illustrated p.139); Kirstein, Lincoln. Four Centuries of Ballet. Fifty
Masterworks 1984; Thomas, Downing A. Aesthetics of Opera in the Ancien Régime 1647-1785.
2002.
Provenance: Marilyn Horne (b. 1934) Opera mezzo soprano born Bradford, Pennsylvania.

$1,500.00

Part II
Twenty One Original Prints
18th Century

6.
(Unidentified artist). La Celebre Auretti.
Large engraving, printed on two sheets of laid paper;
12 x 18 3/8" plus wide margins. Untrimmed. Some
darkening to margins from mat and faint staining to
upper right margin. Slight soiling. Tape on top
margin, verso. A lovely impression.
Engraving from about 1750 after a lost painting by
Carlotta Amigoni with the face probably taken from a
medal of Joanna Auretti. The subject of the print is
either Anne or Janneton Auretti. One of three
engravings most likely based on Amigoni’s painting.
Anne and Janneton Auretti (probably sisters) were
important dancers in England in the mid-1740s-1750s.
Originally from Provence, they came to London where
Anne created a sensation. Many dances are named
after Anne, although some of them may have been
created by Janneton. As one source relates, “Both the
Aurettis were capable in the then-current school of
Mlle Camargo, but they appeared very often also in
character dances and in national dances of several
countries” (Highfill and Burnim, 176).
Our engraving, La Celebre Auretti, depicts Anne (or possibly Janneton) Auretti, full length to
slight left, head inclined to slight right, arms outstretched, index fingers and thumbs touching,
left leg extended to side. Wearing neckband, paniered décolleté ball gown, heeled shoes. An
outdoor setting, trees in background (“NYPL Digital Gallery”).
For full description: www.goldenlegend.com/pdfs/auretti_print.pdf
$3,000.00

7.(Anon). "Voltaire" (Francois-Marie Arouet; 1694-1778). “Le
heros de Ferney au theatre de Chatelaine--Ne pretens pas a trop,
tu ne seaurais qu'ecrire, Tes vers forcent mes pleurs, mais tes
gestes me font rire.” [Ferny, ca. 1772]. [Etching on paper]; 5 5/8
x 7 3/8" trimmed to platemark. Here Voltaire is pictured acting well
past his prime.
According to Ridgway, Voltaire's limitation was that he continued
to revere the old stage and style of acting. “He clung to the
outmoded tradition of rhythmical declamation,” and continued to be
involved, sometimes too deeply involved, with his productions at
Ferney. This etching may record one particularly embarrassing
occasion: "His appearance and costume were altogether to the most
preposterous it is possible to conceive. Only think of this tall gaunt
figure, with a sword of corresponding dimensions, constantly
getting between his legs. His coat was an era of Louis XIV with a tie wig to correspond, and the
whole surrounded by a huge pasteboard helmet, in the most absurd and ridiculous taste"
(Besterman).Refs.: Besterman, ed., Voltaire's Correspondence (1953), no. 10520; Jusserand,
Shakespeare en France sous l'ancien regime (1899); Ridgway, "Voltaire as an Actor,"
Eighteenth-Century Studies 1, no. 3 (Spring, 1968): 261-276.
$750.00

Boydell Shakespeare Engravings
Engraved after original paintings done for the Boydell Shakespeare Gallery, in celebration of
Shakespeare's centennial. During the period of the centennial and until 1805, these fine
engravings were published separately. In 1805 they were published in A Collection of Prints
Illustrating the Dramatic Works of Shakespeare. Ref.: Burwick and Pape, The Boydell
Shakespeare Gallery (1995).
8.
His Most Gracious Majesty King George the Third.
1804. Engraving on paper; 26 x 20" (plate mark, with margins).
After a painting by William Beechey; engraved by Benjamin
Smith. London: Boydell, December 1st, 1804. From an original
painting done for the Boydell Shakespeare Gallery, in
celebration of Shakespeare's centennial. Here George is
pictured with “resolute strength and dignity” (Burwick and
Pape).
In 1805 this engraving was published as the
frontispiece in Volume I of A Collection of Prints Illustrating
the Dramatic Works of Shakespeare (London: Boydell, 18021805), a collection of 100 history engravings from the plays
(Burwick and Pape, 206).
$500.00

