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STEREO ADVERTISING 
Manufacturers of stereo cameras, views and viewers of 

the 19th century seldom went for artsy or subtle logos on 
their letterheads or envelopes. They often used bold illustra- 
tions of their products-as illustrated by these two letters 
sent in 1898 and 1899. These are fine examples of 
"crossover" collectables-items that would delight stereo 
collectors, stamp collectors (they call these "covers") and 
advertising art collectors. 

NSA member J. Fred Rodriguez found these gems a cou- 
ple of years ago in a large collection of American illustrated 
covers. Those who might have similar items of stereo in- 
terest (especially from the smaller publishers and manufac- 
turers) are invited to share them with STEREO WORLD 
readers. 

After 5 dnys, return 

WILLIAM E. BE, 
nslrrERAsklukneals' 

81 3lz11n St., I%KOCKTON 

Ikli~nted 1 kt. IStb. LME6. 
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A COLOR ISSUE OF S.W.? 

Editor's View 

THE REASON OF RENEWAL 
If you've found absolutely nothing of interest in the past 6 

issues of STEREO WORLD, then by all means ignore that 
renewal notice you found in the mail in December. On the 
other hand, if you found anything that was useful, interesting 
or even mildly diverting, dig out that notice and get it in the 
mail because there will be more of everything packed into the 
1986 issues! To go into more detail now, and to do justice to 
the many fine articles and research projects in the works, 
would require more space than is reasonable for any editorial. 
(You'll just have to RENEW and enjoy!) 

Notice that basic dues have not gone up. This is thanks to 
the many generous members who have donated over $4000 to 
the support of the NSA in the past year. This means we can 
keep up with rising publishing costs as well as the expenses of 
the Holmes Library, regional activities and some research aid. 

In case you didn't get it, the subtle hint hidden in the above 
paragraph is that the NSA will need the same kind of support 
again in 1986. Your taxdeductible contributions (any size, any 
time) are most welcome and helpful. 

PUBLICITY DEPT. 
Our thanks go to the publishers of two big circulation 

mail-order catalogs for their help in telling the world about 
STEREO WORLD. Harvey Zucker and Gene Bourne an- 
nounced the mailing of their fall A PHOTOGRAPHERS 
PLACE BARGAIN BOOK CATALOG to NSA members 
in a paragraph on the contents page of that catalog. It 
describes the purpose of the NSA, gives the address, and 
mentions STEREO WORLD as, "...what must be con- 
sidered one of the best periodicals emanating from a 
photographicihistorical organization in this country.. . . we 
sometimes get the feeling that if there's anything you might 
want to know about stereo photography, past, present or 
future, you'll learn about it from STEREO WORLD." 

Susan Pinsky and David Starkman included a half page ad 
for STEREO WORLD in their 1986 REEL 3-D ENTERPRISES 
CATALOG. The catalog goes to over 5,500 users of 3-D 
material and equipment, and the ad should give a fair number 
of them a better idea of the range of subjects covered by 
STEREO WORLD and the helpful, interesting reading it can 
provide. 

Remember, even if you don't publish a big catalog you can 
help spread the word of our existence to potential members by 
arranging to place a few NSA membership folders in flea 
markets, photo shows, camera stores, antique shops, etc. Just 
order a dozen or so from the NSA office and keep them han- 
dy in your car. 

Response to our request for pledges to finance a possible 
color issue of STEREO WORLD has been slow but steady. 
As explained in "Editor's View", Nov. /Dec. '85, any expen- 
diture on color preparation and printing would depend 
completely on a separate pledge drive for that project. 
Quality of regular coverage would not be cut in order to in- 
clude the color pages, and planning would only proceed 
when pledges amounting to the cost of a color section have 
been received. The total additional cost of an eight page col- 
or section plus color covers would come to about $7000., 
including preparation expenses. 

There is plenty of fascinating material (both historic and 
modem) in need of color illustration. For details, check back 
to last issue's Editor's View and if you're interested, please 
send only a pledge (no money yet) to STEREO WORLD 

Color Dept., 5610 SE 71st, Portland, OR 97206. 
-John Dennis 

A NEW MAGAZINE FOR 
AN OLD CONCEPT 

A new publication called PINHOLE JOURNAL has been 
launched by the Pinhole Resource-a non-profit research 
library and photographic archive for pinhole art and 
science. 

