INFORMATION TO USERS

This manuscript has been reproduced from the microfilm master. UMI films
the text directly from the original or copy submitted. Thus, some thesis and

dissertation copies are in typewriter face, while others may be from any type of
computer printer.

The quality of this reproduction is dependent upon the quality of the
copy submitted. Broken or indistinct print, colored or poor quality illustrations
and photographs, print bleedthrough, substandard margins, and improper
alignment can adversely affect reproduction.

in the unlikely event that the author did not send UMI a complete manuscript
and there are missing pages, these will be noted. Also, if unauthorized
copyright material had to be removed, a note will indicate the deletion.

Oversize materials (e.g., maps, drawings, charts) are reproduced by
sectioning the original, beginning at the upper left-hand corner and continuing
from left to right in equal sections with small overlaps.

Photographs included in the original manuscript have been reproduced
xerographically in this copy. Higher quality 6" x 9" black and white
photographic prints are available for any photographs or illustrations appearing
in this copy for an additional charge. Contact UMI directly to order.

ProQuest Information and Learning
300 North Zeeb Road, Ann Arbor, Ml 48106-1346 USA
800-521-0600

®

UMI






The Logistics and Finances of Touring in North America, 1900-1916

by
Anthony John Louie Vickery
B.A.. University of Victoria. 1992
M.A.. University of Toronto. 1993

A Dissertation Submitted in Partial Fulfillment of the
Requirements for the Degree of

DOCTOR OF PHILOSOPHY
in the Department of Theatre

We accept this dissertation as conforming
to the required standard

Dr. Jegnifer Wiseﬁuﬁer\v'isor (Department of Theatre)

Linda Hardy. Departmental Memggr(gepartlﬁjfm of Theatre)

—

Mt‘ﬁb‘&Wemeﬁ MemberBepartmient of Theatrg)

Dr. Anthon;MS. Outside Member (Department of English)

Dr. Barry Witham. External Examiner (School of Drama. University of Washington)

© Anthony John Louie Vickery. 2001
University of Victoria

All rights reserved. This dissertation may not be reproduced in whole or in part.
by photocopying or other means. without the permission of the author.



Abstract i

Abstract

Supervisor: Dr. Jennifer Wise

In the month of December. 1904. 420 theatre companies were “on the road™
in North America. This volume of touring was made possible only by the
centralisation of the commercial theatre business. a feat of organisation accomplished
by three partnerships that came to be collectively known as the Syndicate: Marc Klaw
and Abraham Erlanger: Charles Frohman and Al Hayman: and Sam Nixon-Nirdlinger
and Fred Zimmerman. These men. later in competition with the three Shubert
brothers. Lee, Sam S.. and J. J.. brought a "big business™ approach to management
into the theatre and employed it to reap considerable profits. My dissertation
explores the business organisation of these firms throughout the period 1900-1916.

The first two chapters of my dissertation provide a general context and
information on theatrical conditions up to the foundation of the Syndicate with
special emphasis on tours of North America. In the second chapter. [ pay special
attention to the makeup of the combination companies that ruled the road during
1900-16. My third chapter investigates the organization of the Shubert main office.
Included in this chapter are examinations of the various contracts the corporations
used to form and control their empires. My fourth chapter examines the road
companies. Topics [ cover in this chapter include company operations. route
changes. employment of backstage staff and company discipline. My final chapter
analyses business practices in road theatres with special emphasis on their
communications with the Shuberts or Syndicate. Since there were literally hundreds
of road theatres to choose from. [ selected circuits that conducted operations in
Canada as the basis for the chapter (circuits operated by Ambrose J. Small and
Corliss P. Walker). [ conclude my dissertation with a discussion of the road in the
late 1990s because many of the conditions of touring today are reflective of touring

in the early 1890s. The road at the end of the twentieth century is making a
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comeback in strikingly familiar ways.

Information for my dissertation comes primarily from documents in the
Shubert Archives. Many of the records there have never been analysed by academics
and they provided a fertile field for my investigation. Contemporary periodicals.
especially The New York Dramatic Mirror and Variety. also provide a great deal of
information on the period. Other sources consulted were the myriad biographies and
autobiographies performers and managers published during the era or shortly

thereafter.
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Note

Note

1. Shubert Archives Collections

The documents held by the Shubert Archives primarily cover business operations
after1906. While the archives hold some information on operations prior to 1906,
the volume of information is much less than is found on later dates. The majority
of the early information is contained in a series of letter copy books, while the
later dates are covered by volumes of letters. contracts and other materials.

2. Chapter Titles

Chapter titles are composed of words found in the Variery “Slanguage” dictionary.
Throughout its history, Variety magazine has used its own distinctive vocabulary
with many words that could only be understood by workers in the entertainment
industry. | have taken parts of this vocabulary and used them in my chapter titles.
The words I used are defined as follows:

Aud: audience.

Beantown: Boston.

Beertown: Milwaukee.

Boffo: good or excellent.

Ducats: tickets.

Gotham: New York City.

Legit: legitimate theatre or theatre in general.
Nuts: the weekly expenses of a production.
Socko: also good or excellent.

Sticks: areas outside the cities. rural areas.



Introduction
In the first week of December, 1904, 420 theatre companies were ““on the

road” in North America.' This figure does not include resident companies in the
theatres of New York, Chicago, San Francisco and other large cities. It also does not
include the numerous so-called “variety™ acts that also toured the legitimate theatres
of small towns.” The immense scale of commercial theatrical activity in the early part
of the twentieth century must rival or exceed the scope of theatrical endeavour in any
other era. Ultimately, the producers of this theatre were capitalists for whom the key
measure of success was monetary gain. In this. they were like other financiers and
businessmen of the era. However, their business practices had to be tempered by the
particular nature of their product. theatre. These producers were marketing
performers and entertainment, a radically different product from steel or railroad
service. Steel and transportation were essential products for the population of North
America; however, theatre was only one amusement choice among many. Vaudeville.
burlesque, circus, outdoor pursuits and moving pictures were all competing for
people’s disposable income and leisure hours. Therefore. theatre had to pay more
attention to consumer expectations and adopt a different business organization than
the producers of the staple products of the North American economy. The main focus
of my investigation is on how theatre producers ran their organizations at the turn of
the century. My examination of the logistical and financial aspects of the theatre
takes place on multiple levels: the producers and producing organizations: the
performing company on the road: and finally, the theatre buildings and organizations

in the remote corners of the continent. My investigation encompasses a wide variety
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of subjects ranging from the daily management of companies on the road to the
choice and optioning of plays and stars.

My reasons for investigating this subject are twofold. First is the popularity
and resulting proliferation of theatre at the turn of the century. While the volume of
theatrical activity was great. the amount of theatre scholarship on the period is
meagre. Among works published on the era there is a lack of financial information,
a deficiency caused by a general neglect of the commercial theatre of the time by
scholars because of its profit-motivated character. Secondly, touring theatre seemed
to be making something of a comeback in the tinal decade of the twentieth century,
and by understanding both its success at the beginning of the century and its rapid
decline thereafter. we may perhaps obtain a better understanding of why it has arisen
again.

There is a good deal of descriptive information available on the era. Many of
the prominent performers and managers left informative and interesting
autobiographies. Although all “facts™ presented in these works must be treated with
a healthy skepticism, they nonetheless present a good indication of the attitudes of
performers and managers at the turn of the century.

From 1896 until the second decade of the twentieth century. touring theatre
flourished in North America. [n fact. 1896 marks the formation ot the first large
theatrical business association ~ or in the argot of the time. “trust”™ — known as the
Syndicate. The founding of this organization marks the beginning of big business™

theatre. With the control of hundreds of touring companies and theatres falling under
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the direction of one organization, a true economy of scale was achieved by these
producers, allowing them to increase profits to a level heretofore unknown in the
history of theatre.

The ending date of my study is 1916. While this year does not mark the
definitive end of activity on the road, for touring continues to the present day. it does
provide a convenient stopping point for this study. By 1916, the number of
companies on the road had fallen off greatly from the peak in 1900-1903 and the
Shuberts had replaced the Syndicate as the dominant booking power on the road in
North America. Perhaps of more importance, the Syndicate. which had ushered in the
era of “big business™ theatre, was finally dissolved:

Thus ended the Syndicate. Organized in 1896 by six astute
business men. it was a dominant force in the history of the American
theatre for twenty years. For nearly fourteen of those years it enjoyed
a virtual monopoly in the theatre. Having successfully maintained its
monopoly in the face of several revolts against it, it finally lost its
compiete control of the theatre in America in 1910. as a result of the
Shuberts’ intensive campaign. From that time to the time of its
dissolution, the Syndicate was held in check by a faction which had
as much power as it had. Through the retirement of Hayman, the
dissolution of the Nixon-Zimmerman partnership. and the death of
Frohman, the Syndicate was managed entirely by Klaw and Erlanger.
its only remaining members. in the last year of its existence.

In the twenty years since its inception. theatrical conditions in
the United States had developed to the point where there was no
further possibility of a monopoly. The end of the Syndicate. like its
origin and growth. was simply another logical step in the
development of the American theatre. Thus. when its tourth

agreement expired on August 31, 1916. the Syndicate came to an
end.’

The years 1896 to 1916 were a time of great producers. star actors and legions

of now nameless men and women who provided entertainment for the ever
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expanding masses of North America. Entertainers travelled thousands of miles over
the Canadian and American railroad networks. In fact, without the interconnection
provided by the railways between most communities in North America, touring on
such an immense scale would never have been possible. Railways perhaps made the
most visible contribution to the proliferation of theatre at the turn of the century. But
there were many other forces that helped shape the expansion of theatre at this time.

For the first time, the urban population of the United States outnumbered its
rural population. While Canada by contrast remained largely rural in 1900. the ratio
of urban to rural population was fast approaching parity. The increased urbanisation
in both countries led to a set of particular circumstances that helped to foster the rise
of “the road.”

In general, city populations in Canada and the United States had more leisure
time on their hands after the turn of the century and were spending it in markedly
different ways from their parents and grandparents. Instead of passing their leisure
time relaxing at home, middle-class people. as well as the traditionally leisured upper
classes. were more likely to participate in the growing nightlife of the city. In this era
we see the rise of the “Lobster Palace.™ a restaurant for pre-theatre suppers and
after-theatre midnight dinners. and the cabaret. which provided a place for both
respectable men and women to mingle, see. be seen and listen to the new “Jass,” later
Jazz. and Ragtime music. These types of institutions had always existed for the upper
classes. led by Delmonico's in New York from 1848, but their numbers grew

exponentially at the turn of the century in all big cities.
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In addition to that growing nightlife, a host of other amusement options
became popular: nickelodeons, the great amusement parks such as the three on Coney
Island outside New York, vaudeville and burlesque theatres, and mass spectator
sports such as professional baseball, boxing and college football. In essence. the
population was looking for escapist pursuits. which might be best reflected in the
fourth line of the chorus of a popular song of the time, still sung today:

Take me out to the ball game

Take me out with the crowd.,

Buy me some peanuts and Cracker Jacks

[ don't care if | never never get back.

Let me root, root root for the home team

If they don't win it's a shame;

For it's one. two, three strikes you're out

At the old ball game.
This is Jack Norworth and Harry Von Tilzer's “Take Me Out to the Ballgame™
(1908), still sung at every ballpark in North America. Katie Casey. the protagonist
of the song, does not “care if" she “never never” gets “back™ to the everyday world
of toil, preferring to stay in the fantastic world of the Saturday ballpark. The need for
escapism, as exemplified in this song. certainly contributed to the rise of touring
theatre. For while not every community was big enough to have a professional
baseball team, prior to 1916. even communities as small as five thousand could have
a “Grand Opera House.™

In order to help serve this need for urban recreation. the “Theatrical

Syndicate™ was born. The Syndicate was a combination of three producing

partnerships based mainly in New York. At its height. the Syndicate controlled one
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hundred theatres and booked approximately five hundred more.® Syndicate members
pledged to play their attractions only in Syndicate-controlled theatres in any given
city. Their business techniques may be best characterised as questionable. With their
stranglehold on touring companies originating in New York — and most shows did
originate there throughout the period 1900-1916 — Syndicate members were able to
force non-Syndicate theatres to accept their attractions with very generous portions
of the profits flowing to Syndicate coffers. [ will discuss the Syndicate in detail in
Chapter Two.

The first two chapters of this work are concerned with the social and
historical context surrounding the economics of the theatre at the turn of the
twentieth century. The first chapter deals with events outside the theatre in both the
United States and Canada. However. most attention is given to the United States as
most theatre companies originated in New York City. Since theatre was a
predominately urban pastime, only cities and towns are considered. with little
attention paid to rural affairs. The pursuit of leisure in the period 1900-1916 receives
special attention due to its growth into a large industry.

Theatre companies were able to tour on an international scale because of the
proliferation of key technologies in the era. A key requirement for continent-wide
touring was the increasing complexity of the railroad netvork in North America. Of
course. at the turn of the century. railroads were by no means a new invention.
However, the use made of them by theatrical producers in turning theatre into an

industry. rather than a pastime. was an innovation.
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Chapter Two outlines the general development of theatre in the era.
Predominant in this chapter is the rise of the Syndicate and Shuberts as large
international theatrical concerns. Included with the story of the two great firms is a
discussion of the “combination” touring companies originating in the theatrical
centres of North America: San Francisco. Chicago and especially New York. The
conclusion of Chapter Two contains a discussion of the causes of the decline of the
road, well underway by 1916.

The last three chapters are the heart of the dissertation. These chapters
consider the logistics and finances of the road at three levels: the producing
organizations, the road companies. and the theatres on the road. or “road houses.”
The discussion at all three levels includes an examination of personnel, fixed and
variable expenses, route booking, communication. and the acquisition of talent and
properties, both plays and theatres.

Throughout this dissertation I have taken two separate approaches. The first
two chapters are written in a survey format. The information comes from
contemporary periodicals and primary documents as well as select modern secondary
sources. Information on the period is abundant and easily accessible: however. it
needs tailoring to fit the theatrical world. Chapters Three. Four and Five are
concerned with the interpretation of raw financial data and primary sources. This
material comes from contracts, account books, booking lists and journals as well as
trade periodicals such as the New York Dramatic Mirror and Variety. | concentrate

on the differential between profits and expenses and the percentage ot income spent
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on maintaining a given production. These chapters also include a comprehensive
study of how labour was hired, employed and paid during the period. While Chapter
Three and Four examine home office and road company operations continent wide,
Chapter Five examines theatres on the road by focussing on theatrical touring in
Canada during the era. And finally, I conclude with a brief comparative analysis of

the resurgence of touring activity at the end of the twentieth century.



Chapter 1

Chapter 1

The Aud Who Bought the Ducats:
The North American Context

Our national adolescence is passed and gone. We are entering
manhood and we must recognize and face its responsibilities, or pay
the penalty. A prudent man takes his bearings carefully. So should
a prudent people —entering, as we are now, over a threshold of a new
era that is to liberate moral forces of a power and insistence hitherto
unknown though not unsuspected; a century that is destined to bring
forth the unique outbursts, explosions. catastrophes and the
cataclysms of new birth.

He who has lived. alive. during the past fifty years. has viewed an
extraordinary drama.'

- Louis Sullivan. Kindergarten Chats (1924)

Life in America began on the farm and was continued in the small
city or town. In the eighties and nineties of the last century the
fathers and mothers of most families had been born in the country,
but we, who are the oldest generation now, prevailingly owe our
provenance to the town. It is the small town, the small city, that is
our heredity; we have made twentieth-century America from it....

Historians will blend the discordant mixture of urban, suburban. and
rural, which was the background of the nineteen-hundreds, into an
intelligible, if somewhat generalized. explanation of why we are what
we are today.

- Henry Seidel Canby. American Memoir
(1947)

Canada. in the twenty-five years between the election of Sir Wilfred
Laurier and the resignation of Sir Robert Borden. was a country being
transformed.’

- Ramsey Cook and Robert Craig Brown.
Canada: 1896-1921 (1974)
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Change pervades almost every aspect of the era stretching from the 1890s
until the First World War. North American society underwent an amazing
transformation in size, mores and demographics. Natural growth and immigration
expanded the populations of Canada and the United States and both countries
experienced the process of urbanization. To service the new cities. specialised
classes and occupations emerged in the rising suburbs and urban quarters. Change
has been a constant in the twentieth century, but in the late 1890s and early 1900s
many of the powers that shape our present-day society were born. People living at
the turn of the century did not enjoy all the technological advances that we do today,
but many revolutionary innovations such as electricity, telephones and moving
pictures were already being employed. The North American people, many of whom
had more free time than their grandparents or parents, desired leisure-time activities.
In order to serve this desire, and employing modern technology, the theatre
expanded.*

1.1 The United States and Britain

In theatre circles, the public's high opinion of Great Britain was very
important. During the period 1900-1916. many great British stars such as Sir Henry
Irving, Sir John Martin-Harvey, Mrs. Patrick Campbell and Sir Charles Hawtrey
toured North America. To the citizens of both countries. an alliance between the
United States and Great Britain promised to assure world peace, but even aside from
matters of national concern, feelings were better than cordial. An editorial in the

New York Times on July 30th, 1906 suggested that ... the two peoples have come to
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know each other more accurately and more fully, have formed numerous mutual
relations and interests, and have learned to like each other. They criticize each other
after the pleasant fashion of friends, but all the time they have a hearty feeling of
friendship.”® Herbert Beerbohm-Tree wrote in a letter to the New York Times (July
30, 1906),

I feel sure that the best feelings exist among English people toward
the Americans. Of course | suppose that trade rivalry and its
consequent jealousies occasionally assert themselves -- for among
nations more even than among individuals self-interest is paramount
-- but I have reason to know how kindly and hospitably we are
received on the other [American] side. and I think that our American
cousins are accorded a no less friendly reception here.’
This is a far cry from the anti-British sentiment that greeted William Charles
Macready at the Astor Place Riot in 1849. The environment existed for travelling
British stars to make money in the States, and many of them took advantage of this
fact.”
1.2 The United States and Canada
Canadian relations with the United States continued in a businesslike way.
Theatre companies travelled across the United States-Canada border with ease,
integrating Canadian cities into their largely American routes. Even with protective
tariff barriers between the two countries. a large amount of trade crossed the border.
An editorial in the New York Times on January 2. 1910. noted that almost $225
million in products crossed the United States-Canadian border in 1909.® In addition.

throughout the period 1900-1914 approximately 2 14.000 people immigrated from the

United States to Canada.’ William R. Stewart in Cosmopolitan magazine. under the
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title “The Americanization of the Canadian Northwest,” wrote:

When the Hon. Clifford Sifton, Canadian Minister of the Interior, told
a number of delegates from the London Chamber of Commerce, at a
banquet given to them recently in Montreal, that “Americans now
own the Canadian Northwest,” he made a statement which was a
recognition, by a presumably “adverse” witness, of one of the most
remarkable movements of population which this continent has seen
since its settlement.

