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In the main feature article in this issue, Sarah Dell-
mann explores ready-made lantern slide lectures sets, 
often marketed by dealers with printed readings to 
serve as a lecture text.  She focuses on one particular 
set offering a tour through Holland in the early 20th 
century, which was marketed in several countries and 
had identifying labels in multiple languages.  She 
points out that these slide sets were important in pro-
jecting a picture of the Dutch to the rest of the world.  
Often the slides represented a sort of nostalgia for the 
past, emphasizing traditional clothing worn by rural  
people,  wooden shoes, windmills, canals, and tradi-
tional Dutch architecture.  Even city scenes often pro-
vided only fleeting looks at products of the industrial 
revolution, such as trains and steam ships.  People 
dressed in modern city clothing often were photo-
graphed from a distance, whereas those wearing tradi-
tional clothing often appeared in close-up portraits.  
In fact, the slides included in this lecture set were not 
very different from those used by American lecturer 
John L. Stoddard several decades earlier. 
 
  

Dutch woman in traditional clothing carrying 

market baskets.  From John L. Stoddard’s 

lecture on Holland. 

This issue of the Gazette also has an extensive Research 

Page, with many summaries of magic lantern related arti-

cles from Early Popular Visual Culture.  Some of these 

have themes that overlap Dellmann’s article, including one 

by Dellman herself.  An article by Victoria Cain on the use 

of images in teaching geography even gives an example of 

the Boston School Committee in the 1920s advising teach-

ers to use images of Holland that emphasized “traditional” 

views of the country, even though such views would have 

been even more dated in the era after World War I. 

 

 

This issue also includes a short article on analglyph (3D) 

lantern slides, modified from an article by stereoview col-

lector David Starkman that appeared in a recent issue of 

Stereo World.  The article describes a type of lantern slide 

that may not be familiar to many of our readers. 

A Dutch family, from John L. Stoddard’s lecture on Hol-

land. 
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The role of the lecturer in the performance of a lantern 
slide show can hardly be underestimated. This goes for 
spectacular lantern shows with a mainly entertaining 
function, as well as for lectures with primarily educa-
tional aims. Terry Borton’s detailed studies on profes-
sional lecturers in the Chautauqua and Lyceum circuits 
that were published in recent issues of the Gazette 
clearly show that neither the topic nor the quality of 
slides alone were enough to achieve a successful lantern 
show and career.1  Especially for lectures on non-fiction 
subjects, the lecturer not only needed to have convinc-
ing qualities as a showperson, but also needed to be 
recognized as an authority on the respective subject. 
Not surprisingly, then, most of the professional lantern 
showpersons were indeed experts in the field on which 
they were lecturing. 
 
Several studies have investigated lantern slides in con-
junction with the personal lecture notes of professional 
and prominent lecturers such as Paul Hoffmann, Jacob 
Riis, Burton Holmes, and Lyman Howe.2 These studies 
provide much insight into the logic of lecturing, but 
they cover only a very specific kind of lecture: a 
thoughtfully composed “quality lecture” delivered by an 
expert who had either traveled to the countries them-
selves or knew his or her subject very well. Professional 
lecturers ensured trustworthiness and quality by their 
name, expert status, formal education, and the agency 
they worked for. The authority for remarks made dur-
ing the lantern show was thus connected to themselves 
as authors and lecturers. Burton Holmes, for example, 
lectured about his own travels and often presented pho-
tographs and films that were taken during his travels.  
 
Alongside with lecturers who toured with their self-
made program, another kind of lecture was widespread; 
I will call this the “ready-made” lecture set. By this I 
mean the combination of a slide set (i.e. a number of 
assembled slides marketed as set) and a corresponding 
lantern reading (i.e. mass-produced lecture notes for 
such slide sets).  Both elements of the ready-made lec-
ture set were planned, produced, and issued by com-

mercial manufacturers. The wide availability of such 
material and the numerous advertisements in lantern 
slide catalogs and the trade press indicate that ready-
made lecture sets were a common phenomenon by 
the end of the nineteenth century.  It is thus likely 
that a large number of lantern show audiences at-
tended such ready-made lectures. 
 
The cheap ready-made lecture set needed to gain its 
authority over the things said and shown differently 
because the performance of a ready-made lecture set 
was designed to work independently of the 
knowledge of the lecturer: the lecturer might or 
might not be an expert on the subject. How, then, did 
these “expert-independent” ready-made sets become 
accepted as transmitting trustworthy knowledge? 
When the expertise cannot be found in the personali-
ty of the lecturer, we must look at which other ele-
ments of a lantern performance could produce relia-
bility and believability in the eyes and ears of the au-
dience. I suggest that audiences found such reliability 
and believability in the combination of word and im-
age. Before I analyze the words and imagess of one 
lecture set in detail, I will first give some background 
information on the emergence and reception of the 
ready-made lecture set. 
 
From Selling Single Slides to Selling Slide 
Sets 
 
Most lantern and slide catalogs offered single slides 
on non-fictional lantern subjects, often with the op-
tion to order a specific slide plain or colored (Fig. 1 
and back cover).3  In such catalogs, slides were orga-
nized into topics or subjects; geographical slides, for 
example, were listed first by country or region. All 
slides that showed views of a particular country or 
region were listed individually; it was the role of the 
purchaser to make a selection of slides to put togeth-
er a coherent set.  Around 1870, a new way of selling 
geographical slides was introduced: while the sale of 
individual slides continued, pre-selected sets of slides 
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By the 1890s, issuing ready-made slide sets with 
ready-made readings was a usual thing. We might 
suspect that this new way of offering lantern slides—
whether for sale or for hire—changed the way in 
which lantern shows were prepared and thus changed 
the role of the lecturer.  Selection was no longer a 
necessary activity of the lecturer, and thoughts about 
comprehensiveness and the order (“How many and 
which views do I need to include in a lecture that 
deals with the World Exposition? Where to begin? 
What information to include?”) could be left to the 
compiler of the slide set and the author of the read-
ing. Not the lecturer, but the distributors of lantern 
slides took the responsibility to come up with 
“Something to Say,” as Benerman & Wilson put it, 
about the slides. In other words, providing slide sets 
with a corresponding reading created the opportunity 
for lecturers to not conduct research on the subject 
matter themselves, and, for better or worse, freed 
them from the necessity to write their own com-
ments.  
 

Of course, the availability of ready-made lecture sets 
did not prevent lecturers from mixing and matching 
the slides of such sets with others, nor did ready-
made lecture sets force a lecturer to respect the order 
of the slides as intended by the distributor, or to fol-
low the reading word by word.  
 
In copies of lantern readings at the Slide Readings 
Library of the UK Magic Lantern Society  (http://
www.magiclantern.org.uk/readings/) we find evi-
dence of both uses: some readings are extensively 
annotated in the margins and the pages show heavy 
traces of use, while other examples seem barely 
touched. Some distributors of slide sets with accom-
panying lecture notes even warned their lecturers to 
not simply read out the lecture notes. For example, 
the Royal Society for the Protection of Cruelty against 
Animals placed a note in capital letters above the list 
of available slide sets and readings: 
 

 

also could be purchased.  Pre-selected slide sets soon 
were offered with a corresponding reading. An early 
example of this selling practice appears in an advertise-
ment for “Wilson’s Lantern Lectures” appearing in sev-
eral editions of the 1876 volume of the The Philadelphia 
Photographer (Fig. 2). 
 

Also, in the foreword to their 1876 catalog, Benerman 
and Wilson announced: 
 

…In order to make ‘Traveling by Magic’ the more 
interesting and instructive, we have selected from 
this catalogue several ‘Journeys,’ arranged them 
in sets of hundred slides each, in geographical 
order, and with them supply ‘Lectures,’ or 
‘Readings,’ or ‘Something to Say’ about each 
slide. Special catalogues of these we supply on 
receipt of 20 cents….5  

1885/86 Catalog of Dutch lantern slide producer and 
reseller Merkelbach & Co., no page numbers.  
 
Courtesy: Stadsarchief Amsterdam [Archive of the Municipality of 
Amsterdam]. 

Advertisement for “Wilson’s Lantern Lecture”, The 
Philadelphia Photographer. An Illustrated Month-
ly Journal Devoted to Photography, February 
1876, No. 146, p. 139.  
 