Pinhole cameras of various configurations have been us- 
ed since the beginning of photography for scientific, artistic 
and educational purposes. Today they are used in 
astronomy, fusion energy research and nuclear medicine as 
well as by photographers exploring the unique abilities of 
pinhole cameras in combination with modem fast films and 
color materials. 

PINHOLE JOURNAL will be printed in duotone and col- 
or and will cover all aspects of pinhole photography- 
scientific and artistic, old and new. Stereo pinhole images 
will be covered, along with articles on such things as pinhole 
video, pinhole eclipse studies, underwater pinhole, pinhole 
in contemporary art, etc. The magazine will be issued three 
times a year at a subscription rate of $32.50 a year. For in- 
formation write; PINHOLE JOURNAL, Star Route 15 Box 
1655, San Lorenzo, NM 88057. 



Comment 
A LIZARD IN THE CASTLE 

In doing research for the Academy of Natural Sciences, 
Philadelphia, in connection with a plaster cast of their 
specimen of Hadrosaurus foulkii that used to be on exhibit 
here at the Smithsonian, we stumbled across Richard C. 
Ryder's article in your magazine. We were flabbergasted to 
learn that our mount of the "Kangaroo Lizard had once 
stood in the Great Hall of the Smithsonian Castle, prior to 
its being moved into the Arts and Industries Building 
sometime in 1881. 

Raymond T. Rye I1 
Museum Specialist 
Department of Paleobiology 
National Museum of 

Natural History 
Smithsonian Institution 

A 3-D BODY SEARCH 
An article appeared in the Nov./Dec. issue of 

AMERICANA Magazine on 'The Sampler" page concern- 
ing a gift of 250 human anatomy stereo views given last year 
to the University of Minnesota. Dr. Joseph Leppi, head of 
the biomedical department, pronounced the old views an 
improvement over the flat color slides, video tapes and text 
book images currently in use. He wants to introduce the 
stereographs into classes as a teaching aid, saying, "The 
human body hasn't changed in ninety years . . . With these 
stereoscopic slides, students get a better understanding of 
the relationship of front to back and side to side." 

Before he can use the views in classes next fall, Dr. Leppi 
needs to locate more views and viewers, and would 
welcome any contributions of such material and equipment 
to the cause of modem medicine. Contact Dr. Joseph Lep- 
pi, Biomedical Department, University of Minnesota, Min- 
neapolis, MN. 

Thanks to 
G. Robert Salvi, 
Somerville, MA 

Events 
Feb. 22 

NSA WESTERN REGIONAL MEETING, Saturday, 
7:30 p.m.; held in conjunction with San Jose Photofair (see 
below). Stereo program-Show & Tell-Refreshments. For 
further info, contact Lou Smaus 415-941-0453. 

Feb. 22-23 
Tenth Annual Photofair, Gateway Hall, Santa Clara 

County Fairgrounds, San Jose, CA. Call Dave Cox, 
408-923-6770. 

Feb. 22-23 
Wichita's 9th Annual Antique & Classic Photographic 

Trade Fair, Exhibit & Sale, Rodeway Inn, 221 E. Kellog, 
Wichita, KS. Contact Photo Trade Fair, PO Box 16214, 
Wichita, KS 67216. Call 316-265-0393. 

Feb. 23 
Tenth Camera Show & Sale, sponsored by the Michigan 

Museum of Photography. Holiday Inn West, 2900 Jackson 
Rd., Ann Arbor, MI. Contact Sam Vinegar, 20219 Mack 
Ave., Grosse Pointe Woods, MI 48236. Call 313-884-2242. 

Mar. 2 
Lansing's 7th Photo Trade Fair, Lansing Civic Center, 505 

W. Allegan, Lansing, MI. Sponsored by Michigan Museum 
of Photography. Contact Sam Vinegar, 20219 Mack Ave., 
Grosse Pointe Woods, MI 48236. Call 313-884-2242. 

Mar. 9 
Third Annual D.C. Antique Photo Show. Hyatt Regen- 

cy Crystal City (Ballrooms E&F) 2799 Jefferson Davis 
Hwy., Arlington, VA. Contact Russell Norton, PO Box 
1070, New Haven, CT 06504. Call 203-562-7800. 