Five years ago the number of dwellers in the Northwest of
Canada who had crossed the border from the United States was
insignificant. Today, outside of the city of Winnipeg and such of the
older towns as Calgary, Regina, Brandon and Rat Portage, in places
they out number the native Canadians two to one. In a few years so
preponderant will this population have become that dispassionate
observers see in the present exodus that which is likely to bring about
the future union of the two countries."

While many Americans were pouring into the “last, best West” of the
Canadian Prairies, immigration and natural growth were swelling the populations of
both Canada and United States. In this area the figures can stand for themselves.
The population of Canada increased from 5,371,315 in 1901 to 7,206,643 in 1911 of
which 1,751,246 were immigrants.'' The population of the United States increased
from 62,622,250 in the 1890s to 91,972,266 in 1910."? Between the years 1906 and
1915, immigrants arrived in the United States at the rate of about one million per
year."” The total population of North America went from less than seventy million to
over one hundred million by 1912, an increase of almost fifty percent. Most of these
new North Americans, as well as more established elements of the population. were
moving to the cities of the continent rather than the country.

Canada remained mostly rural longer than the United States, but eventually

urban centres predominated. By 1920, urban population outnumbered rural
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population in both countries. Key cities in the United States experienced huge
growth in this period (see Table 1). In Canada, twenty percent of the population was
urban in 1867, thirty-five percent in 1900 and fifty percent in 1920." One result of
increased urbanization was a rise in potential audiences for the theatre.

1.3 Classes in North America, Unemployment and Depression

The new urban centres and styles of living gave greater influence to the
“white collar” worker. The white-collar class was composed of approximately 2.16
million in the 1890s and grew to about 4.42 million in 1910.

Banking, insurance, advertising, publishing, administration,

accounting, education, retailing, entertainment. fashion and

government expanded more quickly than manufacturing.'’
These workers were relatively affluent and quite influential in the era’s politics and
recreational activities. While the white-collar and manufacturing sectors were
growing, the agricultural sector was shrinking. Where once farmers dominated the
workforce, accounting for forty-seven percent of the workers in 1870, they only
accounted for about thirty-five percent of workers in 1900 and twenty-seven percent
in 1920.' Meanwhile the workforce grew by about 139 percent from 1880 to 1920."
A result of the percentage of farmers. traditionally non-theatre-goers. decreasing and
urban classes increasing was an expansion of participants in leisure time activities,
including theatre.

Under the laissez-faire system. however, employment was rarely guaranteed.
There was chronic unemployment due to multiple periods of depression. The

depression from 1893-7 began our period: in the middle of the period. 1907-8. there
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was another depression; and the period closed with a depression in the two years
preceding the outbreak of war in Europe. Despite these times of depression, the
relative affluence of society increased overall from 1900 to 1916. However, these
depressions did have some influence on the health of the theatre. The 1893-7
depression corresponds to the combining of assets to make the Syndicate. a
consolidation that made the three component partnerships more secure in a time of
financial crisis. Activity on the road drops off considerably during the second
depression and even more so during the third.
1.4 Railroad Suburbs

In the latter half of the nineteenth century, railroad suburbs grew outside
cities. With the considerable cost of suburban railroad fares and housing, however,
only middle- and upper-class citizens could live in them. The huge growth, starting
in the 1890s, of suburban population was fuelled by the construction of more
economical electric trolley lines. In 1890, forty-one cities in the United States had
trolley lines, but five years later over 850 lines were in operation.'® It was now
possible for people of any class to own a home in the suburbs, where the conditions
were much more livable than in the inner-city slums. Now communities tended to
arise centred around ethnic or class lines, i.e. Italian or working-class
neighbourhoods. The population in the suburbs also divided, one part journeying to
the city and the other part remaining to service the suburban population. Newly
constructed trolley lines helped expand the theatre audience by allowing people from

out of the theatre’s immediate local area to journey to the theatre and back home
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within a reasonable length of time. Trolleys were not the only reason the suburbs
grew; the growing affordability of housing and the increasing prosperity of society
after the depression of the mid-1890s contributed to their growth. The rise of
Building and Loans associations and the ease with which people were able to obtain
mortgages helped them acquire their own part of the “American dream™- their own
hearth and home.
1.5 New Inventions

Other new technologies. such as electricity and the telephone. also had a great
effect on theatre and society in general. Ultimately, the growth of key technologies
led to a decrease in the time required for daily tasks. While less time was needed for
daily tasks, the work day also grew shorter, ending at five or six o’clock in the
afternoon. The evening hours could now be dedicated to relaxation and leisure time
activities such as theatre. The rate of communication increased through the growing
use of the telegraph and telephone. This became a key to the business of controlling
theatre companies on the road. The faster rate of communication allowed closer
control of touring groups and instantaneous changes to tour bookings in reaction to
changing events on the road. It also allowed closer financial scrutiny to be applied
to the affairs of the companies and changes to be applied to any facet of company
organization to maximize profit-making potential. The producers could also control
other members of their organization, such as advance men or bill posters. from a
central authority.

While new communication networks were speeding up the dissemination of
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information, other innovations led to a decrease in time and effort that had to be
devoted to traditional tasks such as cooking.

Specifically, two new types of time-saving inventions entered the kitchen:
electric devices and prepackaged or condensed food. In the 1890s, major national
brands of food, such as Jell-O, became popular. Because of prepackaged stews.
meats and pastas, dinner with these items became as simple as opening the package
and heating the contents. Campbell's soup required only the simplest preparation,
but, as still advertised today, it could be “a meal in itself.”"* National food brands
were widely available and inexpensive enough to be employed by all classes. They
led to new eating habits and, in some cases, an improvement in the quality of
nutrition amongst the lower classes.

From approximately 1900, electric devices also helped to reduce the time
necessary to prepare meals. Cooking was assisted by items such as toasters, chafing
dishes, hot plates, coffee pots and inversion heaters. The electrical revolution also
stretched into personal grooming with curling irons and electric shaving mugs.
Shaving technology was also advanced by the invention of King Gillette's Safety
Razor. These time-saving devices allowed people to spend less time on traditional
tasks and more time pursuing leisure time entertainments.

The field of personal cosmetics also underwent a revolution. Formerly,
cosmetics were only used in North America by prostitutes and stage actors.” In the
1890s, respectable women in the United States began to use more make-up, leading

to a boom in the cosmetics industry. Changing values in feminine grooming also led
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to the establishment, by 1910, of the modemn beauty parlour.’ The newfound
respectability of cosmetics helped strip away another layer of the contempt that
surrounded the theatrical profession.

Electrical lighting affected the perceived length of the day and the perception
oftime in general. Electrical light was more brilliant than either gas or kerosene, and
work after sundown was made easier as a result. Whereas time used to be dominated
by natural forces such as the rising and setting of the sun and the change of the
seasons. now the pocket watch or factory clock set the pace. The final stage in the
alteration of natural time was the institution of Standard Railway Time on November
18, 1883.%

Standard time divided the continent into five zones where time would be
constant across the zone, replacing a multitude of local times. Time was now defined
by regular train service and the conductor's watch instead of the sun. The new day.,
subdivided by hours. minutes and seconds. led to an emphasis on “*punctuality. order
and regularity,”*

1.6 Railroads

Standard Time was well established in the period 1900 to 1916. Its
acceptance by the populace of North America was made easy because railways
dominated life on the continent. They caused North America to become more
cosmopolitan and mobile. While the railroads expanded urban theatrical audiences
by allowing people to arrive and depart from the theatre in a timely manner. they also

allowed smaller towns to support a theatre because rural audiences members.
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traditionally non-theatre-goers because of the distances they needed to travel, were
able easily to make the journey to attend. While potential audiences were better
serviced by the new rail lines, even more important to the theatre was the ease with
which theatre companies were able to travel long distances around the country. The
“Golden Age of American Railroading” stretched from 1866 to 1916. It was marked
by the construction of huge terminals in all the great cities, fast and efficient service.
a depot in every small town and increasing rail mileage (to its peak in 1916 at
254,000 miles).” The “Golden Age” of railroading made possible the “Golden Age™
of touring theatre that took place from the 1890s to the 1910s.

The increase in railroad mileage meant that touring companies gained access
to a huge market comprised of every fair-sized town on the continent. The frequency
and reliability of train service made the economical movement of large theatrical
companies possible. Starting in the 1870s and increasing throughout the following
decades, touring was conducted by large, all-inclusive companies known as
“combinations.” They carried full acting companies as well as sets, props and
costumes for an entire production. A discussion of the combination company will be
conducted in Chapter Two. Prior to the rise of combinations, local stock companies
dominated the theatrical life of the cities and towns. While these companies may
have conducted limited tours in the territory immediately surrounding their city. they
did not venture far from their home base. They also provided a talent base for the
single theatrical touring star who would arrive in town in horse and coach. or later

on the train. and play a few nights before venturing to the next town.
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Prior to 1869, however, touring the West was very difficult for full
companies based in the East. Transcontinental lines had been thought of as early as
the 1850s, but until the joining of the Union Pacific and Central Pacific Railways in
1869 at Promontory, they were not a reality. Within twenty-five years of the
completion of the first transcontinental line. five others had been completed. The
Southwest was further serviced by the Atchison, Topeka and the Santa Fe Railway
in 1881 and the Southern Pacific Railway in 1882. The Northwest was connected to
the East with the completion of the Northern Pacific Railway in 1883 and the Great
Northern Railway in 1893. Canada was tinally bound from shore to shore in 1886
with the completion of the Canadian Pacific Railway at Vancouver. Canada also
gained a second transcontinental with the completion of the Canadian Northern
Railway’s western line in 1915. With these links in place, the entire continent from
north to south and east to west could be supplied with theatrical companies
originating from the very active theatrical “factories™ of New York and Chicago:
New York is without doubt the theatrical metropolis of America. Itis
the producing centre, the booking centre. the “booming™ centre.
Theatrical news all emanates from New York. New York criticism
strikes the key-note for the rest of the country.”
However, there was also a downside to the increased movement of people and
theatrical companies by the railroads. Wrecks were an all-too-common experience
in the unregulated and unsafe environment of early rail travel. Approximately 10,000

people per vear were killed in rail accidents with an additional 80.000 seriously

injured.” The pages of the New York Dramatic Mirror were rife with accounts of
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performers caught in rail accidents. For example, on March 23, 1901, the Dramatic
Mirror, under the title “Actors Injured in Train Wrecks,” reported that seven
members of the Rose Stillman Company were injured in a train wreck caused by a
broken rail. As well, between Missoula, Montana and Spokane, Washington, the
special car of an Uncle Tom 's Cabin company caught fire in a collision and “[t]hree
musicians, members of the company. were burned to death.”’ The Dramatic Mirror
on September 22, 1900 reported the grisly death of nine women performers in a train
crash involving the Duncan Clark Female Minstrel company at Mounds. [llinois.?®
Such accidents were not limited to human deaths. however. for on November 9.
1901, the Dramatic Mirror reported that two circus trains were wrecked. The first
train, a special belonging to Buffalo Bill Cody’s Wild West Show. collided with a
freight train with the result that one hundred and ten ring horses were crushed. The
second, belonging to the Forepaugh and Sells circus, saw four cars demolished and
three men seriously hurt. Some elephants escaped in the crash and a performance had
to be cancelled. For this reason, Forepaugh and Sells filed a damage suit against the
railroad company for $30,000.° While the result of this suit is not known. damages
of $600 for lost performance time was awarded to the Byrne Brothers of Decatur.
Illinois, on October 9, 1897. Two years earlier, officials of the Illinois Central
Railroad had refused to move a car containing the Bymes™ scenery and properties
with the result that the company had to miss a performance in Bloomington,
lllinois.*

While catastrophes on the rails were still an all-too-common experience,
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passenger travel throughout the period did become more comfortable and somewhat
safer than formerly. Cars were better heated (using steam from the engine) and lit (by
gas and later electricity) as well as better constructed (using only steel for structural
elements instead of wood and building flexible vestibules between cars). As well, the
introduction of Pullman sleepers. club and dining cars provided a more all-inclusive
service on wheels for rail travellers. The trains themselves also became safer with the
introduction of the Westinghouse air brake in 1869; block signals shortly after the
Civil War; heavier steel track; new bridges; and better-constructed rolling stock.
Throughout the period, locomotives grew stronger with increased tractive power and
speed.

Railroad companies in North America must have felt that theatre traffic was
worth pursuing because in 1899 Western passenger agents formed a theatre bureau
to better regulate touring traffic. They also offered a reduced fare permit for $10,
which would result in a net rate of 1%¢ to 2 "¢ per mile (at the time the standard fare
was 2 10 2 Yu¢ per mile).”! As well, railroad companies openly courted theatrical
traffic by placing advertisements in the Dramatic Mirror (See Figure 1).

The railroads sought out theatrical business when the numbers of companies
on the road were quite high (before 1905). However. by 1908. fewer companies were
travelling on the road and the railways felt compelled to increase their revenue by
raising theatrical rates. The cost of transportation was so important to theatre
managers that when the rates were increased, large-scale protests occurred. In 1908,

400 managers and theatre owners in the South banded together to protest against



Chapter 1 22
rising passenger rates. In 1907, a trip from Atlanta to Birmingham for a sixty-three-
person theatre company cost $157.80; a year later this same trip cost $261.45. The
managers appealed directly to the Southern Passenger Association, but also launched
an appeal to the Interstate Commerce Commission.’” In 1912, a number of theatrical
managers launched a successful appeal to the Interstate Commerce Commission
when railroads attempted to change the rates for carrying baggage. The proposed
change would take the form of charging an extra ten pounds of weight per inch for
trunks over forty five inches high. Trunks over seventy inches would no longer be
carried. [f the raise were implemented. ““a large number of theatrical performers will
have to go out of business, and the small companies will be unable to move among
the one-night stands.”** While baggage rates were frozen by the Interstate Commerce
Commission for a year, the victory was only a temporary one, for the costs of touring
continued to increase. While the railroads still wanted theatrical traffic, their main
goal was to turn a profit. Marc Klaw, one of the main partners in the Syndicate. stated
in 1912 that “[i]n certain territories the railway rates are so heavy as to preclude the
remotest chance of [our] making a profit. and it is on the cards that these territories
will be eliminated from the booking list in the near future.™

For the great stars. baggage rates did not apply. The most prosperous had their
own rail cars and specially-built Pullmans to tour in style and comfort. The all-star
cast of a production of Richard Brinsley Sheridan’s The Rivals in 1896 were housed
in two special rail cars for their tour. The two cars, one named "Sheridan™ and the

other “The Rivals.™ had special staterooms and dining rooms for the business staff.
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stars and understudies. Among the stars on this tour were Joseph Jefferson, Nat C.
Goodwin, William H. and Mrs. Crane, Francis Wilson, Joseph and E. M. Holland,
Mrs. John Drew, Julia Marlowe, Robert Taber and Fanny Rice. A baggage car was
attached to the cars and the whole was run as the “Rivals Special.”™** The Dramatic
Mirror also noted that Blanche Walsh had a private car for her 1903 tour of Tolstoi’s
Resurrection provided by her managers Wagenhals and Kemper.*

More unusual was a proposal by a vaudeville manager to provide theatres on
wheels for the transcontinental trains. Such an endeavour would not only provide
entertainment for passengers, but help artists wishing to travel to the West Coast by
eliminating the unprofitable “*dead time” between stops.’” Maude Adams wished for
private rehearsals during her tours of the continent, so a Pullman with a complete
stage was provided for her at a cost of between $25.000 and $30,000.%® The car
contained living quarters for Adams and a fully-equipped theatre complete with
border lights. footlights, calcium lights, spot lights and stage machinery. The stage
was forty feet deep with full sets of grooves for sliding scenery. The author of the
article does not mention how wide the car was, but since double-tracked sections and
sidings were separated from main lines by a standard distance. the car could not be
much wider than a typical rail car.

1.7 Advertising

Mass production in the cosmetic, food, electrical and other industries led to

the creation of another modern institution that dominates life in the latter half of the

twentieth century. advertising.
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By 1900, advertisers were spending about $500 million per year.”
Advertising firms, using experimental psychology and other techniques, developed
the science of selling people items they do not necessarily need or want. Advertisers
employed handbills, circulars, posters and, most importantly, copy space in
newspapers (circulation about 15 million by 1900 and growing) and national
magazines (combined circulation approaching 5.5 million).* Theatrical producers
employed advertising firms and their experimental techniques in newspaper ads and
posters to draw audiences into the theatres. As well, theatrical stars reaped the
benefits of the burgeoning advertising industry by participating in celebrity
endorsements. In many newspapers and magazines. celebrities' pictures gave
authoritative advice on which cold cream to use or corset to wear (see Figure 2). The
rise of advertising as an important industry symbolized the new dogma that ruled
American life: consumerism. As selling became an industry, purchasing became a
passion. Society at the turn-of-the-century had changed from “bourgeois culture into
consumer culture.”™!
1.8 Consuming
This period was “the time when middle-class households were experiencing
new comforts and new sense of choice.™ Thomas Schlereth writes that consumerism
between 1876 and 1915 grew because “[b]rietly put. more people (middle-class and
working-class) had more money and more time to purchase more goods. mass
produced more cheaply and advertised more widely.™ The price index showed a

slow. but steady growth throughout the period. If 1900 is taken as the first year (index
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= 100), the index was 106 in 1905, 114 in 1910 and 121 in 1915.* There was a
twenty-one percent increase in prices in fifteen years, yet I could find little evidence
to show why the standard of living went up. Wages did not rise by appreciable
levels, but perhaps with smaller families and lower prices on foodstuffs (a package
of Uneeda Biscuits was still a nickel) families could afford more. Robert Chapin in
his dissertation titled The Standard of Living among Working Men's Families in New
York City (1909) found that “one of every three families went to the theatre, with
those having higher incomes partaking of these activities [parks, visiting friends.
theatre] to the greatest extent.™ While the size of recreational expenditures
depended on level of income, almost all families enjoyed some form of recreation.
1.9 Other Leisure-Time Pursuits

Middle-class life during the period was marked by many improvements:
more commodious homes, hot and cold running water, steam heat.
more varied diet, ready-made clothing, a more nearly universal
education, finer public buildings, theatres. amusement parks.
Nickelodeons and resorts.*
However, at all levels. the daily grind of working life in North America caused all
people to desire, or need. an escape from reality. Previously. few could afford to
escape, but with increased incomes, shorter work weeks and better transportation
many more people were taking better advantage of their leisure time. Many industries
arose at the end of the nineteenth century to take advantage of the expanding market.