Image taken from Internet Archive. https://
archive.org/stream/philadelphiaphot1876phil 
(accessed 5 September 2016).  

http://www.magiclantern.org.uk/readings/
http://www.magiclantern.org.uk/readings/
https://archive.org/stream/philadelphiaphot1876phil
https://archive.org/stream/philadelphiaphot1876phil
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Concerns about the de-professionalization of the lec-
turer’s business were soon expressed by lanternists 
who considered themselves experts. In the article 
“Three Requisites for a Successful Lantern Lecture”, 
published in 1904 in the trade journal The Optical 
Lantern and Cinematograph Journal, Reverend T. 
Perkins identified the poor quality of the ready-made 
lecture sets as a main reason for the decline of inter-
est in lantern lectures. Rather than the advent of the 
cinematograph, said Perkins, the problem lay in the 
ready-made lecture sets with their corresponding 
readings, which enabled people who were not famil-
iar with a specific subject matter to perform a lantern 
set: 
 

The other cause of the decrease of popular fa-
vor…was due to the introduction of the system 
of letting out sets of slides on hire with an ac-
companying reading. The reading was often 
poor, of the guide book order, destitute of all 
literary grace, and was read at the exhibition of 
slides, a few hours after their arrival, by some-
one who possibly knew nothing of the subject 
and had not had time even to read it through 
beforehand. Thus, even if the slides were good, 
the lecture was so dull and dreary that no one 
who had endured one lecture of this kind 
would care to go through another.8  

 
In the remainder of this article, I will analyze one of 
the “dull and dreary,” but still highly popular ready-
made lecture sets on the Netherlands. QUER DURCH 
HOLLAND (“Crisscross through the Netherlands”)9 
was a widely distributed slide set on the Netherlands, 
at least in Europe.10 The set comprised 24 slides and 
an accompanying lantern reading, titled Vortrag zu 
den Bildern Quer durch Holland (“Lecture to accom-
pany the slides Crisscross through the Netherlands”). 
I will specifically examine how word and image, the 
slides and the comment from the reading, are con-
nected to achieve authority over the subject matter 
during a performance. 
 
The aim of the following analysis is thus not to recon-
struct how lantern slides and commentary were actu-
ally performed, but how the producers of ready-made 
lecture sets used specific visual and textual strategies 
that enabled anybody to give a lantern lecture on the 
subject. The ready-made lecture set, at least so it 
seems from their omnipresence in catalogs, was a 
lucrative a business model. Very probably, the ready-
made lecture set appealed to more buyers than offer-
ing lantern slides exclusively for experts who needed 
to conduct extensive research in order to compose a 
lecture. 

 
NOTE – THESE READINGS, OR COLLECTIONS OF 
STORIES, ARE NOT INTENDED TO BE READ FROM THE 
BOOK, BUT SHOULD SERVE AS THE FOUNDATION FOR 
A LECTURE ON THE SUBJECT.6 

 
Whether or not this strong advice was followed, the 
marketing of preselected slides in sets, combined with 
corresponding readings, enabled people who were not 
experts on a certain topic to nevertheless deliver a lec-
ture on that topic and, in performance, pose as an ex-
pert. This possibility increased further when ready-
made lecture sets were offered for hire, which enabled 
almost everyone to lecture on every subject for which 
the local rental agency had a slide set in stock. I could 
not determine when the hiring of lantern slides started, 
but it was a common practice on the commercial lantern 
circuit by the 1880s. The foreword of the 1885/86 cata-
logue of Dutch manufacturer and reseller Merkelbach & 
Co. (Fig. 3) explicitly stated in bold “De pho-
tographiën worden niet verhuurd”—“the photo-
graphs will not be hired.”7 This note indicates that a sig-
nificant number of people expected that slides were 
available on loan—otherwise such a statement would 
have been unnecessary. 
 
 

Fig. 3.  1885/86 Catalog of Dutch lantern slide 
producer and reseller Merkelbach & Co., page 6.  
 
Courtesy: Stadsarchief Amsterdam [Archive of the Munici-
pality of Amsterdam].  
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QUER DURCH HOLLAND: The Set 
 
The slides’ titles are given in three languages 
(German, French and English) and are visible in the 
frame of the glass slides (see front cover). The multi-
language titles indicate that the slide sets were dis-
tributed internationally. Judging from the collections 
I have seen, QUER DURCH HOLLAND was very widely 
distributed, at least in Germany and in the Nether-
lands. The accompanying reading was included in the 
purchase of the set, and not sold separately, as usual-
ly was the case with British readings. However, de-
spite the multi-language titles, the reading was avail-
able only in German; at least I did not find any refer-
ence to translated versions to date. If lantern shows 
of this set to a non-German speaking community 
used the reading as inspiration, translated the text 
literally, or ignored it all together, cannot be recon-
structed from the sources available to me. Even 
though German was, next to French and English, an 
academic language in Europe at that time, not every 
teacher or educator can be assumed to having spoken 
German fluently. 
 
QUER DURCH HOLLAND: The Slides 
 

QUER DURCH HOLLAND consisted of twenty-four pho-
tographic slides. The six different versions I have 
seen were not colored, although they were also of-
fered colored. The images are ordered according to a 
logical travel route, starting in the north-east of the 
Netherlands (Groningen), going west to the north-
west (Enkhuizen), then going south (to Rotterdam) 
and then east again (Utrecht, Arnhem). The travel 
narrative is explicit in the reading as well; sometimes 
the means of transportation between two slides (i.e. 
two towns) is mentioned.13  
 

The images show street views and market scenes, 
buildings and monuments (see front cover). Most city 
views show streets along canals with either a church 
tower or a windmill in the background. The island of 
Marken – then as today a tourist hot spot – is the 
most prominent location in this set; five slides out of 
twenty-four are dedicated to that village (Fig. 5). No 
image shows modern elements such as steamships, 
trams or railroads; the only traces of modern life are 
gas lanterns, visible in slides 2, 3, and 4  (Fig. 6) and 
advertising on buildings in the background (slides 22 
and 23; Fig. 7). The figures in the city views are too 
small to be seen in detail (e.g. slides 8, 19, 21, 24; Fig. 
8); whereas the fisher families of the villages Marken 
and Scheveningen in traditional costume are large 
enough to be studied in detail and pose for the cam-
era (Fig. 5). From the images alone, the Netherlands 
seems to be a country in which rowboats, sailboats 
and horse carriages were the only means of transpor-
tation around 1906.  

 
Projektion für Alle: The Series 
 
QUER DURCH HOLLAND is the seventh set of the series 
Projektion für Alle (“Projection for everyone”). Most 
sets in this series, issued prior to the First World War 
(No. 1 to 44), are photographic slide sets about Europe-
an countries and regions.11 An advertising leaflet for the 
series Projektion für Alle claimed educational value for 
home use and in schools: 
 

The long winter evenings will be beneficially 
filled in an educational and entertaining manner 
by projecting the instructive P.f.A. [Projektion für 
Alle] sets of distant countries…at school and in 
the intimacy of family (Fig. 4). (Recto, advertising 
flyer, undated, c. 1928, my translation).12  

 
Note here that the projection of slides “in the intimacy 
of family” implicitly refers to an educational viewing 
situation without a professional lecturer. The education-
al value is thus, from the beginning on, not intended to 
come from the knowledge within the family but from 
information provided by the ready-made lecture set that 
the family studies. 
 
 

Fig. 4.  Advertising flyer by Edition Liesegang 
that praises the educational value of lantern 
slide sets in their stock. Courtesy: Private Collection.  
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Fig. 5.  Slides 9-13 depicting the Island of Marken.  
Courtesy: EYE Film Institute Netherlands. 

Fig. 6.  Slide 3, with gas street light as the only 

sign of modern life in 1906. 



 

“Ready-Made” Lecture Sets                                                                         8 

 

 

 

 

QUER DURCH HOLLAND: The Reading 
 
The text of the reading (Fig. 9) is, generally speaking, 
more modern than the image. The reading addresses 
modern phenomena, but these modern phenomena 
are not visible in the image: in the comment to the 
slide 22 “Rotterdam, The Cool Singel”, the modernity 
of the port, the big ocean steamers, the busy trade of 
the city and the pollution caused by factories are 
mentioned, but the image shows nothing of that. In-
stead, one of the last reminders of the old town is put 
into picture: a small street with narrow houses along 
a canal (Fig. 10). The commenting text to the slide 20 
on the coastal town of Scheveningen mentions the 
modern pier and the fact that it is constructed from 
steel – but the image only shows fisherwomen in tra-
ditional clothing (Fig. 11). The comment to slide 16 
(Fig. 12), showing the empty market square of Edam, 
informs that on market days, this place is a very busy 
cheese market and mentions the export of Edam 
cheese to the world. Briefly, hors cadre, the Nether-
lands are acknowledged for having modern elements, 
too, but these elements are not presented in images. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 

 
 

Fig. 7.  Slides 23 showing advertising posters on walls and 

bridges.  Courtesy: EYE Film Institute Netherlands. 