Mar. 15-16 
Photographic Collectors of Houston Camera & Image 

Show & Sale. Holiday Inn, 2712 SW Freeway at Kirby Dr., 
Houston, TX. Contact Leonard Hart c/o The Heights 
Gallery, 1613 Oxford St., Houston, TX 77008. Call 
713-868-9606. 

Mar. 16 
Indianapolis Area Photorama USA. Indianapolis Ar- 

mory, 3912 W. Minnesota, Indianapolis, IN. Contact Sam 
Vinegar, 20219 Mack Ave., Grosse Pointe Woods, MI 
48236. Call 313-884-2242. 

Mar. 23 
Cleveland Area Photorama USA. Holiday Inn, 15471 

Royalton Rd., Strongville, OH. Contact Sam Vinegar, 
20219 Mack Ave., Grosse Pointe Woods, MI 48236. Call 
313-884-2242. 

Mar. 22-23 
Third Annual Omaha Camera Show. Sokol Hall, 13th & 

Martha, Omaha, NE. Call 402-558-9473 days, 402-453-4065 
eves. 

Apr. 6 
Chicago Photographic Collectors Society Trade Fair. 

Ramada O'Hare, 6600 N. Manneheim Rd., Rosemont, IL. 
Write to CPCS, PO Box 375, Winnetka, IL 60093. 

Apr. 12-13 
Detroit Area Photorama USA. Dearborn Civic Center, 

15801 Michigan Ave., Dearborn, MI. Contact Sam 
Vinegar, 20219 Mack Ave., Grosse Pointe Woods, MI 
48236. Call 313-884-2242. 

Apr. 19-20 
The Boston Show. 25th Show sponsored by the 

Photographic Historical Society of New England at the 
Armenian Cultural Center, 47 Nichols Ave., Watertown, 
MA. Contact PHSNE c/o David Berenson, 32 Colwell 
Ave., Brighton, MA 02135. Call 617-254-1565 eves. 

May 31-June 1 
Ohio Camera Collectors Society Annual Camera Show. 

Sinclair Plaza, 1-71 at Morse Rd., Columbus, OH. Contact 
OCCS, PO Box 282, Columbus, OH 43216. 

June 27-28-29 
NSA 1986 CONVENTION AND TRADE FAIR, Univer- 

sity of California at Riverside. SEE "CONVENTION 
PREVIEW" IN THIS ISSUE. 
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by Norman B. Patterson 

' ;":\, 
The war between the states was over. That had been dominated) by a new kind of feminine allure, the appeal, at b&-. realism, more than enough realism for a lifetime, as far as least for men, was overwhelming. It is probably also true 

$.#/ . ' many had been concerned. But even when it was over, it that many least affected by the war (or who profited from 
wasn't over. The President of the United States was shot to it) were in New York City with excess money in their 
death in a meaningless and mindless act while he was watch- pockets to spend on overpriced theater tickets. Traditional 
ing a performance o f  Our American Cousin at Ford's drama lovers at the few theaters that held out from the trend 
Theater in Washington, D. C. For those who still wanted must have felt as lonely as TV's Maytag repairman purports 
realism in the theater, it's hard to top that. To make it worse, to be. In any event, for awhile at least, the payingpublic had 
the assassin was a handsome and talented, if erratic, had enough of serious matters in the theater. 
member of one of the county'sforemost actingfamilies and When it began it was partly by chance. A n  unlikely set 
the brother of the most celebrated American actor of the of circumstances, opportunistic thinking, and a financial 
nineteenth century. Perhaps it is no wonder that the public gamble set a course that few might have forseen. But, it led 
began to support fluff over substance in the competition for to millions of dollars in revenue and some very interesting 
their entertainment dollars. Anyway, that is what came to new personalities. Maybe it was not art, but it was fun. 
pass, and when that fluff was embellished (and even 
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Emily Rig1 danced in the original cast of "The Black Crook" in 
1866. Thzs versatile performer was then a slip of a girl who seemed 
to be all arms but very pretty. Some were shocked (but others ww ,- 
pleased) by  her 12-inch skirt in "Humpty Dumpty". She later 
came to beconsidered one of the best actresses on the stage. (All 
stereographs from the author's collection.) 