Legitimate theatre was only one of a number of entertainment choices that included

vaudeville, burlesque. motion pictures. amusement midways and professional sports.
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Information on audiences for many of these activities is scarce, but the impression
given is that such audiences were composed of no single class. [ shall briefly
examine some of the theatre’s competitors, but leave the theatre itself to Chapter
Two.

The great American pastime, professional baseball, first came to prominence
in this era. Play began with the National League in 1869 and the American League
in 1899. In 1903, the first World Series saw the American League’s Boston Red Sox
defeat the National League’s Pittsburgh Pirates.*’ Thousands of fans turned out every
week to watch their favourite teams play. In tribute to those fans. the team in
Brooklyn was named the Dodgers because of the number of street cars fans had to
avoid to get to the games. One of the most important developments in professional
sports was the fostering of a star system. Fans began to idolize their favourite players
such as John “Honus” Wagner, Ty Cobb or the Chicago Cubs’ infield of J. J. Evers.
Joseph Tinker and F. L. Chance. This star system also occurred in theatre. vaudeville
and later motion pictures. While it is true that a “star system™ of theatrical and
musical stars had existed prior to this era. with the increasing means of
communication and the larger circulation of newspapers and other periodicals. stars
were idolized by many millions more than before.

Other sports were also popular in the era. most notably boxing and college
football. Boxing was no longer the bloody. bare-fisted affair of the early nineteenth
century. The sport was still somewhat savage. but was now better governed by the

Marquis of Queensbury Rules. [t was outlawed in New York State. but was still
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carried on in the back rooms of bars or in farmers’ barns. Boxing and theatre merged
when heavyweight champion John L. Sullivan toured the country giving
demonstrations of boxing and later actually acting. For Sullivan,

The theater developed into a lucrative source of income, at least at
first. and this success reinforced his cool attitude toward the prize

ring.*®

Sullivan first appeared in The Paymaster in 1885 for $1,000 per week. In 1890, the
actor-manager Duncan B. Harrison wrote the play Honest Hearts and Willing Hands
with Sullivan in mind and started a successful tour that lasted into the next theatrical
season, but flopped in its Australian leg. Later, after his defeat at the hands of
Gentleman Jim Corbett, John L. took to the stage for many seasons as the star of the
plays The Man from Boston, The True American and The Wicked Postman. In 1901 -
2, he signed on with an Uncle Tom's Cabin company as Simon Legree. In this
version, Legree was the hero and beat up Tom in the climatic sequence (“* Who owns
your black body?” says I, sockin’ him again.”).*” After the failure of his Uncle Tom s
Cabin tour, Sullivan took to vaudeville as a monologist. Sullivan was the first
national sports celebrity to make a shift to the performing arts. starting a tradition that
continues to today. Sullivan’s image was manufactured through the media of the
day. It is a prime example of the “star making™ capability of the media. an activity
that would also occur with theatrical stars (e.g. Sarah Bernhardt) and later. on an even
larger scale. film stars. Sullivan’s initial. easy crossover into theatre again

emphasizes audiences’ desire to see a celebrity or star rather than a particular play.

Sullivan’s lack of success in Australia may be traced to the absence of hero worship
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in his audience. In Australia, Sullivan was not in the ever-present media spotlight as
he was in America, and therefore not as popular, so audiences there were not willing
to accept the untrained actor in a role other than that of a boxer.

One of legitimate theatre’s direct rivals was vaudeville. Where burlesque was
somewhat coarse, vaudeville was clean, family entertainment. Many types of acts
were featured on vaudeville bills including minstrel shows, animal acts, acrobats,
gymnasts, musical skits, dramatic skits and melodramas. Often. legitimate stars
could be found headlining in vaudeville theatres because of the considerable amount
of money they could earn. Vaudeville managers formed themselves into circuits.
much like the Syndicate and Shuberts, to better maximize profits. The two leading
producers were Benjamin Franklin Keith and Edward F. Albee. Between these two
men, and the Orpheum and Pantages circuits out West. vaudeville was turned into a
closed shop. At the industry’s height, there were about 2000 vaudeville theatres in
the United States, and fourteen to sixteen percent of the urban population attended
vaudeville at least once a week.*® Vaudeville circuits were divided into “big time”
and “small time.” While there were seven to nine acts on a typical vaudeville bill.
in “continuous vaudeville™ each act played two to three times per day. Position on
the bill was determined by status. with the junior groups warming up the audience.
the main acts in the middle. and a final act to “chase™ people out of the theatre. In
many vaudeville theatres. films were used to chase people until the popularity of film
outgrew that of vaudeville and then. in an ironic twist, vaudeville acts were used to

chase the film audience.
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Motion pictures first began to be shown in vaudeville and some legitimate
theatres, but as their popularity grew, theatres and nickelodeons were opened that
catered specifically to film goers. The first commercial exhibition of the film in the
United States occurred in 1896 at Koster and Bial’s Music Hall in New York City.
A large audience, especially those who did not speak English, soon arose. The
number of people attending films every day quickly reached 200,000 in New York
City alone.’' The operation of a nickelodeon, or storefront theatre, was quite
profitable. In 1910, it cost approximately $2,500 per week to run a legitimate theatre
in New York. In that same year it cost only $500 per week to run a nickelodeon.™
That was because the nickelodeon only had to employ a ticket taker and a person to
maintain the nickelodeons themselves (a nickelodeon was a device that had a
personal viewer which would show a short film only to that patron when he deposited
a nickel). The operator of the nickelodeon also had to pay for the movies, but since
the production companies were distributing the films to a number of locations. the
actual cost of creating those movies was spread out over a number of businesses.
Conversely, a legitimate theatre would require a number of personnel in the front of
house. a large technical staff and the performers themselves. as well as a large theatre
building and other ancillary personnel (authors. home office employees.
administrative personnel, etc.). Attendance at nickelodeons was affordable at only
a nickel whereas the most inexpensive seats at a legitimate theatre were usually a
quarter.

Motion pictures, vaudeville. amusement parks and spectators sports
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constituted the main competitors of legitimate theatre in the era 1896-1916.
However, there were many other leisure activities that occupied the free time of the
populace. Family outings to great urban parks. such as Central Park in New York
City, were quite popular as a means of keeping one’s sanity in big cities. In addition.
an outing to the park cost relatively nothing, perhaps car fare. Other popular options
were neighbourhood saloons and soda fountains, depending on your age and religious
temperament.

Two other leisure activities centring in or around the home were photography
and phonograph records. Taking snapshots as a remembrance became very popular
after George Eastman patented the hand-held Kodak Camera with celluloid film
wrapped on a spool in 1888. By 1900, anybody could purchase the compact Kodak
“Brownie™ for only one dollar and become an amateur photographer. The sale of
phonographs also became popular in the early part of the twentieth century with sales
numbering in the tens of thousands.**> Admission of the phonograph to middle-class
homes was eased by the Victor Talking Machine Company’s introduction of the
“Victrola.” The Victrola was an elegantly finished cabinet containing a phonograph
player that enhanced the look of the parlour. rather than making it look like a
machine shop.

1.10 Department Stores

Although the United States was still a religious country in the traditional

sense, perhaps the new religion of consumption found its idealization behind the

plate glass windows ot the new department stores. The new architects. including the



Chapter | 31
likes of Louis Sullivan and H. H. Richardson, were actually erecting new religious
sites for the country, temples to consumption. The fantasy of design did not stop on
the outside: “in their unprecedented use of color, store managers transformed the drab
interior of the dry goods house into a sumptuous theatrical set.”* In fact. some of the
shimmering window displays were designed by members of the theatrical
community, notably L. Frank Baum, author of The Wonderful Wizard of Oz (1896).**
Finally,

Marshall Field had a particular genius for satisfying both society
matrons and shop girls in his theater of shopping and spending...
[m]aking everyone actresses in their consumer indulgence in the era’s
‘pecuniary canons of taste.’
The variety of merchandise housed under the single roof of the department store.
which put control of all facets of the retail industry under a central management. in
many ways reflects larger developments in business in general in the country.
Increasingly, in many industries of the United States, including theatre. ““trusts.”
“combines” or “syndicates” were formed to achieve higher profits by cornering ot the
supply of a service or product.
1.11 Trusts
The businessmen engineering these great trusts were often derisively referred
toas “Robber Barons.” Notable. or notorious. examples of trusts and their associated
leaders were John D. Rockefeller and Standard Oil (oil and petroleum products): H.

O. Havemeyer and the American Sugar Refining Company (sugar); Theodore Vail

and American Telephone and Telegraph (telecommunications): and Jay Gould.
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Edward H. Harriman, Jay Cooke and Cornelius Vanderbilt (transportation). By the
opening of the twentieth century, “trustified” businesses were found in many sectors
of the economy:

steel, farm machinery, sugar refining, petroleum, barbed wire, cans,

tobacco, copper and many others. Writing in 1904, the financial

expert John Moody enumerated some 318 trusts with an aggregate

capital of over $7.2 billion, “covering every line of productive

industry in the United States.”’
With the Robber Barons conducting business very successfully in this way, it is no
surprise that the leading producers of the theatre — Charles Frohman, Marc Klaw,
Abraham Erlanger, Fred Zimmerman, Al Hayman and Sam Nixon — created a trust
or syndicate of their own. The Theatrical Syndicate was destroyed by another
syndicate, the Sam S. and Lee Shubert Company.”® However, | will discuss the
Theatrical Syndicate and the Shuberts in more detail in the next chapter.
1.12 Conclusion

Developments in theatre come as no surprise considering the configuration
of American society at the turn of the century. In general, people had more leisure
time and relatively more money to spend on it. As the economy became
industrialized. it was logical that theatre would do so as well. While new conditions
in society led to financial success for the theatrical barons, soon after, the new
conditions also led to their failure as many of the leisure-time activities enumerated

in this chapter, as well as changing economic times. overtook the producers and the

industry in general.
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Chapter 2

Legit Does Boffo in the Sticks il Nuts Become Too Hard to Crack:

Theatrical Touring in North America, its Growth and Decline
Touring began almost as soon as theatre performances started taking place in

North America. Few communities before the American War of Independence were
large enough to support a company throughout a season. While early tours did not
comprehensively cover the countryside. they did bring theatre to many towns and laid
the groundwork for the establishment of stock companies in major cities in British
North America and the United States in the early decades of the nineteenth century.
The era of the preeminence of stock companies lasted from the beginning of the
nineteenth century until the rise of large-scale touring by combination companies in
the 1860s and 1870s:

Before 1870 most plays in America were performed by resident stock

companies, groups that used the same actors and the same theater for

a series of different productions. These companies were self-

sufficient units, content for the most part to remain in one place and

capable of producing old and new plays with the same nucleus of

actors.'
Evenas those stock companies were flourishing, the seeds of their decline were being
sown in the form of touring stars.

Perhaps the first major theatrical star to do an extended tour on this continent
was George F. Cooke in the 1810s.” His footsteps were followed by Edmund Kean

in the 1820s.” At this early stage. tours were mostly confined to the major cities of

the Eastern seaboard because they could be reached by ship or short overland
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journeys. However, during his second tour in 1825-6, Kean travelled from
Philadelphia to Montreal via Albany and Rochester. In 1900, an overnight train could
accomplish this trip in a few hours, but a month would pass between Kean’s last
performance in Philadelphia (June 26, 1825) and his first in Montreal (July 31, 1823).
The travelling star would whet the appetite of audiences for more variety in theatrical
presentations than stock companies could provide. At this point, the local stock
companies were expected to provide supporting players for the travelling stars. Over
time, the single theatrical star would begin to bring a few supporting piayers with him
(such as Charles Kean did when he visited Victoria, British Columbiain 1864%); then
the majority of an acting company; and finally, the full combination company:

Once the stock system reached this point, it was inevitable that the

next step would eventually be taken. This was the organization of the

entire company to tour the country, instead of the single star, or the

star supported by one or two leading satellites. This is the birth of the

combination system.’
2.1 Combination Companies
By 1895, theatrical companies formed in New York were fanning out across the
continent in increasing numbers. These companies were a complete artistic
organization designed to present a performance with very little local support. only
requiring a theatre with basic lighting and flving equipment. Carried in the
companies’ train cars were all the necessary personnel and equipment to mount their
productions in any remote theatre excluding some help from local technical crews.

These companies. known as combination companies or combinations, came to

dominate the road by the last decade of the nineteenth century. When the local theatre
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managers in remote communities realized that a good deal of money could be made
by doing away with their acting companies and arranging for combinations to visit
their theatre, full touring companies began to rule the road. This system was more
profitable for the theatre managers on the road because their salary lists were smaller
than when they had to employ full acting companies and directly pay for the costs of
creating productions. Typically, the combinations played a given road house for a
percentage split of the receipts rather than a flat rate. In this way. theatre managers’
weekly outlay was very low and that reduced their financial risk. If a combination
had decent drawing power and the company’s advance agent had done enough
publicity, in return for very little work the theatre manager would make a good
amount of money. [n return for the increased profits brought by combinations. the
theatre manager gave up any artistic pretensions that he might have had as he became
a businessman and no longer an “actor-manager.” Theatre managers who still wanted
to retain a creative output were forced onto the road with their own combinations.
Even such great stock companies as Augustin Daly’s took to the road. At this point.
the travelling stock companies were much like combinations except that they carried
more than one production, also a common practice for travelling stars such as
Madame Alla Nazimova or Mrs. Patrick Campbell. The repertoire from Henry
Irving’s first tour provides a typical list of plays an important touring star might
carry:

-

. The Bells
. Charles 1
. The Belle's Stratagem
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. Richard 111
. The Lyons Mail
. Louis X1
. The Merchant of Venice®
Since the audiences in North America would want to see a star in his best-known

roles, this list includes Irving’s most famous productions to this point in his career.

A lesser star. Frederick Warde. provides a list of plays for his 1895 season:

. Henry [V

. Francesca da Rimini
. Julius Caesar

. Orhello

. Richard 111

. The Lion's Mouth

. Richelieu

. Runnymede’

Warde was a well-known Shakespearean actor in North America and his repertoire
reflected that. In both cases, the stars took more than seven productions with them
on tour. Taking this many productions was common because when the company
played the more important cities. they would be expected to stay for five to six days
and give seven to eight performances (including matinees) with as little repetition as
possible. Therefore. with seven productions. a new play could be given for every
performance except the last which was usually reserved for the audience favourite (or
financially most successful during the week).

Combinations. be they stock companies. travelling stars or single productions.
were the standard fare on the road. They were the visible elements of the great
production organizations of the Shuberts and Syndicate and as such require a detailed

analysis.
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Where and when the first combination company came into existence is open
to debate. The most often noted “original” combination was Dion Boucicault’s
Colleen Bawn touring company sent out of London to tour the English provinces in
1860.% Jack Poggi notes that Boucicault had sent out seven successful combination
companies by 1865.° In her article on the demise of nineteenth-century stock
companies, Rosemarie Banks suggests that the first American touring
company/combination was Howard Aiken’s Uncle Tom's Cabin company in 1852.
Ten years later, a so-called “combination” company composed mainly of actors
Henry C. Jarrett, E. L. Davenport, James W. Wallack and William Wheatly would
be the second to tour.'® Whether they originated in the 1850s or 60s. by the mid
1870s over one hundred combination companies were on the road yearly.' The
largest number of companies to populate the road at one time were the 420 of
December, 1904." The number of companies on the road declined steadily after this
date, but even to the present day the combination company still exists in one form or
another."
2.2 Combination Company Personnel

The personnel structure of the combination company was fairly standard by
1895. From the company manager to the bit part actor. all knew their roles within the
combination. Examples from historical companies will illustrate a discussion of the
different positions that existed in a combination company.

In a standard road company, the personnel could be broken into three

departments: management. stage staff and performers. The management division
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included the business manager, stage manager (who would sometimes act bit parts)
and advance agent. The stage staff included touring carpenters, electricians, wardrobe
personnel, props personnel, a musical director and on rare occasions a stage director
(who could also be known as the stage manager). The performers would be
subdivided into the star(s). leading players, supporting players and bit
parts/understudies. Musical companies would have more personnel than dramatic
companies and might contain musicians to augment local orchestras. Duplicate road
companies (sometimes two or three of them) of popular productions would usually
be scaled-down versions of the original companies meant to play less protitable
cities. Supernumeraries. if needed. would be engaged at each individual stop and a
“super master” to drill them would usually be carried by the company unless the
stage manager/director agreed to take on this role."

2.2.1 The Advance Agent

Travelling up to two weeks ahead of a combination company would be the
advance agent. He was responsible for arranging hotel reservations, cartage of
scenery from the train depot to the theatre. train bookings. finalizing contracts with
theatres and for discussing the physical needs of the production with the theatre
manager and his crew. However. his main duty was publicity:

When the billing came to be an important factor in theatrical

business. it naturally fell to the agent to superintend, since it must be

done in advance of the opening performance, and the agent was the

only man on the ground. And so zealous were the managers in their

efforts to outdo their rivals in the brilliancy. variety and quality of

their “paper.” and so jealous were the advance agents lest one should
present a better “showing™ than another. that this feature ot the
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agent’s duties soon came to dwarf all others."’
The main mediums of advertisement were handbills and posters. In the 1880s and
90s, the agent himself had to sally forth with his bucket of giue and bundles of paper
to find the best locations to post bills; however, as time went on, specialized bill-
posting agencies arose which controlled the best posting spots and were paid a fee
for their service. With bill-posting taken care of within mere moments on arrival in
a city, the main publicity duties that fell to the agent were newspaper liaison and the
staging of publicity stunts. In Detroit, an agent simulated a murder so that when the
case got to court he was able to announce that the defendant. his assistant. was not
guilty and his play would be playing at the Opera House in a week’s time.'® Agents
were constantly trying to create new sensations to sell their plays. C. P. Greneker. the
agent travelling in front of the number two company of The Blue Mouse. suggested
many schemes in his correspondence with the home office during the season 1908-9.
Amongst them were setting up Blue Mouse “fan™ clubs in the cities where the
production was to play: filming a portion of the play and showing it before the
production’s arrival to stimulate interest: and engaging a boy at ten dollars a week to
travel with him as assistant agent who would advertise the show by driving a pony
cart around town before the production’s opening.'” Greneker was such a hard-
working agent that the Shuberts promoted him to the home office for the next season
with responsibility to oversee distribution of publicity materials for all their travelling

agents (he later took over the management of the office).
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2.2.2 The Company Manager

While the advance agent operated autonomously for the most part, he was still
responsible to the all-encompassing authority of the company manager. The manager
was the producing organization’s direct representative to the company. He
maintained a running correspondence with the home office and related all directives
to the company. He was responsible for discipline in the company and for
maintaining the quality of performance. He was also responsible for counting up gate
receipts along with the theatre manager and insuring that the producers received their
share.