Fig. 8.  Slide 21, showing pedestrians in an urban land-

scape.  Courtesy: EYE Film Institute Netherlands. 
The cover of the lantern reading Vortrag zu den 
Bildern Quer durch Holland [Lecture to accom-
pany the slides Criss-Cross through the Nether-
lands] (Berlin: Rosenthal und Co, c. 1906). Courte-
sy: Private Collection Gwen Sebus. 
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QUER DURCH HOLLAND: The Narrative 
 
The reading is mostly written in first person plural 
(“we travel”, “we see”) when it concerns the activity of 
traveling, and in third person when background in-
formation is given (“This is the port.”). In the com-
ments, the traveling “we” often takes steam trains 
(e.g. comment to slide 6; Fig. 13) which are never vis-
ible themselves. The comment on the first slide, 
“Groningen. Market Place and Martini Church” (see 
front cover) reads:  
 

Today, we want to perambulate a country off 
the beaten tracks, which holds magnificent 
nature views for the painter and relish of art 
for the traveler. Holland with its art treasures 
offers many things of interest. The entire coun-
try is pervaded by canals. The larger ones 
which are navigable go through the cities and 
were artificially installed, the lower parts of the 
land are protected by embankments. We enter 
Holland up in the North and first pay a visit to 
the city of Groningen, which, with its 80,000 
inhabitants, presents the Dutch type right 
away…. The architecture of the houses along 
the place breathes the well-known Dutch style 
of architecture (my translation, emphasis add-
ed).14  

 
 
 
 

 
 
 

Fig. 10.  Slide 22 showing a view of Rotterdam that omits 

more modern elements of the city.  Courtesy: EYE Film Insti-

tute Netherlands.  

Fig. 11.  Slide 20.  View of the waterfront of Scheveningen 

showing traditional fishing boats, but not modern docks 

and ships.  Courtesy: EYE Film Institute Netherlands.  

Fig. 12.  Slide 16. View of the cheese market in Edam.  
Courtesy: EYE Film Institute Netherlands.  
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We now part from Holland with the experience 
of having encountered a special country and 
nation whose ancestors have achieved great 
recognition for art and painting and which 
forms are still reflected today in the nature of 
the country and the customs of the nation 
(comment to slide 24, my translation, empha-
sis added).15  

 

The text in the reading claims to show more than the 
beaten tracks and tourist destinations, and the title 
“Crisscross Through Holland” also evokes the idea of 
covering the country entirely. The set includes views 
from the provinces in the North and West of the 
country (Groningen, Friesland, North Holland, South 
Holland, Utrecht and Gelderland), the Southern and 
Eastern provinces (Zeeland, Brabant, Limburg, Dren-
the, Overijssel) are absent. Tourist destinations are 
highlighted (five slides out of 24 are dedicated to the 
Island of Marken alone). The reading emphasizes the 
Dutchness of sites and sights by emphasizing, wher-
ever possible, that everything visible is “Dutch”:  
 

Leeuwarden, Port street and old tower (Fig. 
15). In this picture, a piece of Dutch town life is 
revealed (comment to slide 2, my translation, 
emphasis added). 
 

Leeuwarden, Voorstreck Street (Fig. 16). The 
image presents a Dutch canal, the little houses 
look picturesque and the entire image is 
marked by calmness. (comment to slide 3, my 
translation, emphasis added).  

 

 

When we now imagine a performance situation in which 
the reading was read out while the respective image was 
projected, we can understand that the lecturer integrat-
ed the audience (as travelers and painters) on a trip 
while representing themselves as the knowledgeable 
guide of the virtual traveling party. The position of the 
audience is comparable to a school class on an excur-
sion with their teacher. Especially in the comments that 
refer to items that are not visible in the image, the audi-
ence is instructed by historical anecdotes, the number of 
inhabitants, and information on the city’s main trades. 
This mode of address is not exclusive to lantern slide 
readings; it can also be found in travel writings of that 
time. However, the audience is addressed frequently 
and, given that the set was part of a live performance, 
was likely to create a stronger feeling of presence than 
narrative strategies in a written book. The structure of 
the reading is carefully worked; it brings a logical travel 
route to its end and in the final comment, the lecturer 
confirms the information from the very beginning 
(“Holland is a country filled with artistic treasures”). 
Quite authoritarian, this statement is proposed as the 
general experience of the traveling “we” in the comment 
to the last slide (Fig. 14). Even more, the imposition of 
the lecturer’s statement is performed as objective fact by 
introducing the layer of authenticity to the argument: 

Fig. 13.  Slide 6.  View of Amsterdam.  Courtesy: EYE Film 
Institute Netherlands. 

Fig. 14.  Slide 24.  The Grand Market in Arnheim.   
Courtesy: EYE Film Institute Netherlands. 
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Zaandam is a friendly town of real Dutch ap-
pearance, the little buildings of one floor are 
painted in green and red and are surrounded 
by neatly trimmed gardens (Fig. 18). 
(comment to slide 14, my translation, empha-
sis added) 
 
The Wijngartengracht…is an effigy of Dutch 
cleanliness (Fig. 19). (comment to slide 15, my 
translation, emphasis added)16 

 
In all these cases, the national attribute “Dutch” 
would not have been necessary if the reading aimed 
solely to describe views or the oeuvre of a poet. By 
adding the adjective “Dutch”, the images are related 
to the topic of the slide set, i.e. a travel through the 
Netherlands (here named “Holland”), and the audi-
ence is constantly reminded of the fact that the image 
before them shows something related to the Nether-
lands. This is obviously a circular logic: by qualifying 
visible instances as “Dutch”, the image is related to 
the topic of the slide set, the Netherlands. Hence, this 
view is relevant which justifies its inclusion in the set 
and, even stronger, presents this view as one of the 
twenty-four views that are considered to give a com-
prehensive visualization of the Netherlands. In the 
performance of this slide set to an audience (be it in 
the family or in a more formal educational setting), 
the anchoring of images in a textual comment that 
largely applies categories of the national) underlines 
the relevance of the images with respect to the sub-
ject matter.  

 

 
In this park, a monument was erected to the fa-
mous Dutch poet Joost van den Vondel (Fig. 17). 
(comment to slide 7, my translation, emphasis 
added).  

Fig. 15.  Slide 2.  Door St. and old tower,, Leeuwarden.  
Courtesy: EYE Film Institute Netherlands. 

Fig. 16.  Slide 3.  Voorstreck St., Leeuwarden.  Courtesy: 
EYE Film Institute Netherlands. 

Fig. 17.  Slide 7.  Vondel Park, Amsterdam.  Courtesy: 
EYE Film Institute Netherlands. 
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formal characteristics of the so described phenome-
non. It is conspicuous that only those aspects are de-
scribed as “Dutch” that are in line with the cliché and 
repeated statements of tourist discourse: the cleanli-
ness of Edam (Fig. 19) is “Dutch,” but the dirt in Rot-
terdam (Fig. 10) (comment on slide 22) is not; color-
fully painted wooden houses are “Dutch” but modern 
buildings are not; the canals are “Dutch” but steam 
trains are not. Together with the image selection, 
QUER DURCH HOLLAND reinforces clichés and general-
izing statements. It is true that the reading mentions 
modern aspects of life in the Netherlands around 
1906 – but these aspects are not described as 
“Dutch.” 
 
Saving the Non-Expert Lecturer from Critical 
Questions 
 

As described above, the authority of the lecturer is 
achieved by the reading that does not challenge stere-
otypical ideas about the Netherlands, not in words 
and certainly not in the images. In fact, both word 
and image, slides and reading, are tied to supposed 
common knowledge about the Netherlands: the lec-
ture does not contain surprising information but is 
rather a hotchpotch of all kinds of statements and 
beliefs that circulated widely about the Netherlands 
at that time: a clean and calm rural country barely 
touches by industrialization and whose inhabitants 
dressed in traditional costume. The narrative of the 
set follows a widely used pattern for the presentation 
of geographical content: a linear travel narrative that 
begins with the arrival and ends with leaving the 
country. The reading furthermore ties the statements 
about the Dutch being a nation of painters to the con-
clusion of the end, thus providing narrative closure at 
the level of both form and content. In addition, the 
perspective of the narrative presents the lecturer as 
“traveling together with the audience,” which might 
create a close bond between the audience and the 
lecturer, because the lecturer becomes part of the of 
the virtually travelling party. 
 
In this ready-made lecture set, everything is harmon-
ically in line: the images with the comment, the lec-
turer with the audience, and even the Dutch with 
their history. This makes it hard to question the prop-
ositions made in this lecture. Undoubtedly, all the 
depicted and described phenomena are part of the 
Netherlands; there is nothing “empirically wrong” in 
this set. A critique on the set would have to attack its 
implicit claims of comprehensiveness: while it is true 
that there were sailboats, and cheese was produced at 
Edam, the Netherlands also had an international port 
with modern steamboats and had large factories for 
industrial production of food, such as margarine. 
However, for such a critique of the lecture, the pro-

 

Throughout the reading, the adjective “Dutch” does not 
explain a phenomenon, but marks a phenomenon as 
relevant with respect to what there is to be known about 
the Netherlands. In this slide set, the adjective “Dutch” 
treats single instances as examples of what “Dutchness” 
looks like, without determining the essence, quality or 

Fig. 18.  Slide 14.  Peter the Great’s house, Zaandam.  Cour-
tesy: EYE Film Institute Netherlands. 