9. Second Part of King Henry the Fourth. II. Iv. 1795. After
a painting by Johann Henirch Füssli (Henry Fuseli);
engraved by William Satchwell Leney. 26 x 20" (plate mark, with
margins), nicely framed in gilt (24 x 29 1/2"). Falstaff is pictured
as a self-indulgent voluptuary; his glass is filled as Doll Tearsheet
sits in his lap and Prince Hal and Poins look on from the doorway
at the Boar’s Head tavern.
$450.00

10.
King Henry the Sixth. Part II. III.3. 1792.
Engraving on paper; 26" x 20" (plate mark, with margins). After
a painting by Sir Joshua Reynolds; engraved by Caroline
Watson. In Reynold’s painting, the Cardinal’s grimace, his
hand clutching the bedding, were forever caught in a static
moment in this stunning stipple engraving by Caroline
Watson. Some minor soiling to margins and margin tears.
Ref: Burwick and Pape,
II.17.
$600.00

Racism in 18th Century England
11.
Othello. II.i. 1799. After a painting
by Thomas Stothard; engraved by Thomas
Ryder. Engraving on paper; 26" x 20" (plate
mark, with margins). Some minor soiling to
margins and small margin tears at bottom.
Desdemona and Othello are reunited in
Cyprus.
Othello
gazes intently
into
Desdemona’s eyes and she responds with
a look full of devotion. Othello was not
performed in London between 1787 and 1797,
“Perhaps others shared the discomfort of
Charles Lamb who . . . found the representation
of
a
‘black-amoor’
upon
the
stage
painful” (Burwick and Pape, II.46.)
$300.00

12.
Taming
of
the
Shrew. Introduction ii.
1792.
Engraving
on paper;
26
x
20" (platemark with margins, top
margin slightly trimmed). After a
painting
by
Robert
Smirke.
Engraved by Robert Thew. Sly
awakens amidst the finery of the lord’s
bedchamber and is waited on by
servants who call him “your honour”
and “your lordship” (Burwick and
Pape, 1.28).
$200.00

13.
Chéreau, François (1680-1729); Louis Pécour
(Louis-Guillaume
Pécour).
Pensionnaire
du
Roy,
Compositeur des Balets de l’Academie Royalle de
Musique, et Maitre a Danser de Made. la Duchesse de
Bourgogne. [A Paris: chez la v. de F. Chéreau (...) ruë St
Jacques aux deux pilliers d'or"](ca. 1710). After Robert
Levrac-Tournières (1667-1752). Engraving on paper; 11 x
15 1/8". Trimmed to platemark. Bottom publishing
information cutaway. Two closed 1" tears at right and at top
left margin. Old horizontal fold. A good copy with very little
soiling except at bottom margin.
Portrait of French dancer and choreographer Louis Pecour,
half-length behind parapet, turned to left, with right hand
resting on open book illustrated with his choreographic
notation. Louis-Guillaume Pécour (1653- 1729) is most well
known for his work with the Académie Royale de Musique.
He studied dance with Pierre Beauchamps.
$750.00

Two Engravings After Augstin de Saint-Aubin
14-1.
Duclos, Antoine-Jean (1742-1795) after Augustin de Saint-Aubin (1736-1807). Le
Bal Pare a monsieur de Villemorieu Fila. Paris, 1774. Third state (Bocher, no. 402) Engraving
and etching on laid paper. Watermarked. Sheet size: 17 1/2 x 12 3/4" with margins. Some
browning. At lower left: Dessiné par Aug. de St Aubin Graveur du Roy Dessinateur et graveur de
S. A. S. Mgr le Duc d'Orléans; Lower right: Par son tres humble et tres obeissant serviteur
Chereau fila.

With
14-2. ---. Le Concert.
Paris,(ca.
1774).
A
Madame la Comtesse de
Saint Brisson; Par son très
Humble
et
très
Obéissant / Serviteur
Duclos. At left margin
lower: Dessiné par Aug.
De St. Aubin; at right
margin lower: Gravé par
A.J. Duclos. Third state
(Bocher, no. 403). The
companion print of Le Bal
paré. Engraving and
etching on laid paper.
Watermark. Plate mark. 17
x 12 1/4", with margins.
Some browning.