When W. W. Freeman. manager of the Eddie Foy Company, was having
difficulty with certain performers, Lee Shubert reinforced Freeman's authority in a
letter dated March 15, 1909: ~*As manager of the Eddie Foy Company, you are to take
hold of the show and use your own discretion in its management. If you have any
trouble with any of the broilers'® simply discharge the offender.”"® Shubert then
reiterates Freeman’s authority to impose fines on troublemakers in the company.

While managers could operate as minor dictators in the running of their
company, the home office would pull rank if they did not produce suitable financial
results. In this letter to Thomas McCarthy, the manager of Girls company number
one, on November 26. 1909. J. J. Shubert takes McCarthy to task:

The business being done by your attraction is very far from

satisfactory. There seems to be a lack of interesi shown and a

tendency on the part of most of the managers with attractions that

after they get to a city they go to the hotel and then show up at the
theatre in time for the performance and to count up, and that is all.
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This is not what it should be by any means. I want the public
interested in what we have to offer and that interest should be
sustained until after you leave the town. What seems to be the
trouble? Can you account for the bad busiress? Is your advance man
satisfactory? How is his newspaper work?

[ will watch this matter carefully for the next few weeks and hereafter

must insist that you write me at least once a week giving me the status

of conditions as you find them - as to whether your show has

received the right sort of publicity and the reasons for the poor

business.”
Not only does this letter underline the direct accountability of the manager for the
performance of the company, it also shows that when the company arrives in a town
the manager must continue the agent’s publicity work. In addition, it demonstrates
that blame for the poor financial performance of a company would likely be first laid
on the advance agent and manager before being placed on the company or the towns
on the route the company was playing.
2.2.3 The Stage Manager

The only other management position in the touring companies was the stage
manager. The stage manager at the turn of the century was more concerned with
directing the company than with modern stage management duties such as calling
cues and supervising the technical crew. However. the stage manager of 1900 was
not usually responsible for the original creation of the production, but rather for
maintenance of it on the road. Sometimes the stage manager would play a small role
in the production and would always oversee rehearsals while touring. The

responsibility for maintaining the quality of the company’s performance fell on the

shoulders of both the stage manager and the company manager. The stage manager
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was also responsible for organizing and instructing local crews and drilling local
supernumeraries, if required. In some companies, the company manager would
double as the stage manager to save on weekly costs.

Arthur Evans, the stage manager for the Eddie Foy Company in 1909.
communicated with the home office, and J. J. Shubert in particular. on a weekly
basis while on the road. However, while company manager Freeman'’s
correspondence discusses financial arrangements, discipline and routing. Evans’
correspondence is limited to the direction of the performers and the maintenance and
deployment of scenery, costumes. electrics and properties. For example, in this letter
to J. J. Shubert on November 18, 1909, Evans discusses the company’s recent work
and preparations to move from Los Angeles to Chicago:

The company is giving the same good consistent performances all the
time and is really a credit to the management.

I have just learned that we are to play Chicago very shortly. We will
go in there in very good shape. Our costumes will all be clean: the
scenery is in very good shape and all props and electrical effects will
be repainted and gone over so that we will look like a brand new
production, not that we are in bad shape now, quite to the contrary.
We are in excellent shape but will have it done to avoid any possible
criticism.

I do wish we could re-costume the eight medium girls and the eight
show girls for the opening chorus. While they are not shabby, they are

a long way from being pretty and bright.

[ instructed our property man to write in for a new ground cloth... as
ours was the one used last season and looks pretty well womn. *'

Unfortunately for Evans, shortly after the preceding letter. he had an argument with

the company’s star. Eddie Foy. over stage business and was moved to another
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company, the Dick Whittington Company. While Evans seems to have had control
over movement on the stage by the tone of his letter, his authority was limited by the
possibility of an appeal by the star to the home office or the need to spend large
amounts of money (such as for new costumes). The conduct of a stage manager in a
“star company” (such as Eddie Foy's. Mary Mannering’s or Alla Nazimova’s), as
opposed to a company where the play is the star (such as Dick Whittington and His
Cat or The Blue Mouse), must have been tempered by diplomacy to keep the star
happy.

2.2.4 Performers

The part played by stars is fairly self-explanatory. They were the best
performers in their companies and usually the main box-office draw. However. there
were many ranks within the category of star. At the top were the performers whose
companies were billed with their name(s) rather than the title of a play. such as Julia
Marlowe and E. H. Sothern or Sarah Bernhardt. On the next level were stars who
were billed with a play title, such as De Wolf Hopper in Wang (an operetta that he
first played in 1891 and continued to play throughout the 1890s and 1900s) or
William Gillette in Sherlock Holmes (1899. adapted by Gillette from Arthur Conan-
Doyle’s short stories). The third and most numerous group of stars were reaily just
leading performers who received little or no individual billing.

The stars received preferential treatment in terms of hotel rooms. sleeping
berths on trains and dressing rooms in the theatres. The more famous stars. such as

Bernhardt or Marlowe and Sothern would be provided with a private Pullman train
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car for their exclusive use during the tour. Their salaries also set them apart.

Sarah Bernhardt’s contract with the Shuberts for her North American tour in
the season of 1905-6 goes into much detail concerning her repertory of plays, her
perquisites and monetary remuneration. The first clause of her contract requires her
to play a minimum twenty-week season of one hundred and forty performances or
seven per week. The first clause also names nine French plays that she will present
in the French language. While Bernhardt had to supply her own costumes, the
Shuberts would pay for all set pieces and travelling expenses, including a cabin de
luxe on every steamship voyage and private Puliman car for her and first and second
class accommodations for her company members at her discretion. For every
performance, Bernhardt was guaranteed $900 plus, if the total receipts were over
$1.800, thirty percent of the portion over $1,800 to pay both her and her company (of
approximately forty). Bernhardt was also allowed two hundred dollars per week for
her personal hotel expenses and fifty dollars per performance of Adrienne Lecouvreur
for her author’s rights. Bernhardt received 75,000 francs advance one month before
her journey. The terms of her contract are reflective of the highest level of star.”

Eddie Foy, a Shubert star, was ranked amongst the second-tier stars whose
billing was usually placed before the title of the play or at the bottom of the
advertising following “AND." His contract, signed in March, 1908. was for the 1908-
9 season. He was guaranteed $600 per week salary plus thirty per cent of the net
profits at the end of the season. The Shuberts were to pay all transportation and

steamboat costs while he was travelling with the play. During the summer Foy was
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permitted to appear in vaudeville, but at all other times had to supply his services to
the Shuberts exclusively. Even if Foy received a better offer or if the Shuberts tired
of his performance, there were no provisions in the contract to end his services before
the season was up.” For performers ranked below second-tier artists such as Foy,
there was no protection against dismissal at the whim of the company manager or
home office.

The standard Charles Frohman contract, used for leading performers such as
Washington Gamble at $125 a week, and regular performers, such as Leslie Palmer
at $50 per week, gave few rights to the performer. Frohman would provide
transportation and a parlour car seat, not a sleeping berth, while the performer was
with the company. At his discretion. with or without reason, Frohman could
discharge the performer anywhere in the country with two weeks™ notice. Only the
producer had the right to cancel the contract, and the performer directly surrendered
any rights to sue the producer for damages accruing from lost work time.*

2.2.5 Technical Staff

Technical staff were also subject to the whims of the producer. Ifa production
was losing money. technical positions would be cut back first. Companies would
usually carry from three to five technical personnel on tour. Ada Rehan’s 1904-5
company had a carpenter. a property man and a wardrobe mistress. Their salaries per
week were $35, $30 and $25 respectively.” The Midnight Sons Company started the
1909-10 season carrying two carpenters, three electricians. two props men and a

flyman. However, due to bad business during the early part of 1910. the company let
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a carpenter, an electrician, a props man and the flyman go to save one hundred and
twenty-five dollars in weekly salaries.?

The technical staff that toured with the companies was required to maintain
the large number of production elements carried with the combinations. For Elsie
Ferguson’s company playing The Outcast under the management of Charles Frohman
in 1914. the set, lighting and properties lists cover some four pages of typescript.
Included were thirty-seven set pieces (drops, flats. borders. tormentors. etc.); eight
crates of electrical equipment (light brackets, practical fireplace. colour frames. arc
lights, strip lights, etc.); and one hundred and thirty eight individual props ranging
from tables, arm chairs and couches to rugs, dishware and paper goods. In addition.
the company carried numerous costumes for a cast of eleven.””

The scenery inventory for the Shubert production of The Winning Miss
contains drops and set pieces for four different scenes, a practical yacht that crossed
upstage and a ship to descend from the flies with cast and chorus mounted on it. The
costume inventory has notations for one hundred and sixty-six individual costumes
ranging from low-necked evening gowns. tennis and yachting costumes for both
sexes to “Will o the Wisp™ dresses with illumination under the skirts for a Firefly
Dance.”®
2.3 Travel Arrangements

Moving all these people and the production’s accoutrements required direct
liaison between railroad companies and company managers. Arrangements for travel

were left up to individual company managers who used the most convenient railroad
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available. Since the rail system at the end of the nineteenth century was made up of
many companies, from the largest (such as the Southern Pacific, Union Pacific or
New York Central) to the smallest (such as the Detroit and Lima Road or the
Poughkeepsie Bridge Route), booking a tour on one single road was difficult. In
Julius Cahn's Theatrical Guide, 1902-3. ninety railroads are listed as conducting
theatrical business. These railroads would give a rate reduction to theatrical parties.
usually to the price of 2¢ to 2%¢ per person per mile, and extra baggage cars for sets
and props. Managers would solicit quotes before travelling on a line. Harry Klein, the
manager of the Marcelle Company touring in September 1908, requested the general
agent, passenger department, of the New York. New Haven and Hartford Railway
Company to write up a quote to move eighty people with two sixty-foot baggage cars.
two coaches, a parlour car and a sleeping car from New York City to Providence,
Rhode Island on September 23, 1908 and return on September 26, 1908. The first
itinerary N. J. Lee. passenger agent. delivered was for a special train, not a regular
service, with attached cars to move at the company’s convenience on the dates
required for a total cost of $653.20.The cost of such a move was considered too great
and four days later Lee submitted another quote. The company would play two dates
in Hartford. Connecticut and one night in New Haven to defray the travelling costs.
which with the extra stop now added up to about $803. Instead of travelling on
“specials™ on the return trip, the company would use “locals™ with one extra sixty-
foot baggage car.” Sometimes the home office would send directions to company

managers to use a certain railroad line. On January 16. 1909. J. J. Shubert wrote A.
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H. Canby, manager of the Nazimova Company, with instructions to use the
Pittsburgh and Lake Erie Railroad from Cleveland to Pittsburgh.” Shubert was quite
particular on this point and required Canby to write back acknowledging receipt of
his directions. Why Shubert made this order is unclear, but since their corporation
was well diversified, perhaps he had stock holdings in the railroad or just a special
arrangement with that road to get a lower rate.
2.4 Booking Practices

As touring productions began to dominate the seasons of theatres all over the
country, managers came to New York City in the summer to book acts for the
upcoming year. During the earliest part of this era, contracts between stars and
theatres were made informally, and that often resulted in chaos. In many cases.
performing companies failed to turn up in a particular city if offered a better situation
elsewhere or theatre managers would book two companies on the same date, feeling
that one or the other would not show up, only to have both do so.”!’ Astute
businessmen saw that there was an opportunity to generate income if they stepped in
to organize the road more efficiently. Therefore, agencies based in New York
concerned only with booking theatre acts arose. By the 1870s many booking agents
were trying to book their acts with the numerous circuits and independent theatres.
In this first decade, the booking agents mostly represented individual acts. As time
went on. however, the agents shifted their emphasis to representing theatres instead
of performers. In the 1870s, many of the agents only provided otfice space in New

York for visiting managers and stars rather than comprehensive booking of acts with
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theatres. The system was still somewhat chaotic, with actors, agents, managers and
railroad agents running to and fro across the Rialto. Marc Klaw in an article in The
New York Times on March 26, 1905 wrote that

less than twenty years ago a formidable percentage of the business of

the theatre was conducted on the sidewalk. in hotel offices, cafés.

and, [ regret to say. in barrooms. In those days managers of theatres

far and near would come to New York after their seasons were over

—usually in June, July and August — and inaugurate a catch-as- catch-

can meeting with the managers of what are called troupes or

combinations.™
The managers hardest hit by this chaos were those of the one-night stands who were
booked at the very last moment and had little leverage with acts. Managers in smaller
markets began banding together into circuits to attract quality acts with a guarantee
of continuous booking dates. Circuits formed in all areas of the United States and
Canada (see letterheads in Figure 3 for some examples of circuits). This improved
the situation, although still only the largest agencies could book a tour from coast to
coast. Throughout the 1870s and 1880s, many booking firms rose and fell, but
ultimately two stood supreme. The two largest agencies by the beginning of the
1890s were those of Harry Klaw and Abraham Erlanger. and Charles Frohman and
Al Hayman.
2.5 Formation of the Syndicate

Betore the 1890s. the most enterprising managers attempted to combine
circuits into large booking concerns and some, such as Colonel Jack Haverly or

Joseph Brooks, Henry Clay Miner and J. H. McVicker. attempted to form a large

monopoly to control booking continent wide. Their attempts. however. were
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unsuccessful, and it was not until 1896 that the group of businessmen known as the
Syndicate would establish the first monopoly. The Syndicate was successful because
it controlled both theatres and performing companies. While the partners of the
Syndicate did actually own few theatres outright, it was mainly through leases or
exclusive booking contracts that they controlled over five hundred theatres at the
peak of their success.

The Syndicate was formed by three already existing partnerships: Klaw and
Erlanger; Charles Frohman with his partner Al Hayman: and the primarily
Philadelphia firm of Sam Nixon and J. Fred Zimmerman.

Klaw and Erlanger had extensive contacts throughout the South and
dominated the territory, with the exception of Texas. Bernheim estimates that they
controlled about two hundred theatres at the time of the formation of the Syndicate.*
Marc Klaw was a lawyer who had previously prosecuted copyright infringement
cases for other managers in New York City. Abraham L. Erlanger rose through the
theatrical ranks as treasurer and then road manager and business agent for travelling
companies. While touring he made essential contacts that would assist him when he
became a booking agent. In 1888, Klaw and Erlanger purchased the already
established Taylor Theatrical Exchange of New York City. In this endeavour. they
were financially backed by David E. Bidwell. a wealthy New Orleans producer.
Using their well-established contacts with southern theatre managers. gained through
a number of years on the road, they were able to control “practically any southern

booking route that a travelling company might wish to play.™
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Frohman, in association with Hayman, controlled theatres in New England,
New York and Pennsylvania. but more importantly a large string of theatres in the
West. This empire, separate from Klaw and Erlanger’s above, added up to
approximately three hundred theatres. Charles Frohman gained his theatrical
experience as advance man. agent and manager of various road companies.
sometimes in association with his brothers, Daniel and Gustave. Even after Frohman
moved into the booking business, he still produced road companies and productions
under his own name. Frohman was the most liked of the Syndicate members by both
his stars and rivals due to his generous nature and agreeable personality.’ He was the
chief producer of the six managers, supplying many of the productions that toured the
Syndicate theatres.’ Al Hayman also began as a manager of road companies and later
began acquiring the management and leases of theatres in the West. The first theatre
of import that he managed was Leavitt’s Bush Street Theatre in San Francisco. While
based in San Francisco. he gained control of theatres on the coast as well as a chain
of theatres in the Western States offering a full route to the Pacific.’” He produced
only about six plays throughout his career, sticking almost exclusively to theatrical
management. In fact. the Editors of Leslie 's Monthly Magazine wrote that Hayman
“dislikes theaters. plays and players, and worships art if the box office is of the same
opinion.™®

Nixon and Zimmerman were definitely the junior partners of the Syndicate.
They controlled the four major houses in Philadelphia and theatres throughout

Pennsylvania and Ohio.”® They also equipped and managed a few road companies.
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Both entered the theatrical trade after trying other careers; Nixon was a salesman and
Zimmerman a baker. Both became managers and later lessees of the theatres in
Philadelphia, Pennsylvania and Ohio.

How did the Syndicate come about? Most scholars see this organization as
a natura] development of the prevailing conditions in the theatre business of this
time. To successfully form the combination companies that ruled the road during the
period, a large pool of specialized actors and facilities were required. New York. the
largest metropolitan centre of the United States and the main portal through which
European theatre companies. especially British companies, entered the country,
became this centre. The city became more like a theatrical factory than an arts centre.
As the annual number of travelling companies grew, the opportunity for businessmen
to step in and organize the industry on profit-making lines became ever more
apparent. These businessmen also rendered an important service. The booking
industry was so large that only a person devoted mostly to the business. as opposed
to the artistic, side of theatre could manage it. The members of the Syndicate. with
the notable exception of Charles Frohman, were concerned only with the business
side of theatre.

The Syndicate’s genesis was also partially due to more general trends in the
economy of North America.

