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Raphael’s Hours
By James Brust

The Italian artist Raffaello Sanzio da Urbino (1483-1520), known
as Raphael, is considered one of the masters of the High Renaissance
along with Michelangelo and Leonardo da Vinci. Many of his
greatest works of art still exist, but this article is about a series of
twelve that do not. Usually referred to as Raphael’s Hours, or Hours of
the Day and Night, tradition has it that they were originally a series of
frescoes done in the Vatican by Raphael himself or after his designs,
later covered over by stucco decorations in the early 19th century.
They are now known to us only by prints and reproductive carte de
visite photographs made from those prints.
The twelve images represent the first six phases of the day and
night respectively. Each has an allegorical figure of a beautiful
woman, draped in a gown and holding an object or animal, floating
gracefully across a dark background. A narrow strip along the
bottom of each plate shows various animals with symbolic meaning,
also against a dark background.
There is an element of mystery surrounding these images. Prints
were made after Raphael’s work during his lifetime, but it does
not appear that any from that era depicting the Hours are known to
exist. A set of gouaches and another of engravings, both ultra-rare,
appeared at the very start of the 19th century. A set of copper plate
engravings done in France beginning ca. 1805 were the earliest set
to achieve wide circulation. The Hours became popular during the
19th century, and other prints of these images were made, always
attributed to Raphael. There is a school of thought, however, that
these pictures were not done by Raphael in the 16th century, but by
someone imitating his style in the late 18th or early 19th century.1
None the less, in popular visual culture they are considered to be the
work of Raphael.
(text continued on page 14; images on pages 2-13)
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2020 Annual Meeting,
Brown Hotel,
Louisville, KY
The 45th annual meeting of AHPCS
will be held in Louisville, Kentucky
from Wednesday May 20th through
Saturday May 23rd. Our hotel
will be the Brown Hotel (www.
brownhotel.com). The meeting is
being organized by Warren Payne.
The formal program and registration
form will be available in the Winter
News Letter and will be posted on
the AHPCS Website. Save the date!

Figure 1: Raphael, carte de visite photograph
of a self-portrait originally done by the
artist, likely photographed from a print. The
signature below the image was added in
real ink by the maker of the CDV or a later
owner. Back marked “Philada. Photographic
Co., 730 Chestnut St., Philadelphia” which
may have photographed the CDV or simply
distributed it.

NOTES ON THE ILLUSTRATIONS for “Raphael’s Hours”: The dimensions of each engraving in Figures 2 through 10
are the same: sheet size 25 by 18 inches, plate block 19 ¾ by 14 ¼ inches, image 15 ¼ by 10 ¾ inches. Other than the attribution to Raphael beneath the lower left corner, I have attempted to list all wording on each print verbatim, even in those
instances in which I was unsure of the meaning of a given term or phrase. The CDVs in Figures 1, 12, and 13 are albumen
silver carte de visite photographs mounted on 4 x 2 ½ inch cards. All items illustrated are in my collection.

Figure 2: Ora Prima di Giorno (First Hour of the Day), engraved by [Jean Baptiste] Fosseyeux (“An 12”) after
Raphael. Printed by Alexandre Richomme. Also marked “Beauble fils, Scrip.” and “Depose a la Bibliotheque.”
2

Figure 3: Ora Terza di Giorno (Third Hour of the Day), engraved by [Louis] Croutelle (“An 12”) after Raphael.
Also marked “Beauble Fils fer.”
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Figure 4: Ora Quarta di Giorno (Fourth Hour of the Day), engraved by [Nicolas] Lavallee, after Raphael.
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Figure 5: Ora Quinta di Giorno (Fifth Hour of the Day), engraved by L[ouis] F[rancois] Mariage, after Raphael.
Printed by Damour.
5

Figure 6: Ora Sesta di Giorno (Sixth Hour of the Day), engraved by L.F. Mariage, after Raphael. Printed by Damour.
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Figure 7: Ora Prima di Notte (First Hour of the Night), engraved by Bourgois (“ancient Pensionnaire de la
Ville d’Amiens”). Printed by Damour. Also marked “Termine par N. Tomas.”
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Figure 8: Ora Terza di Notte (Third Hour of the Night), engraved by [Francois] Hubert
(“Membre de la Legion d’Honneur”).
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Figure 9: Ora Quarta di Notte (Fourth Hour of the Night), engraved by Dequevauvillier,
fils., after Raphael. Printed by Damour.
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Figure 10: Ora Quinta di Notte (Fifth Hour of the Night), engraved by L. Croutelle, 1806, after Raphael.
10