Fig. 19.  Slide 15.  Wijngarten Canal, Edam.  Courtesy: EYE 
Film Institute Netherlands. 
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2.  See for example (in chronological order): Historisches Museum 
Frankfurt am Main, ed., Laterna Magica – Vergnügen, Belehrung, 
Unterhaltung. Der Projektionskünstler Paul Hoffmann 1829–
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Columbia University Press, 2004), especially pages. 55-72; Jen-
nifer Lynn Peterson, Education in the School of Dreams: Trave-
logues and Early Nonfiction Film (Durham: Duke University 
Press, 2013), especially pages 35–52; Bonnie Yockelson, “The Ja-
cob A. Riis Collection: Photographs for Books and Lantern Lec-
tures.” In Ludwig Vogl-Bienek and Richard Crangle, eds., Screen 
Culture and the Social Question, 1880-1914 (New Barnet, UK: 
John Libbey Publishing, 2014), p. 83–95. 
 
3. Merkelbach & Co, Catalogus van photografiën op glas ten ge-
bruik bij de Sciopticons, dissolving views en andere groote too-
verlantaarns.[Catalog of photographs on glass for use in Sciopti-
cons, dissolving views and other large magic lanterns] 
(Amsterdam: Merkelbach & Co, 1885). Courtesy: Stadsarchief 
Amsterdam. 
 
4.  Benerman & Wilson, “Wilson’s Lantern Journeys 
[Advertising].” The Philadelphia Photographer. An Illustrated 
Monthly Journal Devoted to Photography, February 1876, No. 
146, p. 139. Copy available at Internet Archive: https://
archive.org/stream/philadelphiaphot1876phil (accessed 5 Septem-
ber 2016) 
 
5. Benerman & Wilson, Classified Catalogue of Magic Lantern 
Slides and Transparencies for the Stereoscope (Philadelphia: 
Benerman & Wilson, 1876). Courtesy: Private Collection. 
 
6. Band of Mercy Movement and R.S.P.C.A., Royal Society for the 
Prevention of Cruelty to Animals Annual Report 1910 (London, 
1910), p. 229. Courtesy: Private Collection Gwen Sebus. 
 
7.  Merkelbach & Co, Catalogus van photografiën op glas, op.cit., 
no page numbers. 
 
8. T. Perkins, “Three Requisites for a Successful Lantern Lecture,” 
The Optical Lantern and Cinematograph Journal, 1904, No. 1, p. 
156. 
 
9. Projektion für Alle, QUER DURCH HOLLAND [Criss-Cross through 
the Netherlands], slide set of 24 slides. Issued as set number VII in 
the series Projektion Für Alle, 1906. Courtesy EYE Film Institute 
Netherlands. 
 
10. The entire list of slide sets about the Netherlands I have identi-
fied thus far is documented in the Lucerna Magic lantern web re-
source http://slides.uni-trier.de/set/. Search by “Subject Keyword 

 
testing audience would need to be quite knowledgeable 
of the Netherlands. The chance that the lecturer would 
face critical voices from the audience is therefore lim-
ited, and that enabled even non-experts to pass as au-
thorities on the subject matter during the presentation. 
 
Conclusion 
 
In the course of my research on lantern slide sets on the 
Netherlands and the Dutch, I observed similar rhetori-
cal strategies in other ready-made lecture set.17 Even 
though very cheap and hardly original, the readings of 
educational ready-made slide sets were carefully com-
posed. Such readings are still under-researched,18 but 
prove to be a promising source to the study of the use of 
lantern slides in educational settings and on non-
fictional topics. Ready-made lecture sets used specific 
authorization strategies that bestowed expertise on the 
lecturer. In some cases, the text of the lecture was au-
thenticated by referring to the author’s expert status.19  
But as we can see, even if the author of the reading is 
unknown, the reading in the performance of the slide 
set still works in a convincing way and manages to pro-
duce a sort of “subject expertise authority” when read 
out in combination with the slides. In the reading, the 
descriptions of the image (i.e. pointing to a visible fact 
that can be witnessed by the audience) are tied to bits of 
supposed common knowledge and stereotypical tropes 
about the Netherlands that can circulated in all kinds of 
contemporary popular media. The facts in word and 
image are presented in a narrative of a discovering trav-
eler; the audience is addressed as partaking on a guided 
tour with the lecturer as the guide or teacher. With the 
right equipment of word and image, of reading and slide 
set, everyone could perform being an expert – at least 
for the duration of the lantern show. 
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19. This, for example, is the case for the reading Kakteen und an-
dere Sukkulenten [Cactuses and other succulent plants] that ac-
companied a slide set with the same title. The author’s name is 
indicated directly after the title of the lecture, including the aca-
demic degree and place of residence: “Prof. Dr. Spilger, Bensheim”. 
See Prof. Dr. Spilger, Kakteen und andere Sukkulenten [Lantern 
Reading], Dodeka-Reihe 459 (Düsseldorf, no date). Courtesy: EYE 
Film Institute Netherlands.  

 
—location” for “Netherlands”. Any comments and additional infor-
mation are highly appreciated! 
 
11.  For the complete list of the 96 slide sets issued in the series Pro-
jektion für Alle, see the Lucerna Magic lantern web resource: http://
slides.uni-trier.de/series/index.php?id=19  
 
12. Original: “Die langen Winterabende werden vorteilhaft durch die 
Projektion der lehrreichen P.f.A.-Serien in ferne Länder…in der 
Schule wie im trauten Familienkreise unterhaltend und belehrend 
gestaltet.” Advertising Flyer, not dated. 
 
13.  Original: “Wir verlassen nun die Provinz Friesland und müssen, 
um nach Enkhuizen zu gelangen, die Zuiderzee bei Stavoren 
durchqueren”; “Die Eisenbahn bringt uns jetzt durch die reichste 
Gegend Nordhollands, nach Amsterdam”. Comments to slides 4 and 6 
in anon., Vortrag zu den Bildern Quer durch Holland [Lantern 
Reading]. Projektion Für Alle, Serie VII (Berlin: Rosenthal und Co, c. 
1906). Courtesy: Private Collection, Gwen Sebus. 
 
14. Original: “Heut wollen wir ein Land, fernab der grossen 
Touristenstraßen durchwandern, das dem Maler herrliche 
Naturszenerien und dem Reisenden hohen Kunstgenuss verspricht. 
Holland mit seinen Kunstschätzen bietet viel des Interessanten. Das 
ganze Land ist von Kanälen durchzogen. Die grösseren schiffbaren 
Kanäle führen durch Städte hindurch und sind künstlich angelegt, die 
Niederungen sind durch aufgeschüttete Wälle geschützt. Wir betreten 
Holland hoch im Norden und besuchen zuerst die Stadt Groningen, 
die mit ihren 80 000 Einwohnern sofort den holländischen Typus 
verrät…. Die Architektur der Häuser des Platzes atmet den bekannten 
holländischen Baustil.” Ibid, comment to slide 1, emphasis added) 
 
15. Original: “Wir scheiden nun von Holland mit dem Bewusstsein, 
ein seltenes Land und ein Volk kennen gelernt zu haben, dessen 
Vorfahren die Kunst der Malerei, deren Formen und Gestalten sich 
noch gegenwärtig in der Natur des Landes und in den Sitten des 
Volkes wiederspiegeln, zu ganz besonderem Ansehen brachten.” Ibid, 
comment to slide 24. 
 
16. Original: “Leeuwarden, Torstraße und alter Turm. In diesem Bild 
offenbart sich ein Stück holländischen Kleinstadtlebens”; 
“Leeuwarden, Voorstreckstrasse. Eine holländische Gracht stellt 
dieses Bild dar, malerisch schauen die kleinen Häuschen hernieder 
und Ruhe atmet das ganze Bild.”; “In diesem Park errichtete man dem 
berühmtesten holländischen Dichter Joost von den Vondel ein 
Denkmal….”; “Zaandam ist ein freundliches Städtchen von echt 
holländischem Aussehen, die kleinen, meist einstöckigen Häuser, sind 
grün und rot angestrichen und von gut gepflegten Gärten umgeben.”; 
“Die Wijngartengracht…ist ein Abbild holländischer Reinlichkeit”. 
Ibid, comments to slides 2, 3, 7, 14 and 15. 
 
17.  Sarah Dellmann, “Getting to Know the Dutch: Magic Lantern 
Slides as Traces of Intermedial Performance Practices.” In Kaveh 
Askari, Scott Curtis, Frank Gray, Louis Pelletier, Tami Williams, and 
Joshua Yumibe, eds., Performing New Media 1890-1915 (New Barnet, 
UK: John Libbey, 2014), 236–244. 
 