In the late nineties, the postdepression merger movement virtually

completed the domination of most capital-intensive industries by

publicly held corporations, a move facilitated by the liberalization in
the “traitor state.”” New Jersey. of general incorporation laws.*
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While the theatrical industry was not as capital intensive as many of the other sectors
of the economy (such as railroads or manufacturing), considerable outlays of funds
were required to outfit travelling companies for the road and especially to build
theatres to host those companies. To successfully route a company for a continent-
wide tour, a producing firm had to have a string of theatres large enough to provide
thirty-five to forty weeks of bookings without too much repetition. Since the majority
of stops were only one-night stands, the number of theatres required to book a
company for a full season was in excess of one hundred.’' The easiest and most
economical way to gain control over this many theatres was for the existing
partnerships to merge and pool their theatres for their mutual use. Just as a travelling
company needed thirty-five to forty weeks of stops. a road theatre needed just as
many weeks of bookings. While each Syndicate partnership controlled and paid for
their own road companies, their agreement to book their companies only in Syndicate
theatres while on the road guaranteed each of their theatres enough playing weeks for
a season. While the Syndicate agreement technically only covered theatres. this
practice amounted to sharing companies in the same way as they shared theatres. In
this way. the Syndicate partners could be assured of fully booked theatres without
having to pay the cost of equipping hundreds of companies.

The increased velocity of the North American economy allowed the
Syndicate to operate as a continent-wide business. Businesses had not been able to
distribute their products (in the case of theatre. road companies) on such a large scale

and control the operations of local representatives (road theatres) from a central point
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(the home office in New York City) until the railroad and telegraph networks began
guaranteeing regular service in the 1880s.” Alfred Chandler notes that the
establishment of mass production in North America was a ““response” to the opening
of mass markets by the new transportation and communications network.* In this
light, the forming of the Syndicate, a mass producer of sorts, was perhaps an
inevitable response to the changing demand for entertainment. In general. under the
considerable influence of advertising, consumers came to desire mass-produced
products with a recognized national brand (Uneeda Biscuits. Heinz Ketchup. etc.).
Theatrical products were also branded in their own unique way by the ubiquitous
“Direct from New York.” Where Heinz was the mark of quality for sauces. a run in
New York, no matter how successful, made a theatrical company more attractive to
audiences in cities far from the metropolis.

National enterprises were transforming the United States from “a distended
society of ‘island communities’ into a far more homogenous and integrated
community.™ The growth of large-scale businesses in other sectors was echoed by
the development of the Syndicate into a large national firm which provided similar
entertainments to almost every community in the United States and Canada. a role
which would later be taken and perfected by film.

2.6 Syndicate Operations

By the turn ot: the century. the Syndicate controlled theatres in all the major

cities of the United States and Canada either directly or through allied booking firms

(such as Julius Cahn’s New England Circuit). At its height. the Syndicate controlled
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between 500 and 700 theatres of all sizes.** Not all of these theatres were mentioned
in the Syndicate agreement, nor were their profits pooled with the other members.
The Syndicate, as a separate entity, never itself owned or leased a theatre, only the
component partnerships did. In the original agreement, the three partnerships would
pool the profits from thirty-three theatres. Later this number rose as high as eighty-
three.*

A —directly controlled™ theatre was either owned or leased by a Syndicate
member. For this type of theatre, the Syndicate. through a local manager, oversaw all
aspects of the theatre’s operations. The Syndicate member was due profits from the
theatre’s box office and was responsible for any debts the theatre incurred. If a theatre
was not directly controlled, the Syndicate member only had a booking agreement
with the theatre’s owner/operator and had no say in the day-to-day running of the
house.

The majority of the 500 to 700 theatres mentioned above were known as
“one-night stands.” That is, a show would move into town in the late morning or
afternoon, set up in the afternoon, give a performance in the evening. and move to
the next town the following morning. One-night stands were essentially stops
between the larger cities (which would be designated week-long stands and receive
three to five performances). Tours were organized in this way to cut unprofitable
travel time to a minimum. Some one-night stands yielded good profits while others
barely covered expenses. Many local variables. as well as the stature of the star.

affected how the production was received. In Table 2. a route consisting of mainly
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one-night stands is given for the Syndicate production of 4 Thoroughbred Tramp
through John Cort’s Northwestern Circuit in 1905-6. From this table, we can see that
the company covered a good deal of territory in just over two months (including a
jaunt into British Columbia). Population size varied greatly from one stop to another.
from the low of Oaksdale at 882 to the high of Seattle at 237.194. The practice of
stopping in such towns regardless of population size is indicative of how hard
managers tried to avoid any unproductive travel time. Facilities at each of these stops
would vary greatly from fully-equipped purpose-built stages to converted buildings
where the actors shivered in front of a couple of cracked mirrors in a damp cellar. *’
Most of these stops were less than three hours travelling time from each other (with
the exceptions of the Port Townsend to Nanaimo. and Ladysmith to Blaine portions).
All were serviced by daily trains on one of the Northern Pacific Railway. Oregon
Railroad and Navigation Company, Union Pacific Railway (Oregon Short Line) or
Esquimalt and Nanaimo Railway lines. In fact, multiple daily runs were conducted
over many of these routes. The Canadian Pacific Steamship Company provided daily
service to the mainland from both Nanaimo and Victoria. The availability of regular
train and ship service made this type of touring possible. While it is conceivable that
a production company could arrange for special trains to meet a touring schedule, the
cost involved would multiply cxpenses many times over. The route for A
Thoroughbread Tramp is not unique. Cort booked a large number of companies for
the Syndicate over this territory every year.*®

The anecdotes concerning the hardships of the one-night stand are legion.
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Perhaps their character might best be summed up by the following poem from The
Dramatic Mirror on August 10, 1907:

The Song of the One-Night Stand
Ho! For the stands in the country lands where the
grass grows long and tall.
And the train pulls in to the rattle and din of the
populace one and all.

Oh! The rickety buss with its rattle and fuss, and
the mail bags thrown atop;

And the driver’s yell at the best hotel. where all
the show troops stop.

Oh! The cold. cold rooms and the lack of brooms at

that “best hotel in town.”

And the rueful mood which the awful food calls up

with an awful frown.

But the “temple of art” makes you sick at heart,

the saddest of all sad things.

With its miniature stage, where you dress in a cage.

or are forced to make up in the wings.

Next momn you hump for an “early jump” on the

only train your way.

To another tank of an equal rank with the one you

played to-day.*

With the booking rights of so many one-night stands in their possession
(through personal contact and the ability to supply productions). the members of the
Syndicate could convince, some might say coerce. theatres in major cities to give
exclusive booking rights to the Syndicate. With control of the one-night stands.
Syndicate productions. which came to dominate the road. could be routed around

large cities until they were starved for attractions and conceded booking rights to the

Syndicate. It was not just that the Syndicate wanted their shows to play in the
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theatres, but that the managers were being made to agree not to book any productions
other than those provided by the Syndicate on pain of being penalized by having their
supply of attractions cut off. William Archer, in The Pall Mall Magazine, commented
on the practice of favouring Syndicate-owned productions:

They are naturally apt to send the best “attractions™ to their own
theatres and arrange the most profitable routes for their own

“attractions™...*

In The New York Dramatic Mirror on February 7, 1903. a story appeared relating
how M. R. Bimberg, a theatre manager in New York City. was penalized by the
Syndicate for complaining about the quality of the productions they sent to him:

In December Klaw and Erlanger booked for the West End Theatre the

melodrama, Human Hearts. The play did not please the patrons of the

house, who wished for a higher class of productions, and Mr.

Bimberg requested another booking. He got it. It was A Wild Rose.

and the change cost him $750. Again, A Fight for Millions was sent

to his house, and he could not draw to his theatre an audience worthy

of the name. Once more he protested. This time it was The Show

Girl and another assessment. this time of $1.000. What it might have

been the third time he does not like to think.”!

While Charles Frohman provided many of the productions for the Syndicate.
other productions were brought into the Syndicate fold by the reverse of what brought
the theatres into line. The productions, without the Syndicate’s booking, could not
play strings of consecutive dates and would therefore have to make long jumps
between cities, thus incurring financial losses or at best lower profits. Walter Prichard
Eaton wrote in The American Magazine on this Syndicate practice:

It lay within the power of Klaw and Erlanger to refuse to book a play.

if they so chose. and no theatre in America. under their control. dared
house it then. It further lay within their power so to arrange a tour
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that the manager could not possibly make a profit, to keep him out of

New York or Chicago, to jump him hundreds of miles between

performances — in short, to ruin him.”

Through these methods, the Syndicate rose to pre-eminence in the theatrical booking,
and producing, industry. While their methods might suggest that they mistreated
theatre and company managers, freedom was sacrificed for almost guaranteed profits.
On the whole, members of the industry made quite good profits from the Syndicate’s
systemisation of booking the road. Managers were in the business to make money
and, since the Syndicate was able to provide help, they accepted it. In general. artists’
salaries while engaged by the Syndicate, especially amongst the top rank of stars.
were quite a bit higher than formerly and while some stars preferred not to give up
control of their careers, most were much better off than their predecessors in the
stock companies or early combinations. Actors were still subjected to some
contractual abuses. such as being forced to rehearse for free. but in general.
conditions were improved under the Syndicate.

While Syndicate business methods were somewhat questionable. as were
those of their rivals and successors, the Shuberts, they were definitely profitable. The
Syndicate had many ways of making money from the road. They received direct
profits from the theatres they owned or leased and from the performing companies
they directly produced. They received a booking fee from companies they booked
into their theatres and from the theatres they controlled for booking the companies
into them. Those booking fees varied from five to ten percent of the theatre’s gross

receipts:
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The charge for this booking of attractions was to be five, seven and
a half or ten percent on the gross receipts of each week, with
frequently a further percentage on the profits of the house at the end
of the season.”

[TThe practical monopoly they have managed to secure enables them
to charge lessees very high terms for their services as agents — in
some cases five percent of the gross receipts. in other cases one-third
of the net profits.™

For booking my theatre, which costs a contract, an envelope and a
two cent stamp, the Syndicate took seven and a half percent of the
gross receipts besides other sums. when they could find the slightest
provocation for doing so. Seven and a half percent means a good
deal, especially on the gross. | would each week send to the
Syndicate a check — a substantial check - a check that would
oftentimes reach as high as $400. From $12,000 to $16,000 a year,
it seems to me is, considering the outlay made by the Trust. a trifle
exorbitant for booking a theatre. especially as the Independent
Booking Agency will do the same thing, and do it far better. for
nothing.*”®

60

Companies as well would pay a percentage to have the Syndicate arrange a touring

route. James J. Hackett paid five percent to get a route, and other companies, such

as Belasco’s or Liebler and Company, paid as much as fifty percent of their gross to

the Syndicate:

Klaw and Erlanger. particularly the latter. were always opposed to
Belasco, and they fought him inch by inch in his influence with the
Frohmans. Both brothers. Charles and Daniel. liked Belasco and they
never concealed their liking. This did not suit Al Hayman or “Abe™
Erlanger. who did not wish to have anyone nearer the “great white
throne™ at the Empire Theatre than themselves. The first row began
over “The Auctioneer” and David Warfield. In the action against
Belasco by Joseph Brooks — the Man Friday of Klaw and Erlanger —
Belasco swore an affidavit that, in response to a letter from Mr.
Erlanger representing the firm of Klaw & Erlanger. he called at
Erlanger’s house to consider the question of a route for his new star.
David Warfield. ~After some discussion.” to quote literally from this
enlightening legal statement of the deponent. (Mr. Belasco). “Mr.
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Erlanger finally agreed to furnish a route, provided the firm of Klaw
& Erlanger was given an interest in the enterprise. For an instant
deponent felt indignant, and then realizing the utter impossibility of
procuring a route for his new “star’ in any other way, finally offered
Messrs. Klaw & Erlanger a twenty percent interest. This Mr.
Erlanger declined and insisted upon no less an interest than fifty
percent. Regarding this demand in the light of an imposition

deponent informed Mr. Erlanger that he would later consider the
matter.

“Subsequently deponent, accompanied by his manager, Mr.

Roeder, called on Mr. Erlanger at the offices of the firm of Klaw &

Erlanger and the discussion concerning the terms was renewed. The

fifty percent proposition broached by Mr. Erlanger was discussed and

finally agreed to.”*
Even though many were making better profits from the organization of the road.
abuses of the system such as that related above took place and caused some
discontent that would result in rebellions against the Svndicate's power.

The longest-suffering enemy of the Syndicate was Minnie Maddern-Fiske.
This actress, in league with her publisher (The New York Dramatic Mirror)/producer
husband, Harrison Grey-Fiske. stayed resolutely independent of the Syndicate until
the Shuberts’ abuses of the system grew too gross and she finally capitulated. Mrs.
Fiske was doomed to play second-rate theatres and halls throughout much of the
reign of the Syndicate. However. by the 1910s. with the rise of other independents
such as David Belasco and the Shuberts. the Syndicate’s hold on the American
theatre was greatly weakened. The Shubert Brothers. Lee. Sam S. And J. J.. were to
begin their rise from obscurity in about 1897 with Sam’s acquisition of the Opera

House in Utica. New York. By 1912. the Shuberts were becoming the dominant force

in North American theatre and on their way to establishing a Syndicate-like
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monopoly that would last in the commercial theatre until broken by anti-trust
legislation in the 1950s.
2.7 The Shuberts

The Shubert brothers were the sons of an immigrant family that settled in
upstate New York. Sam began his theatrical career as a candy seller and later
treasurer of Syracuse’s Wieting Opera House. Early in their career, in 1894, the
Shuberts acquired the road rights to Charles Hoyt's A Texas Steer (1890), then to 4
Stranger in New York (1897) and The Belle of New York (1897). All three of these
plays were quite successful both on the road and in New York City.*” Building on the
success of those road companies, the brothers. led by Sam, began to build their
empire in upstate New York. In quick succession they acquired control of the
Bastable Theatre and the Grand Opera House in Syracuse, the Cook Opera House in
Rochester, and the Rand Opera House in Troy. With the profits from their road
shows and theatres and with the financial backing of a wealthy businessman in
Syracuse, Jesse Oberdorfer, the Shuberts gained their first foothold in New York City
in 1900 with the Herald Square Theatre.”® A major difference between the Syndicate
members and the Shubert Brothers is that the Syndicate members. collectively, began
their careers in theatre at the basement level and took many years to get to the point
where they could form the Syndicate. The Shuberts. on the other hand. quickly
moved through the lower ranks of the theatre and, with the help of local businessmen.
moved swiftly into theatre management. In the earliest era of the Shuberts” business

dealings, Sam was the leader with Lee as his lieutenant. After Sam’s death in 1905
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as a result of a rail accident, Lee became the leader with J. J. as his second in
command. During the Shuberts’ first move into New York. they actually cooperated
with the Syndicate, signing the Herald Square to a Syndicate booking contract.”® In
addition to the Syndicate productions. though, the Shuberts produced their own
shows, including the fabulously successful A Chinese Honeymoon (1902) which ran
at their newly acquired Casino Theatre. Between 1900 and 1905 they added to their
chain the Duquesne Theatre in Pittsburgh; the Lyric in Philadelphia: the Garrick and
Dearborn in Chicago; the Columbia in Boston: the Hyperion in New Haven: and built
the Garrick Theatre in St. Louis in 1904.* The growing success of the Shuberts was
beginning to cause the Syndicate to view their activities with some suspicion. and in
1903 the first salvo in the Shubert-Syndicate feud was fired.®’ This feud would
eventually lead the Shuberts to domination of the commercial theatrical scene in
North America. but not before the great days of touring on the continent had come
to an end.

In 1903, the Syndicate, still doing bookings for the Shuberts. accused the
brothers of violating their contract with Klaw and Erlanger by refusing to play a
Syndicate production in the Shubert Theatre in Chicago. The Shuberts essentially
broke their contract with Klaw and Erlanger and declared for an *Open Door ™ policy.
vowing to take on any production that wanted time in their houses:

The Open Door movement means exactly what it indicates. It does

not seek to exclude the attractions of Klaw and Erlanger or any other

producer, believing that the true interests of the one-night-stand

manager lie in a policy that admits the booking of any and all
attractions that may seem profitable to him.*"
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Quickly the Shuberts became the leaders of the independent movement which
included such stars and producers as Minnie Maddern-Fiske, Harrison Grey Fiske
and David Belasco.

The Shubert empire continued to expand throughout the theatrical wars from
1903 to 1912 (with occasional truces). By 1905, the Shuberts employed fifteen
hundred people with a weekly payroll of $75.000 and owned a string of over fifty
theatres. In 1904, the company Sam S. and Lee Shubert, Incorporated, was formed
with an initial capitalization of $1.400,000. The worst blow dealt to the Shuberts
occurred on May 11, 1905. Sam, on his way to Pittsburgh to regain a theatre lease,
was killed in a train crash. His death devastated Lee, who was in London at the time.
and J. J. who arrived at the site in Harrisburg in time to hear his brother’s last words.
Rumour had it that the Shuberts were debilitated by Sam’s death and would probably
sell out to the Syndicate. However. only a few weeks after the crash, the two
remaining brothers began aggressively to expand the company. In many cities. a Sam
S. Shubert memorial theatre was built to honour the producer after his untimely
death. By 1910. “the Shuberts owned seventy-three theatres outright and held
booking contracts with many more. They possessed more than fifty dramatic and
musical companies™.*
2.8 The Decline of the Road

While the Shuberts were expanding, incorporating old theatres into their
empire or building new ones in competition with existing Syndicate houses, the

Syndicate was by no means losing hold of all its theatres. The result was a glut in
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theatrical offerings. Where one house previously could be profitably run, now another
had to be supported. This was just one factor in the general decline of the road and
the decline of the Syndicate.

Many factors figured in the decline of the road and the majority of the blame
cannot be assigned to any particular one. Table 3. excerpted from Bernheim, shows
the number of active road companies from 1900 to 1920. The continual warfare
between the Shubert and Syndicate reached its bitterest state between the years 1909
and 1913. In their rush to build houses and to produce productions to fill them. both
organizations outstripped the demand for theatre. What they did provide was
generally of a lower quality than previously. Of course. there still were first-class
companies touring, but often the one-night stands were seeing duplicate companies
of popular productions with second-rate casts. [f we look to the Shubert roster in a
typical week in 1909 (see Table 4). we can see the duplication. With the exception
of their stars (who would have been duplicated if possible) and two plays. “The
Vampire” and “The Bachelor.” that started late in the year. all plays had at least one
duplicate with “Girls™” and “The Blue Mouse™ having two.