Figure 11: Key to Raphael’s Hours, broadside sheet, 8 ¾ by 5 ½ inches, that accompanied a set of twelve
reproductive CDVs of Raphael’s Hours. Both the key and the CDVs in that set are anonymous.
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Figure 12: Reproductive CDVs of Raphael’s Hours of the Day, hand tinted, some with manuscript notations on the mount below the
image. One is back marked “Photographie Artistique, des Freres Amodio, Naples and Milan.” Top row l. to r. the First, Second,
and Third Hour of the Day; bottom row l. to r. the Fourth, Fifth and Sixth Hour of the Day.
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Figure 13: CDVs of Raphael’s Hours of the Night from the same set as those in Figure 12. Top row l. to r. the First, Second, and Third
Hour of the Night; bottom row l. to r. the Fourth, Fifth and Sixth Hour of the Night.
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(continued from page 1)
None of the 19th century prints of Raphael’s Hours seem
common today, at least in the United States, but I recently had
the good fortune to acquire nine of the twelve plates of the
French engravings of the Hours made in the first two decades
of the 19th century. They were done by multiple engravers, and
even different printers, and are illustrated in Figures 2-10.
But perhaps a better verification of the popularity of these
images in the 19th century is their reproduction on carte de visite
(CDV) photographs.2 I have acquired three full sets of twelve,
and it is not uncommon for CDVs of these images to appear on
the market individually or in smaller groupings. While none of
my three sets can be shown to have been produced in the United
States, there is no doubt similar CDVs were distributed in this
country. Offered in a sizeable 1862 catalog of non-personal cartes
de visite issued by the large New York photographic firm of
E. & H.T. Anthony, under the heading “Copies of Engravings,
Paintings &C,” was an entry for “12 Hours, by Raphael.”3 The
second of my three CDV sets came with a “Key to Raphael’s
Hours” which is shown in Figure 11. It is anonymous but
written in English. Not only is it quite useful in understanding
the symbolism in the Hours, it is further evidence that CDVs
of these images circulated in English speaking countries. The
set I purchased most recently, shown in Figures 12 and 13, is
beautifully hand colored. Only one card of the twelve has any
identification, a back mark that reads “Photographie Artistique,
des Freres Amodio” with addresses in Naples and Milan. Likely
these cartes were not produced in the United States but may
have circulated here. I acquired them from an American dealer.
I am not very familiar with engravings of this style and period
but find them both fascinating and strikingly beautiful. On the
other hand, I’ve extensively studied 19th century carte de visite
photographic copies of prints and other artwork and find this
hand tinted set to be extraordinary. All are presented here for
the interest and enjoyment of our readers, and in hopes that
they will spark discussion and lead to a greater knowledge and
understanding of these images.

Are you interested
in a fellowship?
In addition to the named
AHPCS Fellow at the American
Antiquarian Society (see interview,
page 15), there are also other
fellowship opportunities offered by
member institutions and nonprofit
organizations in addition to collector
societies with similar interests.
These fellowships have deadlines
looming in the next few months. We
have pulled together a sampling to
consider applying for with fields
relative to historic American prints.
This includes the Philip Jones
Fellowship through the Ephemera
Society of America (deadline
December 1, 2019) more information:
www.ephemerasociety.org/thejones-fellowship the William L.
Clements Library at the University
of Michigan research fellowships
(deadline January 15, 2020) more
information: https://clements.umich.
edu/research/fellowships or email
clements-fellowships@umich.edu
or American Antiquarian Society
fellowships (deadline January 15,
2020) more information: www.
americanantiquarian.org/fellowships,
to name a few. If there are other
fellowships you would like to connect
with AHPCS members, please email
the editor.

Endnotes:

1. Giangiacomo Gandolfi, The Strange Case of Raphael’s Planetary
Hours: Revealing a Neoclassical Forgery, Ninth Inspiration of
Astronomical Phaenomena Conference, Gresham College,
London, August 24-27, 2015. www.academia.edu/38210667/THE_
STRANGE_CASE_OF_RAPHAEL_s_PLANETARY_HOURS_
REVEALING_A_NEOCLASSICAL_FORGERY
This source provides a review of the early 19th century prints of
these images (p. 2), but the author’s overall thesis is that they are
not by Raphael, but rather someone imitating his style in the late
18th or early 19th century.
2. For use of reproductive CDVs as indicators of image
popularity, see James S. Brust, “Nineteenth-Century Historical
and Popular Prints Reproduced on Vintage Carte de Visite
Photographs,” Imprint, 44 (Spring 2019), 26-30
3. Catalogue of Card Photographs (New York: Published and Sold
by E. and H.T. Anthony, 501 Broadway, Nov., 1862), 12 (Reprint
by Edward J. Cohen, n.d.)
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Above: Representative women, lithograph by
L. Schamer. Boston, L. Prang & Co., 1870.