These two prints were published as a pair. Comments from Affiches, Annonces et Avis divers (14
décembre 1774): "There appear two new prints in the most pleasant genres, engraved after the
drawings of M. de Saint-Aubin, by M. Duclos, and making companions. They are also worthy of
decorating the most elegant Boudoirs and the Portfolios of the curious. One is titled: "Le Bal
paré"; the other, "Le Concert". . . [these can be had] in Paris, at Sr Chereau fils . . . Price, 4
deliveries 10 s. each. Also: "There are certain prints like certain people, who seduce in spite of
their faults" (Courboin, 119). Ref.: Bocher, Les gravures françaises du XVIIIe siècle (1879);
Courboin, Histoire illustrée de la gravure en France (1929).
For the two: $1,450.00

15.
Duclose, Marie-Annede Chateauneuf
(1668-1748). Duclose in the Role of Ariane,
1714. 1714. Engraving on Paper. Engraved by
Louis Desplaces (1632-1739); after a painting
by Nicolas de Largilliere (ca. 1656-1746)
(Benizet III, 217). Large folio (20 x 15"), with
good margins. A fine impression with rich
contrasts in shading, and excellent detail
indicating this is an early impression before the
engraving plate had been worn. Nicely framed
Duclose, a French actress, was accepted by the
Comedie Francaise in 1693, where she acted in
tragic roles, later replacing Mlle Champmesle
and sharing feminine leads with Mlle
Desmares. Her strength lay in declamation, and
she was admired in the roles of Moliere. Her
great talent was eclipsed by her volatile temper
and by the changing styles of acting best
exemplified by that of Adrienne Lecouvrer, her
young rival. Duclos in the role of Ariane is
one of the grand portraits of the French
baroque theatre and one of the treasures of Le
Musee de la Comedie Francaise (Dacier, 20).
$1,500.00
16. Fokke, Simon (1712-1784). Het
Treurspel Demophontes, vertoond op
den Amsterdamschn Schouwburg voor
hunne Doorluchtige en Koningklyke
Hoogheden, den Ersten Juny 1768. S.
Fokke, ad viv.del et fecit; J.Smit,
Excuditt. (Amsterdam): Met Priviegie van
de wel Ed: Groot Achtb: Heeren
Burgemeesteren (1768). Original
engraving on laid paper (plate size: 16 x
12"; sheet size: 22 1/2" x 14 1/4").
Vertical fold, 1” crack at bottom margin,
stains on verso. Well inked with strong
contrasts. A depiction of the 4th scene of
the 3rd act of Metastasio's tragedy
Demofoonte. The Amsterdamschn Schouwburg was the most important Dutch theatre in the 18th
century for the importation of European drama.
$500.00

17.
Haid, J. Godfried. The Musician (motto). A CUSPIDE
CORONA/ Amaroso Pinxt/ J. Godfrid Haid. Engraved From the
Original Picture painted by Amoroso, in the Collection of the
Right Honble Lord Middleton. Towhom this Plate is moft
Humbly Dedicated, by his Lordship': moft Obliged & most
Obedt Servant.J. Boydell. Size of the Picture 2 F10 I by 3 F4 I in
height. Publifhed by J.Boydell Engraver in Cheapfide London
1764.
Mezzotint on laid paper. Large folio; 16 1/2 x 21 5/16th" (Sheet
size); 14" x 18 1/4" (Subject size); 14 x 20 1/2" (Plate size
including imprint). Folding creases at plate mark with crease at
bottom at 181/4" above imprint. Plate marks show folds, as does
the top line of imprint (Amoroso Pinxt / J.Godfrie Haid Fecit).
Some soiling and one closed tear in right margin 1". Subject is
fine. Imprint with slight soiling.
A very fine mezzotint of an Italian or a Spaniard subject playing a lute or Tiorba (Theorbo),
based on a "tableau" by Antonio Mercurio Amorosi in the collection of Lord Middleton
(Chaloner Smith) Antonio Amorosi (1660-1738) was an Italian painter of the late-Baroque,
active in Ascoli Piceno. In 1668, he moved to Rome where he was trained by Giuseppe Ghezzi.
Amorosi painted genre scenes especially those picturing rustics or itinerants. Engraved by
Johann-Gottfried Haid (1710- 1776), designer and engraver, was a student of his brother Johann
Lorenz Haid. He worked in England and Austria.
Refs.: Boydell, An alphabetical catalogue of plates, engraved by the most esteemed artists, after
the finest pictures and drawings of the Italian, Flemish ... and other schools, which compose the
stock of John and Josiah Boydell, volume 2, (1803); Chaloner Smith, no. 4. Later states are
smaller or have scratched publisher's name or have subject size of 14 x 18" [as opposed to 14 x
18 1/4" as ours].
$1,000.00
18. Hogarth, William (1697-1764). Analysis of
Beauty, Plate 2. Signature in plate: "Designed,
Engraved, and Publish'd by Wm. Hogarth,
March 5th 1753, according to Act of
Parliament". Engraving; third state of three in
which the figure of the man seated in the chair,
between the gentleman and lady at the head of
the dance, is present. Dimensions: image size
(15 1/4 x 20 1/4") On heavy laid paper, no
folds, so probably issued separately from book.
Spotting to margins from mat, plate almost free
from defects, very slight browning.