THE BURLESQUE VIEWS 
In one way the timing was fortuitous in that it occurred 

during a relatively brief period when stereo portraits were 
recorded of most of the theatrical personalities appearing in 
major New York theaters. 

Some card stereographs dating from the 1850's of 
theatrical artists are known. Espedally European issues, but 
the main thrust for commercially available celebrity views 
came in the 1860's and 1870's. In the early sixties E. & H. T. 
Anthony & Co. released a series covering the more notable 
stars of the stage among many other famous people. Dar- 
rah, in his book The World ofstereographs, says there were 
almost 75 theatrical people included. If so I can verify about 
a quarter of them in my collection including Edwin Booth, 
Adelaide Ristori, Clara Jennings, and other headliners. J. 
Gurney & Son issued many fine stereo portraits in the late 
1860's and early 1870's. Napoleon Sarony supplied such 
stereo views in the 1870's as did Howell and others to a lesser 
extent. The hazy history of all this gives rise to many 
unanswered questions regarding the details of distribution 
and financial arrangements in the commercial aspects of 
these celebrity views. I will offer a brief summary of 
Sarony's operation for whatever insight it may give. 

Napoleon Sarony first opened a studio in New York at 
680 Broadway in 1866. He was initially an artist, first in 
lithography and later in cartooning. His abilities as an il- 
lustrator have been described as average but his decision to 
go into photography seems to have been based more on 
financial promise than hope for artistic acclaim. As it hap- 
pened he was very successful both as a photographer and 
as an entrepreneur in the commercial aspects of the picture 
business. 

Theatrical photographer Napoleon Sarony poses in the uniform 
of a "Count Harmoncours". Both Sarony and his wife liked to ap- 
pear in public in elaborate costumes, often rented for the day. He 
was barely 5 feet tall, and the name Napoleon seems more than 
fitting. 



The ~rincipie of charging a fee for sitting for photographs 
for commercial distribution was established by Charles 
Dickens in 1867 or thereabouts. Mr. Dickens' attitude had 
understandably become hardened as a popular writer in a 
time lacking copyright laws. Sarony understood this and 
paid well for the exclusive rights to photograph well known 
celebrities. It is said that he literally broke into Lillie 
Langtry's quarters after her arrival in America. The 'Jersey 
Lily' was alarmed by this strange little man but was $5000 
richer after the meeting. Sarony had beaten the competition 
in obtaining exclusive rights to photograph this most 
famous mistress of the Prince of Wales. He made plates of 
40 poses of Lillie at the first sitting and about 50 more at a 
later date. She was very vain and hard to please. I have a 
cabinet card of Mrs. Langtry with a very appealing Sarony 
portrait of her, and a blatant ad for an insurance company 
on the reverse. Napoleon had many ways of getting his 
money back. 

Business was so good that in 1871 Sarony rented a whole 
building at 37 Union Square, sort of in the center of the 
theatrical activity. He paid $8000 per year rental. First floor 
showcase windows drew crowds to see the latest pictures of 
their matinee idols. Many lesser lights signed away rights to 
their images on the chance that publicity would advance 
their careers, and sometimes it did. Hopeful young ingenues 
counting their pennies could obtain enough prints to meet 
their portfolio needs by waiving rights to the pictures. It 
seemed to work out for everyone. 

One could buy celebrity pictures at retail at the Union 
Square gallery but most were probably distributed 
wholesale through salesmen who sent them wherever there 
was a customer . . . at theaters, hotels, newsstands, or even 
mail order. Stereoviews and CDVs were included as well as 
Sarony's specialty, the cabinet photograph, but by 1880 
new stereos had pretty well passed from the scene as the 
cabinet card reigned supreme. This to the chagrin of stereo 
lovers who would also like to admire in 3-D the great 
beauties of the 80's such as Mary Anderson, Lillie Langtry, 
and Lillian Russell, and matinee idols like Jack Drew and 

Maurice Barrymore. 
Entering Sarony's Union Square establishment, one was 

carried to the top floor by a sluggish elevator. A garish 
reception room was filled with props topped by a stuffed 
crocodile which hung from the ceiling. The rooftop studio 
had many skylights and windows with associated curtains 
to adjust and control the natural lighting. Photographic 
purists may not approve of Sarony. He did not operate the 
camera. He posed the subject and arranged the lighting. His 
cameraman was Benjamin Richardson who needed little in- 
struction in order to give the master what he wanted once 
Sarony had set the scene and pose. Neither did Sarony dir- 
ty his hands with darkroom work. He considered himself 
an artist but he didn't consider photography his medium in 
that respect. Yet that is what endures. When he died in 1896, 
in his studio there were over 40,000 negatives of theatrical - 
Dersonaaes which had accumulated over thirtv vears. He - . - 
really was unique in his time in every way. He was 
SARONY. 