Interview with the AHPCS Fellow - Mark Kelley
The 2019 AHPCS Fellow, Mark Kelley, is Assistant Professor of English at Florida
International University in Miama, Florida. We had a chance to sit down with him
this August and discuss his research project, “Sentimental Seamen: Feeling Bodies in
an American Age of Sail.”
Where did you study?
I received my PhD in Literature at the University of California-San Diego.
Could you describe your project for AHPCS members?
I am doing a long look at two things: oceans and feelings, and how they
were represented visually on land. To that end, I am looking specifically
at sailors’ emotional lives and literary cultures from ca. 1790 through 1870.
I’ve enjoyed looking at how their experiences at sea interact with elements
of visual culture. I recently was told about Jack H.T. Chang and James S.
Brust’s, “Ladies Fashion Plates and Other Illustrations Used for Scrimshaw”
published in Imprint in 2011. This material is perfect for my project! What
I am trying to show is how sailors at sea have a rich narrative life that also
has other formats. Part one of my project looks at how sailors are seen in
Richard Henry Dana, Jr.’s Two Years Before the Mast. Part two is how sailors
are represented by everyone else. A good example of this is in the broadside
ballads collection (bottom, right: hand-colored intaglio print “The Sailors departure from his true love Susan,”
printed in London, ca. 1790). These types of broadsides take the position of the sailor. Up to this point, much of
the scholarship revolves around the departure and the return, which is interesting. However, I am interested
in what happens in the middle—while they are at sea. The centerpiece of the project is that guiding emotion of
the sailors cannot just be homesickness. I want to understand what was necessary for them to do their jobs.
What are some sources you are looking at?
I’m looking at how any of these interactions are captured, some through visual culture, but others through
memoirs, periodical columns or any other way print culture sells
the authentic feelings of a sailor. I am looking at lithographs of
sailors and fashion prints, sheet music and books. Sailors have been
used to actually sell things—including soap!
Where has your project taken you so far?
This fall I’m headed back to teaching in Miami, but most recently
I’ve been to Mysitic Seaport, the John Carter Brown Library, the
University of Virginia, and the Peabody Essex Museum.
Do you collect prints?
I have started collecting Civil War Envelopes of the nineteenthcentury. I’ve found them to be a great teaching tool for classroom
use. I came to print culture through material. My first article was on
card game adaptations of Uncle Tom’s Cabin. I really enjoy ways to
have students interact with the past - and if that means getting their
hands on it, I’m happy to find things for them to explore.
What are some of your preferred ways to search for materials?
I really love online catalogs, they reveal so much about a collection.
I also have found materials by starting with a manuscript and then
looking for a print representation that matches. I’ve found myself
analyzing full issues of magazines and noting changes. In particular
I’m interested in how prints and print culture circulate in fun and
unexpected ways.
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Fanny Palmer Continues to Draw Attention
By Sarah Weatherwax

Nineteenth-century American artist Fanny Palmer (1812-1876)
continues to receive her long-overdue recognition. The exhibition
Fanny Palmer: The Artist Behind Currier & Ives’ Greatest Prints, inspired
by and dedicated to Charlotte Streifer Rubinstein and the others who
contributed to the AHPCS’s book Fanny Palmer: The Life and Works
of a Currier & Ives Artist (Syracuse University Press, 2018), opened
at the D’Amour Museum of Fine Arts in Springfield, Massachusetts
in August 2019. In 2004 the D’Amour Museum acquired the nearly
800 item Currier & Ives print collection of Lenore B. and Sidney
A. Alpert, and has used this collection as the basis for a series of
Currier & Ives exhibitions. This exhibition is part of the D’Amour
Museum’s participation in “Women@Work,” a collection of programs,
exhibitions, and gatherings in Springfield that celebrate the power
Hand-colored lithograph, American Forest
of women in various fields, including the arts. The Fanny Palmer
Game, Currier & Ives after Palmer. Courtesy
of the D’Amour Museum of Fine Arts.
exhibition runs through February 23, 2020.