18. There are only two studies that include such material in the analy-
sis of lantern performances that I know of. Ludwig Vogl-Bienek in-
cludes such readings in his discussion of lantern lectures about the 
poor in London and Rianne Siebenga investigates lantern slide sets 
and readings about India in her PhD thesis. See Ludwig Vogl-Bienek, 
“A Lantern Lecture: Slum Life and Living Conditions of the Poor in 
Fictional and Documentary Lantern Slide Sets.” In Ludwig Vogl-
Bienek and Richard Crangle, eds., Screen Culture and the Social 
Question, 1880-1914 (New Barnet: John Libbey, 2014), p. 34-63; 
Rianne Siebenga, “Indians in View: The Representation of British 
Indians in Magic Lantern Presentations, Films and on Postcards, 1870
-1915.” PhD Thesis (Utrecht: Utrecht University, 2015). 
 
. 

Fig. 20.  Top: Slide 5.  Dromedary’s Tower, Volendam.  

Bottom: Slide 17.  Volendam Harbor.  Courtesy: EYE Film 

Institute Netherlands.  

http://slides.uni-trier.de/series/index.php?id=19
http://slides.uni-trier.de/series/index.php?id=19
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Recently I was shown something I had never seen or 
heard of before—single plate anaglyph lantern slides, 
designed to be projected in 3D (Fig. 1).  According to 
Ray Zone, Wilhelm Rollman may have been the first 
person to project 3D images in complementary colors, 
around 1853.1 However, general credit for the first to 
project stereoscopic images in anaglyph form goes to 
Charles d'Almeida in France. In 1858, d'Almeida used 
two magic lanterns, one with a red filter and the other 
with a green filter, to project stereoscopic lantern slide 
pairs by superimposing the two images on a screen. The 
audience wore matching red and green glasses to view 
the three-dimensional image. While Zone described 
other methods of stereoscopic projection that followed 
d'Almeida, using mechanical alternating shutters 
(Rateau, France/Britain, 1897), alternate frame optical-
ly printed filmstrips (Grivolas, France, 1901), and even 
early polarization (Anderton, Britain, 1895), the meth-
od of projecting an actual anaglyph lantern slide in a 
single projector seems to be conspicuously overlooked 
in the stereoscopic literature. So, seeing and holding an 
actual anaglyph lantern slide was quite a revelation.  
 
The lantern slides were labeled "Procédé Tauleigne Ma-
zo" (Process Tauleigne Mazo).  J.A.B. Tauleigne and 
Elijah Mazo were photographic inventors in France 
who developed a three-color photographic process, 
which is mentioned quite a few times in online litera-
ture. E. Mazo was also an optician, photographer, and 
camera manufacturer, located at 8 Boulevard Magenta, 
Paris, France. In addition, research provided by Kim 
Timby revealed that E. Mazo produced a catalog titled 
(English translation) "E. Mazo: Manufacturers of Ac-
cessories, Devices and Views for Projection".  Catalog 
No. 46, for the years 1910 and 1911, lists series of ready-
made anaglyphic lantern slides for sale.  The catalog 
states (English translation): "These views for stereo-
scopic projection use the system created by Mr. Abbot 
Tauleigne, on the anaglyph principle of Mr. Ducos du 
Hauron.2 The views are placed in a single lantern pro-
jector and projected on ANY screen. The depth is per-
ceived by all of the spectators without exception, pro-
vided that they observe the image projected on the 
screen by means of a "vision selector"(Vision selector 
being an early description of 3-D glasses).  Mazo part-

nered with Tauleigne to improve upon the Dr. Taube 
mordant dye process which removed the silver-
iodide, thereby leaving a transparent dye image, a 
process that produced strongly colored photographs. 
It apparently also was perfectly suited to making ana-
glyph lantern slides.3 
 

Fig. 1.  Analglyph lantern slide designed to be projected 

from a single lantern to produce a 3D image when 

viewed through special colored glasses.  See p. 23 for a 

color version. 

An article in the British Journal of Photography for 
1910 gives a detailed description of the process for 
making anaglyphic lantern slides, written by Mazo 
himself:  
 

THE TAULEIGNE-MAZO STEREO PROJEC-
TION AND  

THREE-COLOUR PROCESSES. 
 

(Since referring in the last issue of the "Colour 
Photography" Supplement to the trichomy 
process of Mr. A. Tauleigne, we have received 
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This may be done by staining the right-
hand picture red, the left-hand picture 
green, and placing before the right eye 
of the observer a green filter and before 
the left eye a red filter. When projection 
is thus viewed the stereoscopic relief of 
the original subject is seen. 
 
According to the Mazo process, all that 
is necessary is to make positive trans-
parencies from the stereoscopic nega-
tive. The images in these positives are 
then converted, one into red and the 
other into green, the silver image itself 
being subsequently removed, so that the 
final result is a perfectly clear and trans-
parent image in colour only. These two 
transparencies are placed one above the 
other and projected together with the 
one lantern, the spectators being provid-
ed with a pair of tinted glasses for view-
ing the relief effect. 
 
As previously practised, this process has 
usually necessitated the use of two lan-
terns [Fig. 2], the lenses in which were 
provided, one with a red screen and the 
other with a blue or green screen. The 
adjustment of the pictures on the screen 
was a matter of considerable difficulty, 
whilst, owing to the presence of a black 
silver image and also of a coloured 
screen, a very powerful light was neces-
sary. Further, it was it difficult to regis-
ter the two pictures in the lantern and 
on the screen to such an extent that the 
process could be employed only for a 
very small number of views in succes-
sion. 
 
By taking advantage of the new method 
by which the silver image is converted 
into a transparent dye image, the projec-
tion on the screen is of great brilliancy, 
and as the two positives may be placed 
one upon the other, in the lantern, only 
one of the latter is necessary, and the 
positives also being adjusted once for all 
when placed in the lantern, there is no 
delay in registering each picture at the 
time of the actual exhibition.4 

 
At this point the rest of the article is about a simpli-
fied three color process developed by Tauleigne and 
Mazo which uses the same technique for creating 
transparent colored lantern slides as the stereoscopic 
lantern slides method, but in the three primary col-

 
from Mr. E. Mazo, the well-known Paris con-
structor of optical apparatus, the description of 
the process as it will shortly be placed upon the 
market. Mr. Mazo has collaborated with Mr. Tau-
leigne, and the method, as now offered for the 
purposes of amateur photographers, is the result 
of their joint labours. The following is the 
abridged text of Mr. Mazo's communication. --
Eds. "Colour Photography" Supplement.) 

 
The two processes are distinct. One is con-
cerned with the production of stereoscopic 
relief on the lantern screen, the other with 
colour photography from nature. Both are 
patented in Great Britain and other coun-
tries, and both are based upon the well-
known principles first enunciated by Ducos 
du Hauron, namely, that the blending of 
complementary colours, as embodied in 
the "anaglyph" method, and that of com-
bining three primary colours.  
 
Just as in the case of the Autochrome and 
Omnicolore plates, the projection of which 
was described by Du Hauron as long ago as 
1868, both processes have long known to 
be possible, and, indeed, been practised by 
amateurs of more serious inclinations until 
the very great technical difficulties became 
too obvious. 
 
Misters Tauleigne and Mazo have, howev-
er, found that the process can be very 
greatly simplified by the production of a 
silver image, which directly fixes the saline 
colour. It would be well to emphasise first 
the difficulties involved in the older pro-
cesses, from which will be seen the superi-
ority of the new process as regards means 
of working.  
 
 

Stereoscopic Lantern Projection. 
 

For success in obtaining stereoscopic relief 
on the lantern screen the principles of ste-
reoscopy must be kept in mind. Just as in 
nature, objects are seen in stereoscopic 
relief when two images, one from each eye, 
are simultaneously transmitted to the 
brain, so, on the lantern screen, the stereo-
scopic relief will be observed when there 
are projected on the screen the two pic-
tures of the stereoscopic pair, and when 
each eye is allowed to perceive only one 
picture. 
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idea was to project them. I just went to check 
some photocopies I made when working on 
Paris in 3D. Gimpel wrote in his journal for 
1910 (my loose translation): 
 

An article in a photographic journal 
about “composite images” inspired me 
to do something similar with Auto-
chrome plates. By “composite image” I 
mean the superimposition on the same 
surface (glass, film or paper) of several 
different images printed in different col-
ors. Seen directly, these superimposi-
tions of course only show an unpleasant 
confusion, but when they are viewed 
through properly chosen colored filters 
one can distinguish each image sepa-
rately, because of the optical elimination 
of the others. On April 28th, inspired by 
these experiments, I made my first ana-
glyphs on Autochromes.5  

 
Gimpel did much more with this in the 1920s. 