"The scene is a large room or hall lighted from above by a chandelier, and from the side by
candles placed in sconces against the wall. A balcony appears raised above the floor on our
extreme left of the design, in this are two musicians, a violinist and a player on a serpent, the
former is a lean, weak-looking man, who seems worn out by fatigue and about to fall asleep,
with his instrument under his chin; his companion, a little, jovial looking man, suffers from heat,
and has pushed back his wig; he laughs at something in the room” (Dobson and Armstrong, no.
3226).
One of two prints issued with Hogarth's book The Analysis of Beauty (1753). This a ballroom
scene with dancers ranging from elegant to ungainly; in the lower left corner is a pile of tricorne
hats; forming a border around the main image are 41 compartments with diagrams relating to the
text; the image is numbered throughout.
Ref.: Dobson, William Hogarth With an introduction on Hogarth s workmanship by Sir Walter
Armstrong (1902).
$850.00
19. Lancret, Nicolas (1690-1743). Marie Sallé. Se
vende a Paris chez l'auteur d'entre du quai de la
Féraille ala croix de Perles et chez Sr. De
Laramessin rüe de Platre a la 4e porte cochena
adroit par la rüe St. Jacques et ches la Ve de F.
Chereau rüe St. Jacques au deux pilliers d'or a Veu
Privilege du Roy. 1732. [Engraving]. Bocher, no.
71.

Engraved by Nicolas de L'Armessin (1684-1753). 22 x 17", with thread margins, trimmed to
platemark bottom margin. A few scuffs, slight browning. (Framed: 25 3/4 x 29 1/4"). Sallé to
front, feet in fourth position, arms à la seconde, elaborate ankle-length gown. Background left,
trio of women dancing. Background right, four boys playing woodwind instruments in front of
the Temple of Diana, heavy foliage.
Marie Sallé, one of the most prominent dancers of her time, was a daughter of a tumbler. She
became a student of Françoise Prevost at the Academie Royale in Paris. In 1725, the English
theatre manager John Rich took her to London where she appeared to great popularity. In fact,
Sallé’s greatest success was in London because of the stagnant rules of classical ballet at the
Paris Opera that prevented innovation. “The particular beauty of Sallé’s dancing lay in
extraordinary grace, expressive gesture and vivid pantomime” (Moore, 30).
Full notes at the following link: http://www.goldenlegend.com/pdfs/salle.pdf.
$3,000.00

20.
Laroon, Marcellus the younger. Upon Granny in her
supposed Grandure. (London, ca. 1770). Printed for Carington.
Bowles Map & Printseller in St’Pauls Church yrd_London.
Etching on laid paper, with fleur de lys watermark. Size: 7 1/2 x
11 1/8" with thread margin. Bottom margin trimmed. Slight
soiling.
A raggedly dressed, cross-eyed old woman stands in front of St.
James's Palace. Eight lines of verse above the image describe her
“supposed grandure”; another eights line below describe her
“native poverty.” The verses suggest she was once a fine lady;
now, she is a deformed street beggar.