Regional Meeting Recap
Fogg Museum at Harvard University, Cambridge, Mass.
On Monday September 9 we were given a wonderful curator-led tour
of the Fogg Museum’s new exhibit on American artist and illustrator
Winslow Homer. Elizabeth M. Rudy, the Carl A. Weyerhaeuser
Associate Curator of Prints discussed how “Eyewitness” examines the
role that Homer’s Civil War illustrations for Harper’s Weekly played
in shaping the content of his later oil paintings and watercolors. On
display were wood engravings, lithographs, original sketches, oil
paintings, and photographs. We also enjoyed a close look at selected
graphic arts materials and watercolors in the beautiful Harvard
Art Museum Study Center. A breathtaking display! Featured were
etchings by Edward Hopper, Joseph Pennell, Isabelle Bishop, and
John Sloan plus additional watercolors by Homer and Hopper.

Exhibitions of note to members:
“Beyond Midnight: Paul Revere” at the New-York Historical Society. September 6 through January 12, 2020.
“Notes from the Musick Collection” from August 3, 2019 through February 9, 2020 on view at the Colorado
Springs Fine Arts Center at Colorado College.
“Homer at the Beach: A Marine Painter’s Journey, 1869–1880” August 3 through December 1, 2019, the Cape
Ann Museum in Gloucester, MA.
“War, Maps, Mystery: Dutch Mapmaker Bernard Romans and the American Revolution” October 25, 2019
through May 2, 2020 at the Connecticut Historical Society.

apply for a shadwell conservation grant!

We encourage accredited, non-profit institutions with significant print collections to apply for conservation
grants for the preservation of American historical prints. An American historical print is defined as an
American print over 100-years-old. Applicants must be members of the AHPCS. This program is made
possible through bequest funds from Wendy Shadwell, past president of the AHPCS. For more information
and applications, as well as for information on joining AHPCS, please refer to the AHPCS website: www.
ahpcs.org or contact Roger Genser, Chairperson, Shadwell Print Conservation Subcommittee, PO Box 5133,
Santa Monica, CA 90409 (or email genserprints@verizon.net).
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Great Moments in AHPCS History
By James Brust

When I became hooked on Currier & Ives prints, I quickly
realized that living in Los Angeles put me out of the mainstream
of C&I collecting. The bulk of the action was in the East. Joining
AHPCS and attending annual meetings helped greatly—I met
other collectors and the most important dealers, whose shops I
would visit whenever I traveled. But major auctions never took
place in southern California—except once.
Estelle Doheny, the well-financed wife and later widow of
oil millionaire Edward Doheny, became a very sophisticated
collector. Though known mainly for her fabulous early books
and manuscripts, including a Gutenberg Bible, she did not limit
Figure 1
herself to such items, and in fact acquired quality things of less
spectacular cost, including Currier & Ives lithographs. Everything was sold in a series of six auctions, starting
with three in New York. The first, on November 22, 1987,
featured her Gutenberg Bible as lot #1. It sold for 5.4 million
dollars. Two more rare book sales followed, all marked by
stunning prices.
In February, 1988, the scene shifted to St. John’s Seminary
in Camarillo, California, 55 miles north of LA, where all of the
Doheny collections had been housed before their dispersal.
On Wednesday morning, February 3, 1988, 137 lots of Currier
& Ives went up for sale, many important large folios. For the
first time before or since, major collectors and dealers from all
around the country poured into southern California to buy
Currier & Ives. For us, this group of prints, many in excellent
Figure 2
condition, was more important than the Gutenberg Bible, and the
California locals like myself swelled with pride that such a significant event was happening in our back yard.
We hung together through the preview and a number of us went to dinner together on the night before the
sale. Then we went in to do battle the next morning. Prices were high and the competition often intense. A lot
of people ended up frustrated and disgruntled as prints they had their hearts set on flew beyond their reach.
Yet when I recently came across these photos, then scanned and sent them to many of the people pictured,
every single one wrote back that the Doheny sale was a wonderful memory. And it is, proving once again that
in the world of AHPCS, it is the people that are most important thing, even more so than the prints.
Illustrations: I apologize for the poor quality of these snapshots; in the
pre-digital age this was often all we had. I also regret that I can no longer
remember who took them.