Identifying and dating stereographs of 19th century 
theatrical people presents many hazards and pitfalls. Only 
a few have imprinted names on the cards and they are the 
most easily identified. A substantial fraction, perhaps one- 
third or more. have no identification on the card at all. Most 
of the rest weie identified in pencil on the reverse, often with 
last name only. Some are misspelled or phonetically spell- 
ed in a scribbled handwriting that is difficult to read at best. 
The penciled writing may have mostly rubbed away in more 
than a centurv of existence. Usuallv the ~enciled identifica- 
tion is correct but just enough errors occurred to turn on the 
caution light. Sometimes views were pirated and 
unauthorized copies (usually degraded) were released by 
fly-by-night operators. Apparently negatives were also sold 
or loaned by Sarony and others. Gurney released views of 
English performers well before they arrived in the United 

Two of the dancers from the ballet corps o f  "The Black Crook". 
It opened Sept. 12,1866 and completed 475 performances in its 
first run. Nearly everyone in the production was stereographed, 
but many are unidentified as in this C .  W. Woodward view #1546. 



J.W. Blaisdell played the evil Count Wolfenstein in the original 
cast of "The Black Crook"at Niblo's Gardens in 1866. E.OH. T.  
Anthony's Prominent Portraits series, No. 2935. 

States indicating that the negatives were imported. These do 
not carry the usual legend "Photographed and Published by 
J. Gurney & Son" but do carry a simple copyright notice. 
Sometimes cards imprinted for one purpose were used up 
on another unrelated subject. A knowledge of the 19th cen- 
tury theater and how to find obscure information (assum- 
ing it exists) about little known people is most helpful. 

Although in no way pornographic, pictures of performers 
in tights or other burlesque costumes were indeed risque in 
their day and would not have been found in the Victorian 

Marietta Bonfanti a premier dancer starring in the original casts 
of "The Black Crook"and "The White Fawnt'in 1866 and 1868. 

parlor, considering the sexually repressed attitudes which 
then set the norm in acceptable behavior. They were for 
private viewing and a lot of snickering could be expected. 
The less sophisticated, rural, non-metropolitan initiates 
were bowled over on first seeing such photographs. Risque 
was pornographic in the sense that the suggestion was 
equivalent to the act when such material was rarely seen. 

Headliners were often not pictured in their burlesque 
costumes but instead in sedate poses, possibly to avoid the 
aforementioned connotations. More revealing pictures were 
issued (some are shown here) but these often featured secon- 
dary players. A picture of a woman in tights in 1870 was, 
in the context of those times, roughly equivalent in erotic 
content to a Playboy centerfold today . . . and not nearly 
so available. Of course, stronger stuff did exist but was 
strictly underground and would not carry the imprint of any 
respectable photographer. 

i? 
h li- 



THE BLACK CROOK 
New York producers Jarrett and Palmer, in the spring of 

1866, intended putting on the ballet, La Biche a u  Bois, at the 
Academy of Music. For this purpose they had imported 
from Europe an entire ballet troupe and a large amount of 
innovative scenery. Only the Academy was adequate to 
handle the production. It was a very ambitious project and 
beyond anything done before in ballet in America. On May 
22nd the theater burned down, stranding the artists both 
physically and financially before the show ever opened. 
William Wheatly, manager of Niblo's Gardens, decided to 
take a chance and incorporate both human and mechanical 
elements of the ballet troupe into a melodrama written by 
Charles M. Barras calIed The Black Crook  for which he had 
acquired the rights. This required great ingenuity and a 
complete rebuilding of the Niblo's Gardens stage to make 
full use of the imported equipment. According to The New 
York Times, "Such a stage was never seen in this country 
before. Every board slides on grooves and can be taken up, 
pushed down or slid out at will. The entire stage can be 
taken away; traps can be introduced at any part at any time, 
and the depth of the cellar below renders the sinking of en- 
tire scenes a matter of simple machinery." 