 
Kim also referenced a completed online auction for a 
Gimpel anaglyph autochrome of the moon dated 
March 1920 and presented as a 9 x 12 cm lantern 
slide. The auction site reported that in 1924, Léon 
Gimpel and Emile Touchet introduced a relief projec-

 
ors, and in perfect registration, to provide a full color 
image in a way that was simpler than other methods of 
that time. 
 
My "modern interpretation" 
 
By using one of the techniques Tauliegne had developed 
for their three-color glass plate process, they converted 
the separate left and right eye lantern slide plates into 
transparent green and red image slides. The process 
made the slides more transparent, as the black and 
white silver image had been removed in their process, 
leaving just a single color transparent image (red or 
green). By then sandwiching the two slides together and 
taping them to form a single slide for projection (Fig. 3), 
an anaglyph slide could be projected with a single magic 
lantern projector.  
 
This eliminated the need for two projectors, each fitted 
with red and green filters, and, at the same time, pro-
vided a much brighter image from a single projector. In 
retrospect this idea seems so obvious, and such a great 
improvement, that it is surprising that it has remained 
unmentioned (as far as I have been able to find) in later 
literature on the subject of stereoscopy. An Internet 
search shows that, while rare, these anaglyphic lantern 
slides do occasionally show up in online auctions. 

 
The Léon Gimpel Stereo Autochrome Process 
 
While researching Tauleigne and Mazo, Kim Timby in 
Paris sent information about an anaglyphic stereo auto-
chrome process: 
 

I also remember that a French photographer 
named Léon Gimpel made anaglyphs on auto-
chrome plates at some point. I'm assuming his 

Fig. 2.  Projection of 3D images using a biunial lantern with 

red and green filters. 

Fig. 3.  Anaglyph lantern slide made by sandwiching two 

photographic positives, one dyed red and the other green 

to enable 3D projection with a single lantern equipped 

with red and green filters.  See p. 23 for color version. 
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Bulletin no. 6, June 1911 and the Photo-Revue no. 29, July 16, 1911. 
The reference for Gimpel's journal/memoires (there is a picture on 
page 124 of Paris in 3D) is "Quarante ans de reportages pho-
tographiques". It's a handwritten document in the collections of 
the Société française de photographie. The passage quoted is on 
page 51. 
 
This article is a modified version of one that originally 
appeared in Stereo World for March/April 2016 and is 
reproduced here with permission of the author and pub-
lisher. 

 
tion method using stereoscopic slides, taken with a cam-
era subsequently marketed by Gaumont. The previous 
year Gimpel had made anaglyph pictures—anagluphos 
from the Greek, "carved in relief"—from shots of the 
Observatoire de Paris; eight of them appeared June 28, 
1924 in L'Illustration, accompanied by two-color glass-
es. 
 
The moon image was auctioned by SVV Millon & Asso-
ciés on November 10, 2011 and sold for 10,000 Euros! 
In the Millon auction catalog there were a total of nine 
anaglyphic stereo autochrome images shown. While it 
makes sense that the Autochrome process was used to 
make anaglyph lantern slides, these are also quite a 3D 
rarity! The images may be seen in color in the online 
version of the catalog, which may be found at:   
http://www.millon.com/html/index.jsp?
id=10668&np=7&lng=fr&npp=20&aff=1&r= 

 
I find it interesting that while the moon lantern slide 
was described as anaglyphic Autochrome by Léon 
Gimpel, it was also stated to be obtained from a nega-
tive that was made with the Tauleigne-Mazo process. 
While a stereo autochrome has the advantage of being 
made in color on one plate, versus two sandwiched 
plates in the Tauleigne-Mazo process, autochromes 
have the disadvantage of being very dense and requiring 
a lot of light, making them much less desirable for lan-
tern slide projection. 
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Notes and References 
 
1. Ray Zone,"Ghosts in Relief: Stereoscopic Projection, Magic Lan-
terns, and the Movies." The Magic Lantern Gazette 19 (1): 17-24 
(Spring 2007). 
 
2. For more on Ducos du Hauron, see Zone, “Ghosts in Relief” (ref. 1). 
 
3. http://tinyurl.com/nb7qyq7   
 
4. “THE TAULEIGNE-MAZO STEREO PROJECTION AND THREE-
COLOUR PROCESSES.” The British Journal of Photography, March 
10, 1910 (Supplement), pp. 22-24. 
 
5. Presented at the Société française de photographie May 19; see their 

The Research Page provides short summaries of 
recent scholarly research related to magic lanterns in 
a variety of disciplines.  For a comprehensive bibliog-
raphy of research on the magic lantern, see: https://
www.zotero.org/groups/magic_lantern_research_group/items 

Andy Uhrich. 2015. “Beautiful to the eye, 
pleasing to the ear”: Educational perfor-
mance in A Pictorial Story of Hiawatha (1904
-1908).  Early Popular Visual Culture 13:256-
275. 
 
This well researched article provides a comprehen-
sive look at a program on Hiawatha given on the 
summer Chautauqua circuit in the early 1900s by 
Katherine Ertz-Bowden and Charles Bowden.  The 
program, which combined colored lantern slides with 
motion pictures, was based on a play produced by 
Ojibway Indian actors.  The show toured mostly in 
the upper Midwest for several years, with Katherine 
providing the lecture narrative and Charles operating 
the stereopticon.  The Bowdens’ show also was dis-
cussed and illustrated in: Terry Borton.  2015. The 
professional life of “magic lantern” illustrated lectur-
ers.  With introductions to most professionals per-
forming from the 1890s to the 1920s.  Part 2.  The 
Magic Lantern Gazette 27 (2/3) (Summer/Fall 
2015):3-37.  The current article also briefly discusses 
the Bowdens’ lantern slide and movie recreation of 
the Oberammergau Passion Play, which most likely 
employed lantern slides made by the official German 
photographer, who held sole rights to photograph the 
play itself [see: Kentwood D. Wells. 2007. The Ober-
ammergau Passion Play in lantern slides: The story 
behind the pictures. The Magic Lantern Gazette 19 
(1):3-16].  Using a rich trove of archival material, 
Uhrich analyzes the Bowdens illustrated lectures, 
which combined showmanship with an educational 
mission.  The article makes a major contribution to 
our understanding of the professional lives of illus-
trated lecturers in the early 20th century.  
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Artemis Willis.  2015.  Between nonfiction 
screen practice and nonfiction peep practice: 
the Keystone ‘600 Set’ and the geographical  
mode of representation.  Early Popular Visu-
al Culture 13:293-312. 
 

In this well researched article, Magic Lantern Society 
member Artemis Willis explores the use of the Key-
stone “600 Set” in American public schools in the 
early to mid-20th century.  This set included both 
stereoscopic views and lantern slides made from the 
same negatives, which could be used by teachers in-
dependently or as complements to one another for 
both individual viewing and group projection.  
 

One thing that is striking about this story is just how 
late the use of these visual  media extended into the 
20th century.  Both stereoscopic photographic views 
intended for individual viewing and photographic 
lantern slides had a long history going back to pre-
Civil War America, a history that is briefly chronicled 
at the end of this article.  Yet the Keystone View Com-
pany was not founded until 1892, and its peak influ-
ence as an educational resource did not occur until 
well into the 20th century.  Keystone began distrib-
uting the set in the 1920s and continued until 1963, 
when I was in high school.  The Keystone set thus 
combined two much older visual technologies to de-
velop a modern visual education system, as well as 
combining two modes of viewing images, peep prac-
tice and screen practice, with origins going back cen-
turies.  It survived the development of the 35 mm 
color slide, presumably because of the unique combi-
nation of stereoscopic views with projected images, 
something not easily replicated in the 35 mm era.  
For  some time, the use of these images in classrooms 
was more common than the use of motion pictures. 
 

The basic organization of the 600 set was geograph-
ical, with the United States privileged over other de-
veloped countries, which in turn received more cov-
erage than “Third World” countries, many of which 
merited only a single slide, unless the slide displayed 
western technology, such as the Panama Canal.  This 
organization carried along with it the usual cultural 
and racial stereotypes common in American media at 
least until the 1960s. 
 

A unique feature of the 600 Set was extensive cross-
indexing, so slides from many geographical regions 
could be combined into lessons on topics such as ag-
riculture and forestry, manufacturing, or transporta-
tion.  The use of the images in this way was facilitated 
by descriptive texts supplied for each  individual ste-
reo view or lantern slide, so that teachers were not 
dependent on the original order of the views to put 
together a series of coherent lectures on a wide varie-
ty of topics. 

 
Victoria E. M. Cain.  2015.  Seeing the world: 
media and vision in US geography classrooms, 
1890-1930.  Early Popular Visual Culture 
13:276-292. 
 