Figure 1: Prints on display at the preview. Along the back wall,
Across The Continent in the upper left of the photo brought $18,700.
Autumn in New England, Cider Making, at the bottom of the third
row from the left, sold for $17,600.
Figure 2: A group of us at dinner the night before the auction. Ken
Newman is at the head of the table, and as I recall, he generously
picked up the bill. To Ken’s right along the near side of the table are
Roger Genser, Rich Holmer, then Gregg Walla peeking out from
behind Rich’s head. Immediately past him, I believe are John and
Barbara Rudisill. On the far side of the table to Ken’s left are Bernie
Potter, myself, a woman who looks familiar but I can’t recall her
name, then Laurie and George Brown.
Figure 3: A picture of me at the preview, holding The Star of the
Road, while Rush Taggert looked on. I was outbid for it at the sale,
but later obtained it in a trade. It has hung in my living room ever
since.
Figure 3
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Civil War Popular Print Album
by Chris Lane

A considerable amount has been
written about different ways in which
popular prints were sold in the
nineteenth-century: in retail shops
run by the print publishers, by frame
and “picture” dealers, by itinerant
street sellers, by agents who traveled
around the country, and directly
to buyers through the mail. One
interesting form of selling these prints
has previously only been speculated
about, but has recently received
confirmation, that of selling the prints
to the public in a bound portfolio or
album.
In my article about Ehrgott &
Forbriger’s Civil War portraits (“The
Curious Case of the Hydra-Headed Stones,” in Art
as Image. Prints and Promotion in
Cincinnati Ohio, Ohio University
Press), I noted that well over half
of the known examples of these
prints had been found bound
into portfolios, with about half
of the others having indications
that they too had originally
been bound together. The four
albums known at the time the
article was written (2001) shared
common characteristics which
seemed to indicate that there
was a single agent responsible
for the creation of these bound
collections, rather than each
album being the product of an
individual collector’s actions.
Since that time, five other
bound portfolios of Ehrgott &
Forbriger Civil War portraits
have been found, all sharing the
same basic characteristics as the
initial four. These characteristics
are that for each portfolio
• There were approximately 40 prints
• They were bound in plain covers with a simple
black spine (Figure 1)
• There was no title page, number to the pages,
nor text
• Most began with two Currier & Ives prints, the
first facing the second:
– “The Star Spangled Banner”
– “Go. Washington”

Figure 1

Figure 2
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• These were followed by a number
of political portraits of Lincoln and
his cabinet members, as well as some
mid-west state governors (Figure 2)
• Then followed a Gibson & Co.
portrait of General Winfield Scott
• Then followed a number of portraits
of U.S. Army offices
• And finally the portfolio finished
with a number of portraits of U.S.
Navy officers.
I have found no record of these
portfolios being advertised in period
newspapers, but the number of nearly
identical albums proves these were
not simply a case where the prints
were gathered and bound by different
collectors who had purchased the prints separately.
There was clearly a single agent
who was marketing these prints
to the public in a new manner.
This is not a form of selling
popular prints that has been
noted elsewhere, though these
albums are similar to another
type of marketing going on at
about the same time. By the
beginning of the Civil War,
albums (similarly bound)
of sheet music were fairly
common. While it is often said
that these were put together by
collectors, there is no reason to
think that music sheet sellers
did not themselves market these
albums. Indeed, in 1859, W.C.
Peters & Sons, of Cincinnati,
advertised an album of sheet
music “Elegantly Bound, Full
Gilt, Sides and Edges.”
Popular prints, unlike sheet
music, were generally intended
to be displayed, often framed,
so selling them in an album made less sense than
for sheet music, but it is not unlikely the sheet
music albums were the inspiration for whoever
put together the Ehrgott & Forbriger albums. It is
unlikely that these albums were put together by
that Cincinnati lithographic firm, for although an
Ehrgott & Forbriger 1863 calendar is glued to the
inside of one of the covers, none of the albums has
a title page or any other indication that Ehrgott &