James Caufield, in Portraits, Memoirs, and Characters, of Remarkable Persons (1818),
discusses this print: This miserable, wretched, drunken object, who was blind of one eye, used to
annoy the passengers in the streets of London, while sober, with licking her blind eye with her
tongue, which was of a most enormous length, and thickness; indeed, it was of such a prodigious
size, that her mouth could not contain it, and she could never close her lips, or to use a common
expression, keep her tongue within her teeth. This wonderful feat of washing her eye with her
tongue, was exhibited with a view of obtaining money from such as crowded around her, and no
sooner had she obtained sufficient means, but she hastened to the first convenient liquor-shop, to
indulge her propensity in copious libations, and when properly inspired, would rush into the
streets, with all the gestures of a frantic maniac, and roll and dance about, until she became a
little sobered, which was sometimes accelerated by the salutary application of a pail of water,
gratuitously bestowed upon her, by persons whose door-way she had taken possession of, as
shelter from the persecuting tormentings of boys and girls who generally followed her. It should
seem, from the [verses within the print] this woman had been used, in early days, to scenes of
gaiety and splendour. (108-110)
Refs.: Catalogue of engraved British portraits preserved in the Department of prints and
drawings in the British museum, v. 2, 369: Laroon, Marcellus, 1653-1702, artist. A note on the
website suggests that the subject represents Abigail Masham (d. 1734), once Queen Anne’s
favorite. See BM (1887, 1216.3). While Lady Masham certainly had scars to show from her rise
from obscurity to Court, the actual subject, if there was one, will never be known.
Caufield, Portraits, Memoirs, and Characters, of Remarkable Persons,: From the Revolution in
1688 to the End of the Reign of George II. Collected from the Most Authentic Accounts Extant
(1819), volumes 1-2. Caulfield mentions, “There are three prints of old Granny, one in 4to.
mezzotinto, and two whole length engravings, the best of which is that with the first eight lines
of verses engraved in the background of the print.”
$1,000.00

From Le Monument du Costume
21.
Le Jeune Moreau. La Course des Chevaux.
Paris: Prault, 1783. Original engraving from Third
suite d'Estampes pour servir a l'histoire des Modes
et du Costume en France, dans le dix-huitième
siecle (Le Monument du Costume) (1783). Artists:
Sigmund Freudenberg and Jean Michel Moreau le
Jeune. Engraving on laid paper (12 3/4 x 16"). With
large margins, slight chipping. Very lightly
browned, slight. A very good impression.
Le Monument du Costume is a series of fine
engravings which was created to record the glory of
the late 18th-century French nobility by depicting
the polished manners, clothes and lavish
surroundings of the Bourbon court. The original
printings consisted of three series with a total of 36
engravings. The prints are rich with details of
elegant couture. Refs.: Cohen and Ricci, Guide de
l’Amateur de livres a gravures du XVIIIe siècle
(1912), 353-354; Ray, ed., The art of the French
Illustrated book 1700-1914 (1986), 87.
$750.00
22.
Moreau le Jeune. Les Petits Parains.
Original engraving from Le Monument du costume
(Paris: Prault, 1774-83; J. M. Moreau, H. Guttenberg
sc. 1783). Bocher, no. 1353. Sheet: 10 11/16 x 8
7/16”. Original engraving on laid paper, nicely
framed.
Engraver: Jean-Charles Baquoy (1721-1777); after
Jean Michel Moreau the Younger (1741-1814). “The
little godparents” is one of the most popular of all
the engravings from the Seconde Suite d'Estampes
pour servir a l'histoire des Modes et du Costume en
France, dans le dix-huitieme siecle (1776-1777).
Refs.: Cohen and Ricci, Guide de l’Amateur de
livres a gravures du XVIIIe siècle (1912), 353-354;
Ray, ed., The art of the French Illustrated book
1700-1914 (1986), 87.
$850.00

23.
Nilson, Johann Esaias. Catharina Helena Stöber.
Augsburg, (ca. 1775) (Schuster, 374). Etching with engraved text
on laid paper; 9 x 6 1/2”). A fine impression.
This is a rare souvenir portrait of Catharina Helena (1721-1788) a
little person who was only two foot four inches (ca. 70 cm) in
height. Catharina Helena was known for her perfect proportions
and for her elegant dress (as pictured here). Catharina Helena was
exhibited, by her parents, in fairs all over Germany from her
teens well into middle age. Her father Johann Stöber managed the
exhibition. Her exhibition is said to have been very popular and
to have made a great deal of money (Katritzky, 119). The artist
Johann Esaias Nilson was an important portrait artist, miniaturist
and engraver and editor from Augsburg. He was trained under
Johann Thomas Kraus (1696-1775) in the fundamentals of
architecture.
There are at least three other portraits of Catharina Helena held at the Herzog August Bibliothek
Wolfenbütel, one of them by Nilson (a variation of our picturing the subject without her hat), all
of them extremely rare. Ref: Katritzky, Women, medicine and theatre, 1500-1750: literary
mountebanks and performing quacks (2007). Provenance: Princes of Oettingen-Wallerstein,
Maihingen and Harburg (not stamped; cf. Lugt 2715a); C.G. Boerner, Ltd.
Full description: http://www.goldenlegend.com/pdfs/Stober.pdf.
$3,500.00
24. Paterre, J.B. La Danse. Paris: chez sur que graveur du Roy,
1739. Engraving by Pierre Filloeul (1696–after 1754); after a
painting by J. B. Paterre (1695-1736). On laid paper with eight
lines of poetry in French, publisher's logo at bottom. (19 3/4 x 15
1/2"). Large margins. Slightly soiled, two minor marginal tears,
minor tape remains verso. Very good copy.
La Danse is created in the lyrically charming and graceful
Rococo style, perhaps indebted to Watteau. The scene pictures
eight figures in a clearing with a cupid upper right (seemingly not
a statue) looking down on the scene. At left a boy plays a pipe
while a couple center left dances. She holds his hand while he
extends his left arm holding a castanet. To the right, one couple
embraces while one couple reclines watching the dancers. A lone
woman, perhaps a sympathetic chaperon, stands above the two couple with shawl extended. Le
Danse is from the suite Les Plaisirs de la Jeunesse (Paris: Filloeul 1739). Four engravings
illustrating four amusements of youth including blind-man's buff, flirting, conversation, dancing.
Provenance: H. Baron de Triquet (1802-1874), with his stamp next to title. Lugt, no. 1304.
$750.00