In addition, the costs of touring were on the rise while audience members
already thought that the price of admission was too high (recall that the lowest priced
theatre seat was usually twenty-five cents while films and vaudeville cost only a
nickel). Stars were asking for larger salaries while even lesser performers were asking
for decent salaries and stage hands belonging to the International Alliance of

Theatrical and Stage Employees demanded a larger wage for their labour. The
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railways were continually applying to the federal government to raise the passenger
rate as passenger service became less profitable. As costs in touring theatre were
deeply linked to the passenger rate, a rise of even just one quarter of a cent per mile
cut deeply into theatre company profits.

The story of the decline of the road is involved. No one can be quite
sure what brought about the sudden, radical change in road conditions
that became manifest about 1910. One thing we know — no one cause
was responsible. There are many factors each of which, no doubt, had
some share in the metamorphosis. No one, perhaps no two or three of
them would have been effective; but a combination of many proved
irresistible and reduced the road to such low estate that today {1932]
it lies almost entirely neglected. Dramatists give it scarcely a thought.
Producers do not cater to it. Booking offices do not recognize its
needs. Actors avoid it. The public in the provinces has become
apathetic. Amusement taste has largely changed. Those who still cling
to the legitimate drama satisfy their needs when they visit the cities.
or perhaps at home in little theatres or stock houses.*’

However, let us put aside the doom and gloom of the decline of the road to return
to an analysis of the producers, companies and theatres, in the period 1896-1916. In
1896. combinations were dominating the road and a few attempts had been made to
monopolise the booking trade. Routes were well laid out and minor circuits had been

formed all over the country.
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Chapter 3

All Roads Lead To Gotham:
The Shubert and Syndicate Home Offices

Now if the capital necessary to finance one first class company be
multiplied by halfa dozen or a dozen, the total amount is quite a sum.
and the theatrical manager instead of being something to be merely
tolerated. looms up as [a] business man of some consequence.

If to these dozen stars and companies is added the capital necessary
to keep up fifteen or twenty theaters - first class houses - in different
cities in the United States and Canada. that same manager’s
importance in the world of business is still further increased.'

- J. J. Shubert. The Business Side of the Stage
(unpublished manuscript)

Financially, the magnitude of business conducted by the Shuberts and the Syndicate
during the years 1896 to 1916 is astounding. No longer could the lone impresario of
former times manage such large organizations. The new managers required a modern
office, modelled after those of other contemporary corporations and subdivided into
units responsible for individual functions such as booking. publicity, or talent
acquisition, to command these “theatrical empires.” Both the Shuberts and the main
Syndicate partnership. Klaw and Erlanger. maintained offices in New York
throughout the period 1896 to 1916.

This chapter will examine how a large theatrical concern conducted business
around the end of the nineteenth century and into the first two decades of the
twentieth. While both the Shuberts and Klaw and Erlanger were quite active in the

period. information about the Shuberts™ business activities is quite plentiful while
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information about Klaw and Erlanger’s is rather sketchy. The Klaw and Erlanger
Papers in the Shubert Archive contain mainly letters and a few contracts, while the
volumes of Shubert letters, bills, contracts and ephemera are overwhelming. Other
resources in New York and elsewhere contain mostly clippings and odd documents
about the Syndicate and do little to show the inside, day to day workings of the
business. For this reason, my main examination will concentrate on the Shubert
organization in New York and elsewhere from circa 1900 to circa 1916. Wherever
possible. I will include Syndicate information to flesh out the chapter and provide
examples of how the Shuberts’ main competition operated, but the bulk of the
material will be from internal Shubert Corporation memos. letters, contracts and
other documents.

To give some idea of the scope of the Shuberts’ activities, [ will begin with
an analysis of the articles of incorporation for both Sam S. and Lee Shubert,
[ncorporated. and the Shubert Theatrical Company of New York in 1905 (and its re-
incorporation as the Shubert Theatrical Company of New Jersey in 1911). Some idea
of the business dealings of the brothers pre-1905 will also be included. but the
beginning of their large-scale business began after the first incorporation. After the
larger Shubert picture is painted, an examination of how they acquired properties.
physical and intellectual, will follow. There [ will analyse a number of contracts
dealing with various topics from theatre construction and booking to concession
sales, talent acquisition, merchandising and other subjects. An examination of how

companies formed and equipped themseives for the road will pay subsequent
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attention to the acquisition of sets, costumes and other physical elements. Finally, I
will move into a discussion of personal responsibilities within the various
departments in the home office itself. Internal memos and letters between company
managers, agents and stars, will show the method by which day-to-day business was
conducted and tours administered.
3.1 The Shubert Corporations

The organization of the Shubert business empire up to the incorporation of
1911 is ditficult to sort out. Until that year. they were invoived in a number of
different companies of differing organizational levels: proprietorships, limited
companies or corporations. Jerry Stagg. in one of only two full-length book studies
of the Shuberts, wrote about their penchant for theatre acquisition and company
formation:

A statistical breakdown of their “announced” theaters would total
well over one hundred twenty [in 1906]. and in addition. they had
produced through Lee and Sam S. Shubert. Incorporated. some twelve
shows - then a fantastic achievement. Sam had been dead only a year.
Lee had taken over, and J. J. had moved up. There were more than a
hundred employees now; and a payroll that Lee carried in his head:
real estate accumulating all over the country. which Lee and J. J.
carried in their heads; and intricate financial arrangements with the
top negotiators in the country. which again, Lee had memorized. He
had found millions of dollars for his companies; he had performed an
incredible money-raising job. and miraculously. he had achieved all
of it without once surrendering control of any [Stagg’s emphasis] of
his companies. He and Willie Klein had organized more than thirty
corporations for the various Shubert endeavors. and Lee Shubert
voted at least 51 percent of each of them. How he managed this with
Cox and Rhinock. with Freedman and Untermyer. is something to
confound a philosopher.’

The final four names mentioned above are the keys to an understanding of how the
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Shuberts were able to form their corporations and how their organization differed
from the Syndicate’s. The scale of Shubert expansion from 1900 through Sam’s death
to the early teens is immense. Since the brothers themselves were not personally
wealthy before their entrance into the theatrical world, in fact quite the opposite,
outside money was required to found their empire. When the Syndicate was formed.
the three partnerships were already successful theatrical concerns. Expansion of their
holdings was financed using internal funds and proceeds from the increased profits
brought on by their monopoly.’ The Shuberts. on the other hand. first used money
from Syracuse businessmen. Joseph W. Jacobs (a clothier from Syracuse who would
also continue to play an active role in the maintenance of the Shubert empire
throughout his lifetime) and Jesse Oberdorfer (a foundry owner in Syracuse). to get
started upstate. Later other financiers, whose holdings were more considerable.
helped them to expand nationally.*

In October of 1905. the Shuberts announced a partnership between
themselves and George B. Cox and Joseph L. Rhinock.’ Cox was the Republican
“boss™ of the city of Cincinnati. Ohio. While some of the money he used to form the
partnership may have had dubious origins, it was readily available. Rhinock was a
member of Congress from Kentucky who was heavily involved in race track
ownership and real estate speculation. Cox, in the early phase of the partnership. was
always represented by Max C. Anderson, and Rhinock would be involved in real
estate and theatre construction in cooperation with the brothers. while the two

Shuberts would exclusively control the producing side of the operation. In order to
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build theatres, the Shuberts would form a new company, either a corporation or
limited partnership, to oversee the construction of the theatre and its operation once
built. When the building company was formed, it would immediately sign a contract
with the Sam S. Shubert Booking Agency to cover all bookings. All the stock in
theatre companies and ventures was held partly by their external partners and partly
by either the Shubert Theatrical Company or Sam S. and Lee Shubert, Incorporated.
The latter was the first organization to be formed, but later the Shubert Theatrical
Company administered the majority of the Shubert holdings. These two corporations
were the keystones of the Shubert empire and as such require a detailed examination.

Sam S. and Lee Shubert. Incorporated. was formed on September 1. 1905.
some four months after Sam’s death. [t was initially capitalized at $1,400,000 divided
into $1,000,000 of common stock. consisting of 10.000 shares at a par value of $100.
and $400,000 of preferred stock. consisting of 4.000 shares also at a par value of
$100. To the best of my knowledge, the shares were privately held and not offered
on any public market.

According to Alfred Chandler in his work The Visible Hand: The Managerial
Revolution in American Business. there were three reasons for a private company to
incorporate: the ability to issue securities to raise capital for the business, limited
liability for the shareholders. and possibility of “eternal life” for the company.® While
the influx of funds brought on by the Shuberts™ incorporation was probably the key
reason for their action. Chandler’s second reason. limited liability. was also

important. Since the theatre industry was such a volatile sector dependent on the
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whims of the public and the vagaries of the economy as a whole, individuals and
companies involved in producing plays were constantly declaring bankruptcy with
many people losing all their assets. The protection of an incorporated company would
reduce the effect of general economic trends in the theatre industry and was quite
consistent with the way the Shuberts carefully guarded their personal assets
throughout the period 1900-16. The eternal nature of the corporation would definitely
appeal to the brothers as they wanted to leave their mark on theatre in New York and
North America generally.’

The purpose of the corporation covers just over two pages in the articles of
incorporation and is fairly inclusive of all the possible amusement activities the
Shuberts could get involved in. Included are the following statements:

To encourage and cultivate a taste for musical and dramatic art in the

United States and elsewhere; to erect, purchase, lease, own, hold and

maintain theatres, opera-houses and similar places of amusement and

office buildings in connection therewith.... to acquire, manage, direct

or produce in the United States or elsewhere operas, dramas, stage

plays. operettas, burlesques. vaudevilles, ballets. pantomimes.

spectacular pieces, promenade and other concerts and other musical

and dramatic performances and entertainments; to employ composers.

librettists, playwrights, dramatists. singers. musicians. actors... to

acquire. own. hold and dispose of plays. copyrights and dramatic and
musical productions... to acquire all necessary costumes. scenery.
properties, musical and dramatic libraries... to establish. acquire,
maintain. manage, direct and develop booking agencies for the
production and presentation of dramatic and operatic performances...*

[n practice. Sam S. and Lee Shubert. Incorporated. held the theatres that the Shuberts

owned themselves. Occasionally. a show company would be formed by Sam S. and

Lee Shubert, but it would be “sold™ to the Shubert Theatrical Company. which
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oversaw almost all of the Shuberts’ production companies. For example, in January,
1909, Sam S. and Lee Shubert formed a company to present the musical Havana.
After five weeks on the Sam S. and Lee Shubert organizational charts, the company
was moved to the Shubert Theatrical Company charts to join the other twenty-four
productions already on their roster.’

This interesting technique of selling a production from one Shubert company
to another is displayed in the minutes for two executive meetings that took place
early in 1905. A meeting of the board of directors of the Sam S. Shubert Amusement
Company (the precursor of Sam S. and Lee Shubert, Incorporated) took place on
January 9, 1905 with the three directors of the company in attendance: Lee Shubert.
Sam S. Shubert and J. W. Jacobs. Sam Shubert had just completed preparations for
the opening of the Lillian Russell Opera Company’s production of Lady Teazle (a
musical based on Sheridan’s The School for Scandal, starring Lillian Russell). Sam
proposed to sell the Lady Teazle company to the Sam S. Shubert Amusement
Company for $20.000, but only after the assets of the company were examined by a
committee appointed by the board of directors. Lee Shubert moved that the matter
be adjourned to a committee, and Sam left the room. Lee appointed a committee of
one, himself, to examine the assets of the company and judged that the property was
worth the sum that Sam had asked for. Lee moved that the production be bought for
$20.000 worth of stock. The motion was unanimously accepted and the secretary
authorized to issue the stock.'” A special meeting of the directors of the company

took place six weeks later to confirm that the assets of the Lady Teazle company had
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been transferred to the amusement company. Only Lee Shubert and J. W. Jacobs
were at this meeting.'' By selling the production company to the Sam S. Shubert
Amusement Company, Sam was able to legally transfer company funds into his own
private holdings. Since Shubert companies had stock holders other than the brothers
and paid regular dividends on outstanding shares, the technique of selling properties
to the company for stock would allow the brothers to withdraw some funds from the
company and keep them within the family rather than leaking to outside investors.
Beyond the financial aspect, this transaction is an interesting example of how the
Shuberts could manipulate their corporation from within. Lee Shubert would put this
almost dictatorial control to work when carving the Shubert empire out of investors’
funds. One also has to wonder if during these meetings, especially when a
“committee” of one is struck, the directors of the company could keep a straight face.

On October 5, 1905, only a month after founding Sam S. and Lee Shubert.
Incorporated, the brothers founded The Shubert Theatrical Company. The initial
capitalization of the company was $300.000 divided into 3,000 shares with a par
value of $100.'2 Why the Shuberts founded two corporations at this time is not clear.
The purpose of the second corporation reads much like the purpose of the first.
covering theatre and office construction. acquisition and creation of stage plays and
other entertainments, purchase and construction of production elements such as
properties or costumes, and conducting any business pertaining to entertainment or
amusement. The duration of both corporations was to be perpetual. The Shubert

Theatrical Company in reality was more of a holding company with stock in a
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number of production companies and theatrical holdings. The Sam S. Shubert
Booking Agency was perhaps the most important subsidiary of the Shubert Theatrical
Company as it conducted booking transactions for all the Shubert and allied non-
Shubert theatres and companies. Today. business interests are sometimes split into
different corporations for organizational or tax reasons; however, even with the less
stringent tax laws of the turn of the century. the Shuberts still founded two
corporations, both with the same board of directors (Lee Shubert. J. J. Shubert. J. W.
Jacobs, C. A. Bird. Sol Manheimer and William Klein) and with very similar
purposes. Both corporations were expanded over time with new stock offerings to
bring more funds into the companies. There are some possible reasons why the
Shuberts divided their assets between two companies. In practice, Shubert Theatrical
controlled production companies and held theatre leases. while Sam S. and Lee
Shubert owned theatres and real estate. Since Sam S. and Lee Shubert held real
property, their initial purchases would lead to large capital losses and possibly a
deficit situation. While, in the long run. theatres and property would be more
valuable than a road company or temporary theatre lease. the resulting debts from the
initial purchases of Sam S. and Lee Shubert might have endangered the almost
instant profits of Shubert Theatrical. By separating their holdings between the two
companies. the brothers could retain working capital from Shubert Theatrical while
guaranteeing their debts in Sam S. and Lee Shubert through real holdings. The reason
for shifting a profitable show from Sam S. and Lee Shubert, after the initial capital

disbursements had been made. would be tied to keeping Shubert Theatrical profitable
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because it could not guarantee its debts with real properties. However, if the show
had lost money or closed quickly, the loss would be felt in the deficit company, Sam
S. and Lee Shubert, and not in the profitable Shubert Theatrical.

The liaison between Shubert Theatrical and Sam S. and Lee Shubert was
formalized by a contract dated February 15, 1911." This contract is a fairly standard
booking contract calling on Shubert Theatrical to supply companies for the Sam S.
and Lee Shubert theatres with a fifty-fifty profit-sharing clause. Of interest are the
legal signatures of the presidents of both companies at the end of the agreement. For
both companies, Lee Shubert signed as president. While the two companies were
legally separate, they were both controlled by the same person. The negotiation of
this contract would have required only Lee Shubert and a lawyer to witness the
document.

The last major Shubert corporate event of the period was the reorganization
of the Shubert Theatrical Company of New York (1905) into the Shubert Theatrical
Company of New Jersey in 1911.The articles of incorporation for the 1911 company
were published in a booklet of over one hundred pages.'* While its purpose staved
the same, the new corporation took control of a number of sub-leases and subsidiary
companies that did not exist at the original founding. In a series of schedules and
exhibits, a listing was given of the company's new assets (see Appendix D). Amongst
these assets were stock holdings in fourteen other companies including the Sam S.
Shubert Booking Agency, five producing organizations, eight theatre maintenance

companies and one import company. The Theatrical Company and its subsidiaries
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controlled the leases of sixty-eight theatres. Also included were seventy-two fully
equipped road companies and one hundred and six contracts with composers and
authors for specific scripts and scores. The company also held contracts for over
twenty-six named stars of some stature. Formal contracts were made to assign
subsidiary companies over to Shubert Theatrical (1911) noting the legal name of the
property, such as the Boyd Theatre in Omaha or the Auditorium in Baltimore, and
that it was transferred with no compensation from its previous owner, in most cases
the Sam S. Shubert Booking Agency.

The new corporation was probably formed in New Jersey due to the state’s
less stringent corporate laws. At the time. the most popular states for forming
corporations were New Jersey and Illinois. At the turn of the century New Jersey had
attracted “nearly all corporations doing business in New York.™"® There were many

advantages of doing business in New Jersey:

. [ncorporation fee 1/50 of 1% of the par value of capital stock
. Annual tax 1/10 of 1% of the par value of capital stock

. charter could be obtained for any business or purpose

. only one director needed to be resident in the state

. amount of capital stock unlimited

. no liability on part of stockholders for corporate debt

. property and property rights could be basis of stock issue.'®

The most direct results of moving to New Jersey were the reduction of taxes and the
further reduction of Shuberts’ liability for business losses. The move to New Jersey
was in accordance with the larger business trends of the day. By 1901. out of all the
corporations in the United States, sixty-six percent of firms with $10 million of

capitalization and seventy-one percent of firms with $25 million of capitalization
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were incorporated in New Jersey.'’

Even after the Shuberts consolidated their holdings into the Shubert
Theatrical Company, they still continued to form new corporations as business
ventures with new partners. For example, less than a year after Shubert Theatrical
was reorganized. the Shuberts entered a partnership with Oliver Morosco and John
Cort to form the Pacific Producing Company to create and equip production
companies.'?

Outside of the core documents that contain the organizational clauses of the
root Shubert corporations lie a plethora of contracts and other documents that detail
the many sources of income the Shubert companies had available to them. Perhaps
the most important types of contract are the agreements between the Sam S. Shubert
Booking Agency and outside theatres to book attractions. These contracts gave the
Shubert production companies a place to play on the road and served to benchmark
the size of the Shubert empire by giving the Shuberts exclusive control of theatrical
real estate, even if only for a limited time.