It would appear that this ablum was put
together by the seller of the other album as a
complementary volume, in this case showing
mostly battle scenes as opposed to portraits. The
latest engagement shown in one of the prints is the
Battle of Chickamauga, which was fought on the
19-20th of September, 1863, giving the earliest date
that this portfolio could have been assembled, a
date which fits in with the dates calculated for the
Ehrgott & Forbriger portfolios.
It is interesting that the coloring of all the
Currier & Ives prints was obviously done by the
same colorist(s), for the tones and style of the 40
prints are similar throughout. This would rule out
the idea that the contents would simply have been
gathered from prints that were just around, instead
indicating that they were all purchased at the same
time. As the coloring matches that typically found
on Currier & Ives prints, and not typically on any
prints by Cincinnati lithographers, it would seem
that the prints were probably ordered directly from
the New York firm at one time.
My guess is that the seller who came up with
the idea of the Ehrgott & Forbriger albums—which,
given the number that have survived, seem to have
been fairly successful—thought he/she would try to
expand the market with a similar album of Currier
& Ives prints.
I can find no indication that any other such
Currier & Ives album is known to exist, which
might indicate that this marketing idea was not
terribly successful. However, there has always
been a fairly robust market for Currier & Ives
battle prints (in contrast to the more limited market
for the Ehrgott & Forbriger portraits), so the lack
of previously known copies of similar albums
may simply reflect that any other such portfolios
which have turned up have been broken up so the
individual prints could be sold.

Figure 3

Forbriger was responsible for the portfolios, as one
would expect if the firm itself was trying market the
prints in this manner.
It appears most likely that the portfolios were
produced by someone who came up with the idea of
trying to sell the Ehrgott & Forbriger portrait prints
to the public in this unusual format. This would
explain the lack of any publisher information, as
well as the inclusion in the portfolios of prints by
other lithographers. The compiler and seller of these
portfolios could have been a bookstore, a news agent,
or a music store.
This latter possibility makes sense given the
suggested inspiration for the concept of selling the
prints in an album and it is further supported by the
fact that what appears to be the first of these albums
put together was bound using “Covert’s Music
Binder,” where the boards and prints were fastened
by metal points which passed through the prints and
were then bent to hold the portfolio together. Given
the existence of at least eight Ehrgott & Forbriger
albums with the noted characteristics, I was fairly
convinced that these represented a unusual form
of selling popular prints in the nineteenth century,
but this theory was dramatically confirmed when
I recently came across the ninth of these portfolios,
accompanied by a hitherto unknown example of a
very similarly bound album of Currier & Ives Civil
War prints!
This album is bound identically to the Ehrgott &
Forbriger portfolio it accompanied, and it too has
40 popular Civil War prints, although in this case
all published by Currier & Ives. Also like with the
Ehrgott & Forbriger portfolio, the first print is “The
Star Spangled Banner,” (Figure 3) which similarly
faces the other prints. The Currier & Ives prints
are not portraits but are either scenes of forts or of
Civil War battles (Figure 4). The order of the prints
is somewhat similar to the Ehrgott & Forbriger
albums, for after the Star Spangled Banner print
comes twenty-nine battle scenes, mostly land-based,
followed by ten images related to naval engagements.
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Figure 4
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In Memoriam: Lea Wait
Author Eleanor Sally Wait, a resident of Edgecomb, Maine known as “Lea” to her friends and fans, died on
August 9, 2019 in her home in Edgecomb, Maine of pancreatic cancer. She was seventy-three years old. Lea was
predeceased last year by her husband, artist Bob Thomas; they were both AHPCS members.
Lea was born in Boston, grew up in Edgecomb, Maine and Glen Ridge, New Jersey, graduated from Chatham
College in Pittsburgh, and received M.A. and D.W.D. degrees from New York University. For thirty years she
worked as a public relations or strategic planning manager for AT&T, while she was raising her four daughters,
who she adopted as a single parent. Lea was one of the first single people in the United States to adopt. She
founded Adoptive Single Parents of New Jersey, the largest organization of single adoptive parents at the time,
and worked informally with agencies to help hundreds of children find homes with single adults and couples. For
forty years she was also a fourth-generation antique dealer, specializing in antique prints.
In 1998 Lea moved full-time to Maine and began writing fiction. She wrote three mystery series – the Shadows
Antique Print Mystery series (most well-known with AHPCS members), the Mainely Needlepoint series, and the
Maine Murder series (under the name Cornelia Kidd.) She also wrote a stand-alone historical mystery for adults,
one mystery for young people and seven historical novels for young people. Her book Living and Writing on the
Coast of Maine told the story of her life with her beloved husband, and what it was really like to be an author. She
was an asset to those interested searching for rare prints in Maine. Her books were finalists for an Agatha Award
several times, and she was awarded a lifetime achievement in literature award from Chatham University. Her
website, www.leawait.com, has details about her life and books.