25.
St. Aubin, Augustine de.
Ballet dansé au Théatre de
l'Opera, dans le Carnaval du
Parnasse. Acte Ier. Dedié, è
Monseigneur, le Duc de la
Valiere; Pai r et Grand
Fauconnier de Fran ce,
Chevalier des Ordres du Roi,
Brigadier de ses Armées,
Gouverneur et Grand Senechal
de la Province de Bourbonnois
et Capitaoine des Chasses de la
Capitainerie Royale de la
Varenne du Louvre, Par son très
humble et très obéissant
serviteur, Basan. G. De St.
Aubin Pinxit; F. Basan Sc.

A Paris: Basan, Graveur, rue St. Jacques, (ca. 1760). Etching and engraving, platemark 14 5/8 x
12 3/8", with margins. On laid paper with watermark (unreadable). On verso, tape tipped to
upper corners; small 1/2” closed tear at bottom right margin and mid right margin.
The etching illustrates a scene from the first act of Carnaval de Parnasse: ballet héroïque en 3
actes et un prologue (premiere 1749). Composer: Jean-Joseph Cassanéa de Mondonville (17111772); librettist: Louis Fuzelier (1674-1752). On the left on a hill in the distance, Pegasus rears
on his hind legs; in the center in a forest settings are four couples dancing in costumes. To the
right is a figure in theatrical costume with a puppet in his right hand, pointing, with his left to the
dancers; a group of women behind are watching the dancers. In the lower left a woman is seated
with a man who is paying more attention to her than to the dancers. An audience is seated in the
rear of the image.
$1,450.00

26.
Smit. [Complete Series of 12 Engravings of Sets from the Amsterdam Schouwburg
plus two related plates]. Amsterdam: Smit, [1760s]. Muller 426.Folio (12 1/2 x 20”).
Contemporary red, half morocco and marbled boards (scuffed). Endpapers with Jean Villedary
I.V. watermark (2). Fourteen double-page, folded plates, each uncut and mounted on a separate
stub (plate size: 22 x 18”). Fine condition, very occasional light foxing.

The first Schouwburg theatre (1637) began a
tradition of publishing series of illustrations
about itself (Gascoigne, World, 185). In 1664,
the original structure was demolished and a new
one built on the same site, constructed “in the
Italian style as used in Venice” (188). The
second Schouwburg burned down in 1772, with
some loss of life and a renewed call by the
Puritans to ban theatres altogether.

Of the several attempts to commemorate the
second Schouwburg, the Smit series of twelve
engravings is the most important because of its
accuracy.

Gascoigne says the Smit engravings are
“the most famous of all Schouwburg
illustrations, the magnificent series of
thirteen etchings of the theatre’s scene
published by J. Smit between 1738 and
1772….[These provide] details from which
one could recreate each Schouwburg setting
precisely in terms of its separate wings,
borders and backcloths….And this was
accuracy beyond the call of
necessity….Smit presents twelve of the
Schouwburg scenes in their entirety exactly
as they were first created, each one a
complete and unified setting in itself”
(Gascoigne, Shuffling, 98)

Full description with more images: http://www.goldenlegend.com/pdfs/smit.pdf.
$6,500.00
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