This article explores the use of visual aids, from text-
book illustrations to stereographs to lantern slides in 
the teaching of geography in early 20th century Ameri-
ca.  In this era, advocates of visual education saw visual 
aids in the classroom as essential to developing a new 
and more effective way of learning among students.  
Textbook publishers and purveyors of stereoscopic 
views and lantern slides rushed to fill the demand.  One 
problem with this project was that while visual materi-
als for students became abundant, teaching students to 
effectively view and interpret images was more difficult.  
There also were logistic difficulties—showing students 
stereoscopic cards in a classroom with only one or two 
stereoscopes shared among them proved ineffective.  
This meant either buying more stereoscopes or finding 
ways for students to share the viewing experience.  
Companies like the Keystone View Company issued sets 
of lantern slides with the same images as the stereo 
views, like the Keystone 600 series, discussed in more 
detail by Artemis Willis in the next article.  Because 
Keystone absorbed competing companies and pur-
chased collections of lantern slides, the images viewed 
by students in different parts of the country became re-
markably uniform, despite the lack of centralized plan-
ning of educational curricula for public schools. 
 
Because constantly updating lantern slides and stereo 
views was impractical, much of this material became 
outdated, resulting in a fairly uniform set of images re-
maining in use for decades in many public schools.  
Some local school committees reinforced this trend by 
instructing teachers to use images that relied on stereo-
types of particular regions or cultures.  The author cites 
the example of the Boston School Committee in 1920 
urging teachers to use images of Holland that empha-
sized “traditional” views of the country that did not fully 
depict the reality of Holland in the 20th  century—dikes, 
windmills, fishing boats, canals, wooden shoes, and tra-
ditional clothing.  These are the same themes men-
tioned in Sarah Dellman’s article in this issue of the Ga-
zette.  Non-Western countries came in for even more 
stereotyped treatment, often tinged with overtones of 
racial inequality.  Many countries or colonies in the 
“Third World” were depicted as if the Industrial Revolu-
tion had never reached their shores—lands of thatched 
huts and banana, pineapple, and coffee plantations.  
African Americans were depicted in scenes such as pick-
ing cotton on Southern plantations, images not much 
different from depictions of slavery decades earlier, alt-
hough the use of African American labor was attributed 
not to their descent from slaves, but to their supposed 
adaptation to hot climates. 
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Tanja Luckins. 2016. Dissolving views, 
memory and sensory experience: the Cos-
mopoligraphicon or the ‘World in Many Pic-
tures’ in Melbourne, Australia, in 1855.  Early 
Popular Visual Culture 14:267-280. 
 
This article gives a lively account of a magic lantern 
travel  show, dubbed the Cosmopoligraphicon, that 
was presented in Melbourne, Australia during the 
Victoria Gold Rush of 1855.  The author uses unusu-
ally detailed newspaper reports of the contents of the 
show to reconstruct the sensory experience of the 
audience.  The show featured  dissolving views of var-
ious parts of the world, using hand-painted slides, 
since this program pre-dated the widespread availa-
bility of photographic slides.  The views were punctu-
ated with special effects dissolving views such as the 
eruption of Mt. Vesuvius and scenes of a shipwreck. 
Similar scenes had been featured in dissolving view 
shows in England since the  1830s.  The show was 
accompanied by music and a lecturer/narrator who  
explained the views.  The author uses the newspaper 
reviews to evaluate audience reactions to the show 
from a colonial point of view, with a particular em-
phasis on dissolving views of scenes like “the old vil-
lage church” evoking memories of the “home coun-
try,” at least for immigrants from Britain. 
 
Stephen Bottomore.  2016.  Scholarly re-
search, then and now.  Early Popular Visual 
Culture 14:302-318. 
 

The November 2016 issue of Early Popular Visual 
Culture is devoted to a series of articles on “Objects, 
Archives, and Collections,” mostly written by mem-
bers of our Society and the British Magic Lantern 
Society.  Stephen Bottomore begins with a tour 
through a lifetime of scholarly  research and the re-
markable changes that have occurred in access to 
scholarly resources in  the digital age.  I could closely 
relate to this article because it reflects my own expe-
rience doing research on magic lanterns  and other 
topics.  Bottomore recalls the long hours spent 
searching through now-vanished library card cata-
logs, which led researchers to potential sources of 
information,  but without any real indication of the 
contents of these sources.  He describes the tedious 
process of taking notes on index cards or paper note-
books, the difficulties of determining what libraries 
held a particular book or periodical in the era before 
online catalogs, etc.  Things are different now—
thousands of books have been digitized and are avail-
able online through Google Books,  Internet Archive, 
and other sites, and these are word searchable.  One 
can go directly to the page of Kircher’s 1671 book that 
shows the first published illustration of a magic lan-
tern or download Marcy’s complete Sciopticon Man-
ual. 

 
V. C. Hollman.  2016. Glass lantern slides and 
visual instruction for school teachers in early 
twentieth-century Argentina.  Early Popular 
Visual Culture 14:1-15. 
 
This is another article on the use of lantern slides in vis-
ual education in the 20th century.  In this case, the fo-
cus is on Argentina, and specifically on the use of lan-
tern slides to train teachers.  The materials studied in-
clude a collection of hundreds of slides on geography 
and other subjects used for teacher training that is now 
housed in an Institute of Archeology  and Ethnography 
at an Argentine university.  Initially teaching materials, 
including lanterns and slides, were imported from the 
United States and Europe.  One problem with this is 
that American and European slide sets seldom con-
tained many views of Argentina.  This proved to be an 
impediment to fulfilling one of the main goals of public 
education—to establish an Argentine national identity 
in a country filled with European immigrants.  Eventu-
ally local photographic companies began producing 
slides more relevant to Argentine viewers.  One advo-
cate for the use of locally produced slides even suggest-
ed that Argentina had such a varied landscape that all 
aspects of physical geography could be taught using on-
ly views of Argentina. 
 
Brooke Belisle.  2015.  Nature at a glance: im-
mersive maps from panoramic to digital.  Early 
Popular Visual Culture 13:313-335. 
 

This article is not about magic lanterns, but does dis-
cuss a related visual spectacle, giant globes that could be 
viewed from inside.  The article starts and ends with a 
modern visual display, the Reality Deck, a room-sized 
installation at the State University of New York at Stony 
Brook with wrap-around imaging that allows scientists 
to visualize phenomena such as global climate models 
and the Milky Way.  The author points out links be-
tween this high-tech imaging system and 19th century 
panoramas and building-sized globes.  Ironically, the 
author also bemoans the fact that the Reality Deck is 
not easily accessible to scholars in the humanities, in-
cluding those working in Media Studies.  The middle of 
the article will be of more interest to readers of the Ga-
zette.  It reviews the history of circular panoramas, be-
ginning with Robert Barker’s London Panorama and 
progressing through a series of Georamas.  The latter 
consisted of hollow globes with a map of the world 
painted on  the inside. Viewers in the middle of the 
globe could be immersed in 360 degree view of the con-
tinents and oceans.  The first Georama was erected in 
Paris in 1826.  The most famous was Wyld’s Great 
Globe, built in Leicester Square in London in 1851, over 
180 feet in diameter.  There also was a  futuristic-
looking Georama designed but not built for the Paris 
Exposition of 1900, as well as a large Celestial Globe 
that was built near the Eiffel Tower.  
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Sarah Dellmann.  2016.  Beyond and with the 
object: assessing the  dissemination range of 
lantern slides and their imagery.  Early Popu-
lar Visual Culture 14:340-358.   
 
Sarah Dellmann discusses the challenges facing re-
searchers attempting to access collections of lantern 
slides scattered across Europe in museums and ar-
chives.  Such institutions often hold impressive col-
lections, but also tend to lack curatorial experts who 
can properly catalog materials in a way that makes 
them accessible to scholars.  Often such collections 
are not cataloged at all, especially at the level  of indi-
vidual slides, and even those that are cataloged often 
are not fully digitized, making them largely invisible 
to outside researchers.  She gives several examples of 
the long, tedious detective work needed to fully iden-
tify a small number of lantern slides with scenes of 
Holland.  Just assigning them to the correct sets and 
determining how many such sets existed required 
research in both public and private collections of lan-
tern slides,  slide catalogs, and readings to accompa-
ny the slides.   
 
There are now efforts underway to correct this prob-
lem, most notably Lucerna: the Magic Lantern Web 
Resource (http://slides.uni-trier.de/) and A Million 
Pictures: Magic Lantern Slide Heritage as Artefacts in 
the Common European History of Learning (http://a
-million-pictures.wp.hum.uu.nl/).  The former is 
largely a volunteer effort, with most of the infor-
mation contributed by only a few individuals, where-
as the latter is a cooperative venture among several 
universities with funding from the European Com-
mission.  North America lags well behind in this sort 
of effort, although some universities and other insti-
tutions are beginning to recognize the value of lan-
tern slides as visual resources and have begun to 
make them available as digitized images online.  This 
is particularly true of collections with some local in-
terest, such as works of a local photographer or imag-
es of a local industry early in the 20th century.  The 
problem of limited curatorial knowledge remains, 
and these attempts to put slides online often have 
been assisted by members of our society and other 
private collectors.  A shortage of scholars working on 
magic lanterns and a lack of funding for large collab-
orative projects further inhibit progress in this area. 