The preproduction costs of The Black Crook mushroom- 
ed to $25,400 (a huge sum in those days) by opening night, 
setting Wheatly some distance out on the proverbial limb. 
The author, Mr. Barras, took a single prepayment of $1500 
for the entire run, regardless of its length, and assumed no 
financial responsibility in the production (an option he may 
have come to regret). 

The spectacular opened on September 12th and by that 
time Barras' original script was barely discernable in the 
result, which had effectively become the first of the great 

Broadway musicals. The success of The Black C r o o k  was 
immediate and far beyond any precedent. It ran for 475 per- 
formances and grossed about $1,100,000 in its first run. 
Many changes in personnel and specialty acts occurred dur- 
ing that run, keeping it ever fresh. At least three long run- 
ning revivals were produced in the decade that followed. Its 
influence was far-reaching and in fact is still with us. The 
roads that led to The Ziegfeld Follies, all of the modern 
Broadway musicals, the Rockettes, and for that matter 
Gypsy Rose Lee and O h !  Calcutta! all passed through The 
Black C r o o k .  This without mentioning the immense debt 
owed to the Crook by movies and TV. 

The story line of the show was about as thin as the plot 
in a 1930s Busby Berkeley movie musical. It was a gossamer 
base completely enveloped in spectacular stage effects and, 
for those days, daring and sensual displays of feminine 
anatomy, especially a stage full of dancing legs in tights, 
which overpowered the mostly male audiences. 

The plot involved sorcery, demonism, and wickedness. 
Hertzog, the Black Crook, was a deformed and ill-natured 
but very learned alchemist. Desperate for immortality, he 
made a pact with the play's version of Satan to deliver to 
perdition one human soul for each year of life granted to 
him. The account had to be settled on the last day of each 
year before the clock struck midnight. The hero, Rodolphe, 
a poor painter, was in love with Amina, a rural beauty. The 
evil Count Wolfenstein saw her and invoked his feudal 
power to take her for himself. Rodolphe was locked in a 
dungeon. The Black Crook, searching for a soul to make his 
payment on the next new year, focused his attention on the 
vulnerable Rodolphe. He visited him and'tricked him into 
searching for a cave of gold in the forest. O n  the way 
Rodol~he saved a dove from a snake, the said dove turninn 
out to be Stalacta, the fairy Queen of the Golden Realm. ~h:  

Rita Sangalli, premier dancer (one of three) in the original cast of in the and aided Rodolphe. In 
f f ~ h e  glack crook , ,  in 1866 and starring dancer in , , H ~ ~ ~ ~ ~  the Count was run through in a sword fight, Amina was 
Dumpty" in 1868. Her skill is demonstrated here b y  holding a rescued and mamed to Rodolphe, and the Black Crook just- 
toestand in a time exposure for theslow wet plate process. Card ly was sent to the devil in place of his intended victim. SO 
has no publisher or other ID, and was possibly made in France. much for the story line. 



One of the pantomimists in the 1868 production of "The White 
Fawn". The musical ran for more than 150 performances at 
Niblo's Gardens. This Gurney view does not identify the 
performer. 

I'. . . the beautifulgirl dancers are clad in close-fitting 
flesh colored silk 'tightsJ and as little else as the law 
will permit. " 

-Actress Olive Logan commenting 
on "The Black CrookJ' 

The original cast included eighteen featured players, three 
premier and nine solo dancers, sixty-two ballerinas, and 
thirty-five children. The initial performance began at 7:45 
P.M. and the theater cleared at 1:50 A.M. The principal 
dancers were Marietta Bonfanti, Rita Sangalli, and Betty 
Rigl. David Costa was the ballet master and the music was 
written by Thomas Baker. William Wheatly and Leon Vin- 
cent directed the production and Harvey Dodworth con- 
ducted the orchestra. 