3.2 Booking Contracts

Booking contracts for both the Syndicate and Shubert organizations contain
anumber of similar provisions. In every contract, the corporation is named as the sole
and exclusive booking agent for the theatre for a minimum number of weeks. usually
between thirty-five and forty-two (stretching from September to the following
summer). During this period the theatre was not to accept bookings from any other

source unless the corporation notified them that they could. The theatre was usually
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provided with some protection as well. The corporation guaranteed that it would
book only at the contracted theatre in a certain geographic area, usually a city or
town. The exclusive nature of this clause protected the theatre in two ways. First, it
guaranteed that the booking agent would not provide companies to other theatres in
the city and thereby create competition. It would also allow the theatre to bill itself
as the exclusive host of Shubert or Syndicate (usually Klaw and Erlanger or Charles
Frohman) productions. The New York/cosmopolitan connection was desirable as it
lent an air of sophistication to the theatre and helped draw audiences through the
gate. For example, a clause typical of this arrangement appears in a 1906 agreement
between Oliver Morosco of Los Angeles and the Shubert Theatrical Company:

[t is clearly understood that the parties of the second part [the Shubert

Theatrical Company] will book with the party of the first part at his

Theatre exclusively, all attractions which play or appear in the City

of Los Angeles during the term of this contract, owned. managed.

controlled or booked by the party of the second part or Lee Shubert

or Jacob J. Shubert or any corporation controlled by Lee Shubert or

Jacob J. Shubert."
There are two other clauses common to all contracts. First is a disclaimer that the
contract served only as an agreement for services and not as a declaration of co-
partnership. This clause was inserted to protect both parties. but particularly the
booking agent. from any liabilities contracted by the other party. The second clause
is a schedule of the division of profits or payment of fees for the booking service. The
terms named in these clauses vary wildly from one contract to the next. The highest

booking tee tound occurs in a contract between the Eighty-Sixth Street Theatre and

the Sam S. Shubert Booking Agency from February. 1909.” This contract entitled the
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booking agency to fifty percent of the net profits of the theatre. However, it also
made the booking agency responsible for fifty percent of the losses of the company
resulting from booking (as opposed to capital improvements or other house
expenses). In other contracts, the rates vary from five to thirty percent of the profits;
some contracts name a set annual fee. However, since the majority of the attractions
supplied to the theatres were Shubert- or Syndicate-controlled companies, the two
corporations would also have reaped an additional portion of the profits as the
company owner. Finally, additional clauses provided for contract extensions such as
procedures for a change of theatre ownership, and/or provisions for the parties to
withdraw funds beyond their share of the profits to maintain their office
organizations.
3.3 Road Companies

The booking agency and the road theatre made up two parts of the
organizational triad of touring theatre. The third was the production road company
itself. While the large majority of companies were supplied by the Syndicate and
Shuberts for their respective houses. there was also a number of lesser producers such
as William A. Brady. David Belasco. Gus Hill or Sullivan. Harris and Woods, who
booked with one side or the other. All productions. whether Syndicate. Shubert. or
otherwise, generated numerous contracts and documents. These items can be loosely
divided into three groups: pre-tour. on-tour. and post-tour. Contained in the pre-tour
group are all the contracts concerned with the acquisition of the play and the

formation of the road company. Included in this group are contracts for authors’
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royalties, acquisition of production elements (including sets, costumes, and
performers), as well as routing schedules. On-tour contracts are solely concerned
with individual road theatre bookings. Post-tour documents are limited to licencing
and stock rights which give some idea of how productions continued to make money
long after the original road company disappeared.

3.4 Play Acquisition

The first set of pre-tour documents is concerned with play acquisition. The
Shuberts produced plays by North American, European and British playwrights.
North American plays were usually acquired by personal contact with authors known
to the producers or through trusted agents representing authors (few plays sent to the
producer’s office by an unknown were used), but to find plays in Europe and Britain
agents “‘on the ground™ were required. To this end the Shuberts had a full-time agent
in Germany, were in continuous contact with play brokers overseas. and made
numerous personal trips to England to view and purchase productions in London.

The Shuberts” German agent, Gustave Amberg, wrote J. J. Shubert quite
often. In his letters he discussed plays that the Shuberts might want to option for
North America as well as what the opposition’s agents were up to. In a three-page
letter from February 4. 1909, Amberg lists over seventy operettas, musicals and plays
with annotations covering quality and royalty prices.”' Three months later. on May
22. 1909, Shubert wrote Amberg with instructions about many of the plays. such as

The Hawk: I wish you would let me know what you can buy this piece

for outright. If [ can get it cheap enough may arrange to buy it. Cable
me at once upon receipt of this letter.™
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Although Amberg’s letter does not mention it, he must have sent translated scripts
along with his recommendations. When the rights to a non-English-language play
were acquired, the contract would usually stipulate that a translation be supplied. In
a contract for the operetta “Die Juxheirat,” composer Franz Lehar’s agents (parties
of the first part) agreed to deliver to the Shuberts

an English translation of the stage manuscript promptbook and one

piano score, as part fulfillment of the provisions of this contract. saiq

English translation having the preliminary title “Marriage in Sport.™*

Some of the plays Amberg discovered, such as Girls and The Blue Mouse, did well
in North America. Amberg noted in a June 11, 1909 letter that at least six other
foreign agents were present in Berlin and that “{t]he agent of Erlanger tells the author
[of Wanderfalke. a play the Shuberts wanted] and agent here that 500,000 dollars -
such a bluff - [that] you have made out of Blue Mouse... .”* Erlanger’s agent’s
actions show that the battle for supremacy in North American theatre even spilled
over into Europe.

Another way North American audiences saw foreign plays was when
producers booked major European stars to come and tour the continent with their
entire companies and repertoires. In a contract dated June 23. 1903, the Shuberts
agreed to manage Sarah Bernhardt on her 1905-6 tour. Bernhardt agreed to furnish
the entire productions (bringing with her full casts. sets. costumes. etc.) of the
following works:

. Angelo (Victor Hugo)

. La Sorciére (Victorien Sardou)
. La Tosca (Victorien Sardou)
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. Adrienne Lecouvreur (adapted from A. Scribe by Sarah
Bernhardt)
. La Dame aux Camelias (Alexandre Dumas, fils)

. Magda (H. Suderman)

. Sapho (A. Daudet)

. La Femme de Claude (Alexandre Dumas. fils)

. L 'Aiglon (Edmond Rostand)*

Other than Ibsen, who was commonly presented by Minnie Maddern Fiske, Alla
Nazimova and others, the above type of contract was the main way North American
audiences saw continental European dramatists. Other European artists also brought
their signature pieces; Eleanora Duse. for example, brought La Dame aux Camelias
and the plays of Gabriel D’ Annunzio.

After a play was discovered and the possibility of a production expressed to
its author, or an established playwright was commissioned to write a play (many
times for a particular star), a contract outlining royalties and licensing rights was
created. Most existing contracts concerning the acquisition of plays have six or seven
clauses in common. First is a statement of the intention of a producer to acquire the
exclusive rights for presenting a play (I use play to denote either a musical
entertainment or a straight play) in the United States and Canada and a duration for
which rights were desired. In some contracts, the production rights for other countries
might be mentioned, but the large majority of Shubert contracts were concerned
chiefly with North America. The main clause of all contracts outlined the amount of
royalties due when the property was performed. Usually. the author would be granted

an advance on potential royalties of somewhere between $100 and $2.000, depending

on that individual’s professional standing. This amount was usually forfeit by the
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producer if the play never reached the public or if the play was not produced within
a set time limit. The majority of authors’ royalties were calculated on a sliding
percentage scale. Playwrights would receive from three to five percent of the weekly
gross receipts on the first $4,000 to $6,000; between five and seven and a half percent
on the next $2,000 to $5.000; and seven and a half to ten percent on amounts beyond
that. Lesser known authors, such as the French trio of Maurice Ordonneau, Paul
Gavault and Victor Roger in their contract with Charles Dillingham in 1902. would
accept a single percentage: in Ordonneau et al.’s case, four percent of the gross
weekly receipts.”

For Augustus Thomas. a very “bankable™ author in 1907, the royaity rates
would be higher: ten percent of gross receipts to $6.000 and fifteen percent on
amounts over that. Thomas was commissioned to write a play for the Shuberts on
November 14, 1907:

Whereas the party of the second part [Thomas] is a dramatist and

playwright, and the party of the first part [Shuberts] is a theatrical

manager and producer of plays and is desirous of producing a play
written by the party of the second part as hereinafter provided, and

Whereas, the party of the second part has agreed to write a play for

the stage presentation by the party of the first part. in which John

Mason. Esq., is to appear. and agrees to exert his best efforts and

ability for the purpose of making said play a success.

[n addition to the royalty schedule noted above. Thomas’ contract also provided for
the Shuberts to pay him a $1.000 advance and fifty percent of the net profits at the

end of any season in which the play was presented.”’

Similar provisions are spelled out in a contract between Henry Arthur Jones
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(another popular author) and Klaw and Erlanger :

Whereas: the parties of the second part [Klaw and Erlanger] are
desirous of producing a play by Henry Arthur Jones, and

Whereas: the party of the first part [Jones] is willing to write a play
for production by the parties of the second part.

Jones was also granted an advance of $750 as well as royalties on the weekly gross
receipts of five percent of the first $4,000; seven and a half percent of the next
$2,000; and ten percent of amounts over $6,000.

One variation that could occur in this formula was if the play had been
commissioned for a particular performer. In 1908, Harrison Grey Fiske signed a
contract with Edward Brewster Sheldon to allow him to star his wife Minnie
Maddemn Fiske in Sheldon’s play, Salvation Nell. If Mrs. Fiske played the part.
Sheldon received five percent of the first $10,000 and ten percent on amounts over
$10,000. If another actress played the part, Sheldon received five percent of the first
$6,000; seven and a half percent of the amount from$6.000 to $8,000 and ten percent
on amounts over this.”” Obviously, the potential for Mrs. Fiske to draw larger
audiences was recognized in that Sheldon demanded additional amounts if another
actress played the part. Royalty amounts would also vary from producer to producer
or depending on how successful a given author had been in the past. Associated with
the royalty clause. and sometimes contained within it, were the details of how and
where the author’s share of the proceeds was to be paid. Usually this clause would
name the author’s agent and what percentage of the author’s share the agent would

get.
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The contract usually contains a deadline clause. Two deadlines are commonly
laid out here, one for the delivery of a manuscript if the play was as yet unwritten and
one requiring the producer to perform the play by a certain date. Penalties could be
assessed if these deadlines were not met. Two clauses which share almost universal
wording are concerned with artistic credit and minimum standards of production.
Each contract require the author(s) to be identified prominently in all advertising and
programmes. The wording of the “minimum production standards” clause is usually

as follows:

6. The said party of the second part [the producer] agrees that should

he produce the said play to produce it in a first class theatre, in a first

class manner and with a first class cast.*

An author of high standing might have final approval of the cast and production
elements. Playwrights such as Clyde Fitch, George Bernard Shaw and Henry Arthur
Jones had direct control over all facets of the production of their plays.

According to the majority of contracts, the manuscript of a play could not be
changed without the author’s approval. However. if the producer did make changes
or introduce new songs or any other interpolations. these became part of the script
and belonged to the author when the contract ran its course. The final clause in most
contracts outlines how it could be breached. the agreement dissolved, the property
returned to its author. and any possible monetary repercussions arising from the
breach.

Other miscellaneous clauses cover stock rights. international rights. contract

extensions, copyright. publishing rights or the minimum number of times the play
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must be performed per year to validate the contract for the following year. Royalty
agreements were also made for individual songs to be used in whatever production
the producer desired. These contracts gave exclusive rights to the producer to use the
song in a production and sell sheet music of the song. Royalties paid to the
composers were usually based on the number of sheets sold and commonly ran
between 2¢ and 5¢ per sheet. While this amount may seem somewhat low or its
manner of calculation unpromising, considerable sums of money could still be made.
In March of 1903, the Shuberts sold the license for the song “How Would You Like
to Spoon With Me™ by Edward Laska and Jerome Kern to the T. B. Harms Company
at a royalty of four cents per sheet. Six months later, on September 30, an invoice
from Harms notes that in the last three months the song sold 17.351 copies for a net
royalty of $867.55.
3.5 Performer Contracts

With the play in the producer’s pocket. the next step would usually be to
acquire a star and the balance of the cast. In some cases. the script was purchased or
written with a particular star in mind. On the other hand. it might be an ensemble
piece requiring lead performers, but not expensive stars. Some stars. such as Alla
Nazimova, Sarah Bernhardt or E. H. Southern and Julia Marlowe. would be signed
to appear inrepertory, and particular plays might not be mentioned or associated with
their contracts.

In general there were two types of contracts. For most performers. a standard

contract covering a single season and play was the norm (see Appendix E). For more
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important performers requiring special provisions in their contracts, a custom
document was prepared. This type of contract could vary widely from one star to the
next, but still contained all the elements of the standard contract.

In the decade following the First World War, beyond the term of this study,
contracts would become even more standardized with the establishment of Actors’
Equity and its “Producing Managers’ Association-Actors’ Equity Association
Minimum Contract” as well as the institution of the Chorus Equity Association
covering musical performer contracts. Many of the provisions found in the Actors’
Equity and Chorus Equity contracts were found in the standard contracts used in the
first decade of the century except for performer rights. Of course, the exclusion of
certain rights (such as being paid for rehearsal time) lay behind the actors” strike of
1919 that finally forced producers to recognize Actors’ Equity and use their standard
contract. However, for the purposes of this study. I will examine clause by clause the
standard contracts used by Klaw and Erlanger and the Shuberts, then discuss some
of the differences encountered in custom contracts from the period.

While the language varied and the division of information between clauses
was different. both Shubert and Syndicate contracts contained essentially the same
provisions. The first and fifth clauses of the Shubert contract and the first and sixth
clauses of the Syndicate contract contained the heart of the agreement. Within these
clauses were the name of the production, its opening date, the weekly remuneration
due to the performer and a standard transportation clause. While the first three items

are self-explanatory. the transportation clause is not.
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The producers agreed to pay for the day coach rail ticket for all performers.
If the company was making an overnight trip, the performer was responsible for
arranging and paying for any sleeping accommodations beyond the coach seat. The
performer was also responsible for arranging transportation from the train depot to
the theatre. In addition, the Shuberts allowed the performer to transport 150 pounds
of baggage and the Syndicate 200 pounds of baggage for free. These figures roughly
corresponded to the amount of free space the railroads allowed theatrical parties in
addition to space for sets, props and costumes. The producers also agreed to pay for
the performers’ rail travel from New York to the starting point of the tour (if other
than New York) and from the closing city back to New York. Associated with the
transportation clauses were the cancellation clauses. All parties had the right to
cancel their contract on one or two weeks’ written notice (on the Syndicate contract
clause five and on the Shubert contract clause ten). The penalty for the producers’
cancellation was rail fare for the performer back to New York. However. in the case
of a performer’s cancellation, individuals would not only have to fund their own
ticket but also, in the Shubert contract, “all railroad fares and other necessary
expenses incurred by the party of the first part in obtaining a successor to the party
of the second part.” The Syndicate version was worded differently, but demanded the
same concessions: “[the performer] agrees to pay the parties of the first part the
railroad expenses of [the performer’s] successor to join the company.”™

Clause two of the Shubert contract and seven of the Syndicate contract

guaranteed the producer the exclusive services of the performer during the entire
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duration of the agreement. The Syndicate contract went on to require the performer
to be available on time at all rehearsals and company departure points throughout the
season. In the Shubert contract. this requirement was contained in clause nine.

By signing the Shubert contract. the performer waived any rights to sue the
producer for damages from the loss of costumes or property of any type or from
personal injury for any reason. The Syndicate contract had no similar provisions.

An issue that crops up in most managerial correspondence between the
company and home office is whether a performer was due full pay in the week before
Christmas and Holy Week (normally times of lower box office returns). Both
standard contracts required the producer to pay only half salary for performances
during these times and the Shubert contract also entitled the producer to lay the
company off without pay. While these clauses seem to be self-explanatory, their
inherent unfairness continually caused performers to appeal to the producers to pay
full salaries for these weeks if the companies continued to perform. The first Actor’s
Equity contract addressed this issue and entitled performers to full wages in these
weeks.

Both contracts required the performers to obey the representative of the
producers on the road (usually the company or stage manager). The company
manager was entitled to set fines for contravening company regulations and to
withhold such sums from the performer’s weekly salary. Appeals to have these fines
forgiven also made up a good portion of the correspondence between company

members and the home office. While some of these appeals were granted. many
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times the home office refused to become involved in company discipline. instead
leaving the matter in the hands of the company manager.

Both contracts required the performers to attend rehearsals, either before or
on tour, without compensation. The Syndicate contract also empowered the
producers to dismiss the performer at any time during the pre-tour rehearsal process
without compensation if they were dissatisfied with the performer’s progress in
rehearsal (Clause nine). The clauses regarding rehearsals were considered quite
onerous by performers, especially in the second case mentioned above.
Unfortunately, the large majority of the opportunities for work in any given theatrical
season resided with the Shubert or Syndicate organizations. and therefore the
performers had little choice but to sign with one or the other. An analysis of standard
contracts shows that, at the day-to-day level, the workings of the Shubert and
Syndicate machines differed only slightly.

Since Shubert and Syndicate custom contracts for featured pertormers
differed little as well, the gulf between the terms of the journeyman performer and
the featured performer was wider than between stars of the two competing
organizations. The main enhancements of the star contract were concerned with
salary and profit sharing, transportation and other rights such as choice of repertoire
and final approval of casts. The contracts can be loosely divided into three groups:
those engaging a star for a particular play; those engaging the personal services of a
pertormer for a number of seasons with no distinct, single play mentioned: and those

engaging a star along with that actor’s own company and repertoire.
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Contracts between a producer and a star for a single, distinct play were quite
common. For example, Lillian Russell was engaged by Sam Shubert in 1904 to
perform in the musical comedy entitled Lady Teazle. Russell was to receive a weekly
salary of $700 as well as fifty percent of the net profits of the play with no
responsibility if the play should incur a loss. She was to be furnished with nightly
box-office receipts and the profit distribution was to be settled at the end of every
week. Russell was also entitled to a state-room or parlour car seat on all rail journeys.
rail fare for her maid, and a carriage from the train station to the theatre. Her contract
also gave her final approval over the cast of the play and the right to the star’s
dressing room in all theatres. The Shuberts agreed to start the season in New York
on December 1. 1904, and to run the play there until the weekly receipts fell below
$7.000 for two continuous weeks.