 
Some of the major benefits of these new digital tools 
include a massive saving in time spent tracking down 
sources, an enormous expansion of the range of materi-
als available to researchers, and the ability to find even 
the most trivial references to a subject, such as one line 
of a poem referring to magic lanterns in an American 
periodical from the 1850s.  There are a few disad-
vantages as well.  Some online databases of periodicals, 
newspapers, and printed ephemera require access to a 
major library, such as a university library that holds a 
subscription to the database.  Another problem is not 
knowing what has not been digitized and included in a 
database, or what has been recently added.  In research-
ing an article on the use of magic lanterns  in American 
churches before 1860 [The Magic Lantern Gazette 27 
(4) (Winter 2015)],  I found that one Philadelphia paper 
that accounted for more than half the references to 
magic lanterns in Sunday schools was not added to the 
database America’s Historical Newspapers until 2009, 
so a search before that date would have yielded a very 
incomplete sample (it may still be incomplete).  Some-
times there is no avoiding the use of old-fashioned 
methods.  In researching John Fallon’s stereopticon 
[The Magic Lantern Gazette 23 (3) (Fall 2011)], I once drove 

several hours to the somewhat down-at-heels industrial city 

of Lawrence, Massachusetts, to find in the public library obi-

tuaries of Fallon on microfilms of his home-town newspa-

pers.  It took most of a day, but I found what I was looking 

for. Anyone who has had similar experiences in their research 

will enjoy reading Bottomore’s article. 
 

Phillip Roberts.  2016.  Building media history from frag-

ments: A material history of Philip Carpenter’s manufac-

turing practice.  Early Popular Visual Culture 14:319-339. 

 

Several articles in this issue relate even more directly to mag-

ic lanterns. For example, Phillip Roberts emphasizes the im-

portance of collections of physical objects such as magic lan-

terns and slides for magic lantern research.  In conducting 

research on the important British lantern manufacturer Philip 

Carpenter, he has had access to collections of Carpenter ma-

terial in several British museums, as well as a full range of 

scholarly resources and archives.  He notes that much of the 

early research on magic lantern history was done by private 

collectors, many associated with the two major Magic Lan-

tern  Societies.  Often the subjects of such research were dic-

tated by what materials were particularly common or interest-

ing in collections.  However, many private collections are not 

permanent, and their contents are not widely known.  Many 

collectors are not active scholars, and many scholars have no 

collections at all.  Hence the focus of this special issue on the 

importance of preserving such material in publically available 

locations.  Much of the article focuses on his own remarkably 

fine-scale research on Carpenter and his place in the mass  

production of magic lanterns. He envisions this type of re-

search expanding outward to contribute to the history of me-

dia, entertainment, manufacturing, and other aspects of cul-

tural history. 

The remainder of this special issue of the journal con-
tains other articles about research in magic lantern 
and cinema history, including Stephen Herbert on the 
life and death of the Museum of the Moving Image in 
London; Frank Gray on the resources and programs 
of Screen Archive Southeast; and Deac Rossell on the 
use of surviving artefacts in early cinema research. 
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Jonathan Potter.  2016.  The stereoscope and 
popular fiction: imagination and narrative in 
the Victorian home.  Journal of Victorian 
Culture 21:346-362. 
 

Jonathan Potter explores the role of the stereoscope 
in Victorian culture, especially as it affected the psy-
chology of perception and the relationship between 
reality and fantasy.  Hand-held stereoscopes de-
signed for individual viewing were the virtual reality 
devices of the Victorian era, both in the United States 
and Britain.  The stereoscope, which was nearly om-
nipresent in middle class Victorian homes, allowed 
viewers to imagine they were viewing actual solid, 
three-dimensional objects by combining two ordinary 
flat photographs.  In an era flooded with visual me-
dia, including illustrated books and periodicals, pho-
tographs, even magic lantern slides, the stereoscope 
stood out for its realistic depiction of objects, people, 
and places.  When the stereopticon was first intro-
duced by that name in the 1860s, audiences imagined 
that the projected images of sculpture and other ob-
jects actually appeared three-dimensional, no  doubt 
influenced by previous experience with the stereo-
scope.  Scientists and others published articles in the 
early 1860s explaining that this apparent three-
dimensionality of projected images was simply an 
illusion created by brightly lit images that seemed to 
pop out of a screen against a dark background. 
 

Writings in Victorian periodicals, both descriptive 
accounts of the stereoscope, and short fictional sto-
ries, were greatly influenced by the perceptual experi-
ence of the stereoscope.  Writers used the stereoscope 
to describe experiences of the imagination, dreams, 
memories, and fantasies.  The author points out that 
the private viewing of stereoscopic views normally 
was not accompanied by a fixed narration, as would 
have been the case with a magic lantern show or lec-
ture, thereby allowing the imagination of the viewer 
to run free.  He gives a number of examples of largely 
forgotten short stories from various periodicals in 
which the stereoscope plays a central role.  One melo-
dramatic story from the Ladies Cabinet of Fashion 
combines references to both the stereoscope and the 
magic lantern.  Before a young sailor named James 
leaves his fiancée Alice to go to sea, he views a stereo-
scopic image of her and exclaims over the realistic 
depiction of Alice, an image that will keep his 
memory of her alive when he is away.  At the end of 
the  story, there is a magic lantern show at a birthday 
party at the home of Alice’s parents.  Just as a family 
friend is about to inform Alice of the possible wreck 
of James’s ship, the lanternist inserts a brightly lit 
and rather ghostly image of James in the middle of a 
show dominated by ghost stories.  Alice collapses in 
horror, but James survives and eventually returns, 
only to find Alice dead. 

 
Kristen Treen.  2016.  Stereopticon, pp. 35-51.  
In: Sean Pryor and David Trotter, eds.  Writing, 
Medium, Machine.  Modern Technographies.  
Open Humanities Press, London.  http//
www.openhumanitiespress.org/books/titles/
writing-medium-machine/. 
 
The placement of this interesting chapter in a fairly ob-
scure book among an eclectic collection of other chap-
ters on a variety of topics may limit its readership, alt-
hough fortunately the book is freely available online.  
The chapter deals mainly with the early history of the 
stereopticon in America, but also discusses how writers 
both well-known and obscure dealt with the stereopti-
con descriptively and metaphorically.  The narrative 
begins with the use of the stereopticon in  mental hospi-
tals in the 1850s and 1860s as a means of educating, 
entertaining, and treating patients.  This use of the ste-
reopticon was started by a collaboration between Dr. 
Thomas Kirkbride of the Pennsylvania Hospital for the 
Insane and the Langenheim brothers, who developed 
the process of producing positive photographic images 
on glass for projection onto  a screen.  Dr. Kirkbride’s 
Moral Treatment of the insane was widely adopted in 
other asylums.  Psychiatrists in the 19th century be-
lieved that insanity resulted from gaps in trains of 
thought in the brain, or incorrect joining together of 
disparate ideas.  The stereopticon was widely viewed as 
an instrument to provide a coherent narrative that 
bridged the gaps in a troubled mind.  This effect was 
enhanced by the realism that resulted from great mag-
nification of photographic images on the screen, and 
further enhanced by the seamless transition between 
images made possible by a biunial dissolving stereopti-
con.  
 
The second part of this chapter deals with ways that 
writers engaged with the two essential traits of the ste-
reopticon, magnification of images and dissolving ef-
fects.  These writers include anonymous journalists who 
wrote descriptive pieces on stereopticon shows for 
newspapers and other periodicals, as well as named, but 
often obscure, writers of short stories in the same sorts 
of periodicals.  In the early days of traveling stereopti-
con shows, including the tours of John Fallon’s original 
stereopticon, reviews emphasized the scientific advanc-
es incorporated into the stereopticon and the true-to-
life images it produced, rather than  the content of the 
shows.  The author cites one anonymously written story, 
“An Infusional Romance,” that described the adventures 
of microscopic organisms as projected by the magic lan-
tern.  The author also describes the dream-like impres-
sions created by dissolving views, both in factual de-
scriptions of dissolving view exhibitions and as a liter-
ary metaphor in which ever-changing dissolving views 
were compared to the changing scenes in dreams and 
reveries. 
 



Color versions of Fig. 1 (top) and Fig. 3 (bottom) from “Anaglyph Lantern 

Slides.” 
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Above: 1885/86 Catalog of Dutch lantern slide producer and reseller Merkel-

bach & Co.      Stadsarchief Amsterdam [Archive of the Municipality of Amsterdam] 

 

Front Cover:  First slide of the set “Quer durch Holland.”   

      EYE Film Institute Netherlands.  
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