The exceedingly graceful Marietta Bonfanti, an Italian, 

"The spiciest thing was seeing a woman in tights. As 
in 'The Black Crook' they were considered a terrible 
thing. " 

-Lew Weber 
of Weber & Fields 

Mlle. Braun, one o f  the dancers in the Viennese Ballet Troupe im- 
ported for the extravaganza "The White Fawn". They introduced 
the Can-can to New York City, though probably not in this 
costume. 1868 view by 1. Gurney O Son. 



had been brought over from the Grand Opera Paris and was 
the premier danseuse. Although appearkg in a New York 
music hall and not in an opera house, the ballet was the most 
complete troupe of its kind to have performed in the United 
states. Just about everyone in the troupe was stereograph- 
ed in studio, the views being sold in original or copy issues 
for many years as The Black Crook Series. They remain to- 
day cherished collector items. 

At the conclusion of the second act at 10:45 P.M. (3 hours 
into the show) the audience had just witnessed the ballet suc- 
cess of the night, the Pas de Demons, and three curtain calls 
were require;. Rita Sangalli and the full ballet performed as 
the Demonese who, it seemed to the audience, wore no 
clothes to speak of and disported themselves so well as to 
draw thunderous applause. Mlle. Sangalli was also original- 
ly from Italy but more recently had danced at the Grand 
Opera Berlin and Her Majesty's Theater London. She was 
a very skilled artist. The other premier danseuse, Mlle. Betty 
Rigl, was from the Grand Opera Paris. Her sister Emily Rigl 
also was in the show. Although Betty was the more 
celebrated dancer at this time, it was Emily who was to pro- 
ve more versatile as singer, dancer, and actress in years to 
come. In addition to the dancers and the sensuous allure of 
the multitude of legs, the audience was enchanted by the 
complicated fairyland scenery and special effects which 
were awe inspiring at the climaxes. Drama was not a factor 
that night or for the run of the show. 

Then as now, show business was prone to copycatism 
and follow-the-leader. What happened at Niblo's Garden 
was not lost on many other managers who had been follow- 
ing the saga of the stranded ballet troupe with increasing in- 
terest. Especially, they noticed the newly revealed fascina- 
tion with the feminine form, properly or improperly 

G.L. Fox as Clown in the extravaganza "Humpty Dumpty"which 
opened at the Olympic Theater in 1868. Fox created the part and 
played it 1,268 times in New York (no one knows how many times 
elsewhere). This Sarony view is on a black mount with DARK red 
logo and address at the edges. 

displayed. If that was what the ticket buyers wanted, that 
is what they would try to give them. But spectacular shows 
like the Black Crook were very expensive and good premier 
dancers were in short supply, even worldwide. Dance 
historians tell us that this was an especially dreary period for 
them. Something new was needed but whatever it was, it 
was likely to be done in tights. In the meantime, extravagan- 
zas were in vogue and were further exploited. 

Two weeks after the Crook completed its first run early 
in January 1868, Wheatly and Jarrett & Palmer combined 
efforts on another super production at Niblo's Gardens call- 
ed The White Fawn. Of the plot it is more than enough to - 
know that a princess is transformed into a white fawn by 
day and becomes a woman again at night. Marie Bonfanti 
remained as first among the ballerinas, but a high point was 
the importation from Europe by Jarret & Palmer of the 
Viennese Ballet Troupe who introduced the Can-Can to 
New York City. Audiences must have been a hardy lot in 
those days. On opening night the second act curtain went 
up at six minutes to midnight and the audience was dismiss- 
ed just short of 2 A.M. when equipment trouble made it im- 
possible to carry out a grand finale. Things were much bet- 
ter a few days later when everything began to work and the 
final curtain had dropped by a quarter past eleven. No one 
really seemed to be complaining. The White Fawn was 
presented more than 150 times before closing. 

A couple of months later the competition began to get its 
act together, literally, and Humpty Dumpty opened at Mrs. 
John Woods' Olympic Theater. It used 60 persons in seven- 
teen scenes and had lured Rita Sangalli and both Emily and 
Betty Rigl away from Niblo's. It is interesting to note that 
Sangalli was paid $180 per week and the Rigl sisters received 
the same amount jointly. The entire ballet cost $943 per 
week. One might also note that a marshal1 at Dodge City 
was paid about $30 per month and a cavalry soldier only a 
small fraction of that. 

G. L. Fox, a master of pantomime, as Clown in Humpty 
Dumpty began an association with that part that was to 
span his remaining years. He played it many hundreds of 
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