When the receipts did fall below that level, the Shuberts had the right to take
the show on the road to larger “week stand™ cities such as Chicago, Philadelphia,
Boston, Pittsburgh and Washington. This particular clause reflects both the desire of
the star to stay in New York for as long as possible, so as to be in front of the media
and what was thought of as the most discerning audience, and the producers’ desire
to get the show on the road where profit margins were higher. While a New York run
added to the lustre of a touring company and was very necessary for its success on
the road, the production did not have to remain in the city for long or be financially
successful there before being billed on the road as “Direct from New York.” This

type of clause is quite common in many star contracts and underlines the dichotomy



Chapter 3 93

between the star and company gaining prestige from playing in New York and the
enhanced profitability of the company playing on the road. Even where the stars had
a share of the profits, they usually wanted to remain in New York as long as possible.
If the season was profitable, another clause allowed for the contract to be renewed
for the following theatrical season. The final clause of Russell’s contract allowed for
the Shuberts to withdraw $1,000 from the weekly gross until all production costs
were paid before any profits were divided.’'

A Syndicate contract between Klaw and Erlanger and Fay Templeton from
August, 1904, contains many of the same provisions as Lillian Russell’s contract
with the Shuberts; however, no single play was mentioned in the contract. Templeton
was engaged to play in a number of roles for three theatrical seasons. but she had
final say over which roles she would perform. She was entitled to $600 per week and
twenty-five percent of the net profits as well as a drawing room in a sleeping car and
alower berth for her aunt whenever travelling. Her “New York residence clause™ was
slightly different from Russell’s in that it allowed Klaw and Erlanger to take her out
of the city for no longer than three months at a time unless long runs were booked
into larger cities, such as Philadelphia, Boston, Chicago or San Francisco. This
contract also engaged Templeton to play in Klaw and Erlanger’s Aerial Gardens over
the New Amsterdam Theatre during the summer season for $500 per week with no
share of the profits.” Templeton’s contract could be seen as more of a “personal
services” contract, with little definition given to what she would actually perform.

She agreed to place herself at the disposal of Klaw and Erlanger for the life of the
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contract whereas Russell would only perform in Lady Teazle during the tenure of her
contract with the Shuberts.

While contracts for single plays and personal services were made with both
European and North American performers, contracts with actor-managers (including
theirentire companies) were usually made only with overseas visitors. Although each
contract of this type did cover many more performers, much of the content was the
same as in the other two contracts. In August, 1906, Johnston Forbes-Robertson
signed a contract with Klaw and Erlanger to bring a company from London to
perform George Bernard Shaw’s Caesar and Cleopatra. At Klaw and Erlanger’s
expense. Forbes-Robertson was to form and rehearse the company and procure all
props, scenery and costumes for the production. His wife. Gertrude Elliot. was also
to join the company, but was to be paid a joint salary of £75 per week with Forbes-
Robertson. The rest of the company’s salaries were not to total more than £500 per
week. Forbes-Robertson was also entitled to fifty percent of the profits at the season
end. The company’s travelling expenses were to be paid by Klaw and Erlanger with
Forbes-Robertson and his wife receiving first class accommodations on steamships
and state rooms on all rail cars. Further clauses allowed for the contract to be
renewed if the tour was a success and for the repertoire to be changed if Shaw's play
was not well received.”

Actor-managers in the British tradition commonly toured North America. The
most prominent actor-manager to tour in the period was Henry Irving. In his eight

tours of the continent he covered many thousands of miles. travelling from the East
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Coast of the United States to the West Coast and throughout Canada. Irving carried
his entire productions, acting company and some technicians. [nitially Irving tried to
tour on the grandest scale; however,

by the time they reached Philadelphia, Irving and his lieutenants

realized the impossibility of attempting the tour on such a scale. He

therefore abandoned and sent back to New York twenty-seven cloths,

eighty flats, sixty wings, twenty set pieces and twelve framed cloths.

To make up for this loss he gave orders in advance to carpenters and

scene painters in each city to prepare such scenery as was necessary

to fill these gaps and could be contained in the limited stage space of

their particular theatres.™
[rving brought his most familiar works. such as The Bells and The Lyons Mail. with
him as well as a few Shakespeares and some other Irving premieres such as Becker
and Dante. The actual plays he brought are not as important as the fact that he
brought an established repertoire with him and played them in repertory. which made
the configuration of his company quite dissimilar from the majority of the touring
companies which were specialized combinations created around a single play.

Anotheractor-manager who toured in the style of [rving was Sarah Bernhardt.
In the case of her 1905 tour arranged by the Shuberts, she was to bring a number of
plays (noted above) on her tour and play them in repertory at her discretion.
However, instead of the producers paying the company directly, the Shuberts paid
Bernhardt $900 per week plus thirty percent of the box office gross over $1.800. She
then paid her entire company out of these funds. The Shuberts still paid for all

travelling expenses of the company to and from Paris and on the road with first-class

accommodations for Bernhardt and others of her company that she designated.
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Bernhardt also agreed to play in Havana during the tour and the Shuberts agreed that
if Bernhardt wanted to return to Paris via Buenos Ares, they would pay for the detour.
The contract with Bernhardt entailed much less risk for the Shuberts than the contract
between Forbes-Robertson and Klaw and Erlanger, for their initial outlay was limited
to an advance of 75,000 francs (about $15,000), which they would recoup at the rate
of 1,000 francs per performance after the sixty-sixth performance, and travelling
expenses. Klaw and Erlanger agreed to pay for the entire production of Caesar and
Cleopatra. which they would not see until after rehearsals were completed and the
company was due to open. Furthermore. Bernhardt was a proven box office success
while Shaw and Forbes-Robertson were less well known (but of course not
unknown). The tour that Bernhardt’s contract covered was the famous “circus tent”
tour which the Syndicate attempted to halt by denying her theatres in many towns.
While I do not have all the box-office grosses for the tour, The Theatre reported that
Bernhardt averaged $4,000 nightly including a single box office take of $9.984 in
Kansas City in front of 6,543 persons.’* Bernhardt received thirty percent of the box
office gross over $1,800 nightly.* If she played eight performances a week. her
weekly share of the receipts would equal about $4,000 (the Shuberts™ share. of
course, was much larger — around $28,000).

Even after the formation of Actor’s Equity, star contracts continued to be
written and changed little into the twenties. Stars who received a percentage of a
play’s profits could make great sums. However, no stars relied exclusively on a

percentage of the box office; they always received a weekly salary in addition to the
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payment of most of their expenses. While ordinary performers made much less, they
could still make a decent, if at times difficult, living on the road. The danger of
getting stranded far from home still existed but, since most tours were backed by the
large organizations of the Syndicate or the Shuberts. that seldom occurred in the first
fifteen years of the twentieth century. There still were many independent companies
on the road after the turn of the century and the danger of managerial abandonment
was very real, but that was unlikely in the larger organizations with their larger cash
reserves. However, performers still were forced to work many hours without pay (at
rehearsals, both before and after opening); they could be dismissed at the whim of the
producers with little recourse for registering a grievance; and had to submit to the
often very strict moral and behavioural codes that road managers forced on their
companies. Other stage staff were even worse off than performers. receiving smaller
amounts of money and no public recognition, which made them very disposable.
Whereas some performers were so well liked by the public that the manager could
not afford to lose them, stage staff did not have this protection.

3.6 Director Contracts

The responsibility for “staging™ a piece was normally given 1o a director.
stage manager, star performer or taken over personally by the producer. Daniel
Frohman defines a good stage manager as:

not merely a monitor who directs the actors in their movements. who

tells them when to come on. how to make an effective stroke. and

how to create a “'situation.” He must possess creative and interpretive

powers... A good stage manager must be a close observer of life. He
must sympathize with the aim of the author and understand how to
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develop and graduate the scheme of the play with such truth and

effective detail as to build up the climaxes with skill. He has to invent

co-relative “business.”... While a stage manager may not be an actor,

he will be able, if he has the correct instinct and knowledge. to

convey every subtlety and shade of expression necessary to the

actor.... While a good play cannot be killed altogether by imperfect

stage management, it can be made so effective in all its phases by

judicious handling that no doubt need exist of its merits, while its

shortcomings can equally as well be skillfully mitigated.... On the

other hand, a play is not always complete after its first performance.

Clever stage management. too. has frequently turned apparent first-

night failures into success. ¥’
Frohman was essentially describing the role of stage director as we conceive it today.
A producer who often personally assisted in the direction of his productions was
Charles Frohman, Daniel’s younger brother. John Drew, in his autobiography My
Years on the Stage. wrote that for the production of The Masked Ball. “Frohman
came to rehearsals himself, and he did a good deal of the directing. Often he made
suggestions; and good ones, but he never assumed the job of general stage director
or producer.”® In fact. Frohman appointed another man. Joseph Humphreys, to be
his general stage director.*®

[n the case of Havana, a musical comedy the Shuberts produced in 1908. they
engaged Ned Waybumn to supervise staging. The hiring of Wayburn is interesting
because in an article from The Theatre in July, 1906. he is described as working
mostly for Klaw and Erlanger in the “management of chorus girls.™® While it is not
surprising that he was hired to work on a musical production, he must have jumped

the Klaw and Erlanger ship or gone independent sometime in the two years between

the article in The Theatre and the production of Havana. Wayburn was to be paid
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$1,000 divided into five equal instaliments and compensation at the rate of $500 per
week if required after the initial rehearsal period. He was also entitled to equal billing
with the composer of the piece and exclusive credit for staging the musical in all
programmes, billing and advance notices.*' Many stars, such as Sarah Bernhardt, Alla
Nazimova, Nat Goodwin, and so on. would stage their own productions with help
from a stage manager who acted more as a book-keeper. While the producer was
selecting and signing his stars and cast, he was also submitting designs and orders
for costumes and set pieces.

3.7 Design and Construction Contracts

The present-day positions of costume. set and lighting designer were non-
existent in the Shubert and Syndicate organizations. Many designs were interpreted
from the script by artists, usually with direction from a producer. who created models
or renderings that were sent to a specialized theatrical construction firm to be built.
Using artists as designers was similar to the way nineteenth-century actor-managers
acquired scenery and still worked for new productions put on by the Shuberts or
Syndicate. However. while the actor-managers of old were creating a limited number
of productions for a new season, the Shuberts and Syndicate were preparing literally
hundreds of companies to go on the road. To launch many of these productions out
of New York economically, older scenery which satistied merely generic scene
requirements (such as a forest or similar outdoor scene) would be taken out of
storage. The Shuberts maintained a scenery storage facility in Hoboken. New Jersey.

Regular correspondence between the home office and the manager there noted the
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movements of a great deal of stock scenery around the country.

In aletter dated November 22, 1909, from Charles Bird to Sidney Ascher, the
manager at the Shuberts’ Hoboken scenery storehouse, the scenery requirements for
two companies are noted:

The Roberts Company wants the second act of “Gloria,” together with

the properties. which are stored in the Sothern [sic] storehouse. and

also the new set built for [actress Alla] Nazimova called the

transformation and designated as the littie interior.

For the Lottery Company which opens a week from Monday night at

the Bijou the second act set of the [Lulu] Glaser show, which is the

black interior, tapestry set. together with furniture. and fire place. the

latter of course to be taken care of from the storehouse.*

The mixing and matching of sets from different productions was merely a
continuation of the time-honoured tradition of employing stock scenery. While some
productions did have new scenery built for them, many, especially revue-type shows
or Shakespearean productions, would use recycled sets to maximize potential profits.
For most productions. the scenery would be stored at the end of the season and
brought back out in the following August or September. Three to four months before
the season was to start, the storehouse was warned to begin work on pulling sets for
productions that would tour again:

Next season the following productions of this season’s shows will

tour:- “Marcelle,” “Hamlet of Broadway.” “Havana.” “Mlle.

Mischief.” “Witching Hour” Numbers one and two [duplicate

companies], “The Bachelor.” “Going Some.” “The Blue Mouse™

Numbers one and two. The additional ones I will keep you informed

of. Whenever an opportunity presents itself you can start work and

get all of the above in shape. After this is done keep them intact so
they can be readily handled.*
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Sometimes, in the case of costumes, a prominent dressmaker might be
employed to produce costumes based on an author’s or producer’s specifications,
again, usually based on an artist’s renderings. Lighting was often left up to the
electrician on the ground who would work mainly with equipment found at the local
touring house. Some specialized equipment for special effects might be required by
the director or producer; this would be rented for the season and carried with the
company.

When design decisions were finalised, the actual construction was put up for
bids to sub-contractors. Amongst these sub-contractors were costumers, wigmakers,
shoemakers, scene construction shops. scenic artists (for scenery painting),
fireproofing companies and engineers for special effects such as flight harnesses. For
the Glorious Betsy company in 1906. scenic models were created by the Young
Brothers and Boss Studios and sent to the Ormston Scenic Construction Company
for an estimate. An agreement was reached between the producer (James K. Hackett,
working with the Shuberts) and the construction company for an interior and exterior
scene as well as two stage cloths. tarpaulins and fire proofing for $850.* Two bids
were received for the painting of the scenery: one from the design studio and one
from H. Robert Law. scenic artist. Young Brothers and Boss quoted a price of $1410
for the work and Law quoted $1000. Law’s bid was accepted.*

The Shuberts commonly used the firm of J. Miller, Theatrical Costumier. for
their costumes. The Glorious Betsy company required seventy-eight costumes in all.

The purchase price was $2500 and a $500 deposit was required. but the company
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would make a weekly payment of $200 dollars for the first five weeks and $100 per
week after that.* While all payments were to be applied to the purchase price, [ found
no evidence pointing to a costume storage facility in the Shubert organization at the
time. Perhaps the Shuberts would not take final possession of the costumes at the end
of the season, instead selling them back to the costumer, if a revival of the play was
not anticipated, or keeping them if a revival was arranged.

Table 5 is an undated summary for Miss Mannering’s company. The
summary also notes a requirement for the rental of Colonial Style furniture for the
final act (which they could purchase for about fifteen percent of the total cost per
month, with no term mentioned) including: Medallion and four small rugs. two small
centre tables, one arm chair, six small chairs. one consul table, small amount of bric-
a-brac and three vases. The production also required six pairs of lace curtains, vines.
flowers, grass mats and cocoa matting for horses in the first act (the purpose of which
is not noted, but is probably to protect the stage from being marked by horse
hooves).*’ In total, the set would seem to make up about two thirds of the production
budget and the costumes the rest without allowance for any special lighting
equipment (which would not likely be an initial cost. rather a weekly expense). The
practice of sub-contractors offering their goods to theatrical producers on a time-
purchase system, to spread the initial cost of a production more evenly over a season.
was quite prevalent, as seen in the case of the furniture and costumes for Mary
Mannering’s production above. Since the managers were outfitting a number of

productions at the same time of the year (June through August). they needed to
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spread out some of the required payments so that their resources were not stretched
past the breaking point.

Separate from the costume costs noted above would be wig and shoe prices.
For the DeWolf Hopper production of And What Happened Then, bids from two shoe
manufacturers and one wig and toupee maker were found. The A.M. Buch and
Company Wig and Toupee Makers submitted at least three estimates for the
production dated July 31, August 3 and September 16, 1908. The first estimate
yielded a price of $274.75 for thirty-eight wigs and one beard and on the bottom is
the note 1* proposition rejected” in what looks like J. W. Jacobs™ handwriting. The
goods were offered at the rate of twenty-five dollars per week for the season. The
second proposal, with a total price of $237.75. was accepted by Jacobs, but was
amended on September 16" to include another beard, four pairs of eyeglasses and a
black satin mask.” While no other estimates from different wig companies were
found, the Shuberts dealt with at least two shoe manufacturers.

The two shoe estimates were for the same De Wolf Hopper production as the
wig estimates. The two estimates came from J. Miller Theatrical Custom Shoes and
Boots (likely the same concern as J. Miller Theatrical Costumer) and Alfred J.
Cammeyer, Boots. Shoes, Slippers and Rubbers. The original bid from Cammeyer.
dated July 10. 1908. was $397.70 and the firm was asked to lower their prices. which
they refused to do in a letter dated July 31, 1908. Consequently, the estimate from
Miller on July 20" for $358.70, less a five percent discount, was accepted. Miller.

probably knowing the Shubert penchant for seeking the lowest prices, gave two
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prices on many items, one of high quality and one of low, as well as an overall
discount of five percent. In the margins of the Miller estimate is a note accepting all
the lower quality and priced items instead of the higher priced ones. Miller is listed
as a “Theatrical” shoe and boot supplier, while Cammeyer is listed only as a general
boots and shoes supplier. Perhaps the Miller firm already knew the producers and the
Shuberts only sought the second estimate to make sure that Miller’s prices were in
line with other suppliers.

[n addition to such standard production items as costumes. sets. painting and
properties, more esoteric design items were sometimes required. For the Hippodrome
production of Sporting Days, Claude Hagen, a designer, was contracted to supply
eight treadmills and five horses. Hagen had formerly used the treadmills and horses
for the “Fire Show™ at Coney Island and agreed to rent them to the Shuberts for $125
per week. The Shuberts also had to hire Hagen's assistant at $15 per week to look
after the equipment and horses.*’ To make DeWolf Hopper “fly” in his production
of What Happened Then, the Shuberts hired one Edwin Wakefield to “construct.
maintain and operate a wire apparatus.” Wakefield was to receive $125 per week for
the apparatus and the following billing: ~Aerial Evolution of Mr. Hopper. Devised
by Edwin Wakefield."*°
3.8 Other Production Costs

Production costs also included many other items. To take care of costume
cleaning requirements. the Shuberts entrusted their costumes to Levey Theatrical

Cleanser and Dyer in New York City. Levey agreed to clean complete costumes
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(including hats, dresses and shoes) for one dollar and twenty-five cents per costume.
The cleaning firm also had to carry a $1,000 insurance policy to guarantee the
replacement cost of any costume should it be damaged while being cleaned.*'

The greatest potential danger to any item in the theatre was fire. To protect
their flammable set pieces, the Shuberts engaged the Bleino Fireproofing Company
of New York to look after all their scenic stock. Since theatrical sets were mostly
composed of flats and risers made of wood and canvas. the contract is mostly
concerned with prices per square and running yard of these materials. The contract
also covered other kinds of material (such as netting) and built-up scenery.*

3.9 Routing Schedules

The final set of documents that belong to the pre-tour group are routing
schedules. While these were used when the production was on tour. they originated
during the pre-tour period. For this reason. they partially fall into both the pre- and
on-tour categories. The best examples of schedules come from the offices of the
Northwestern Theatrical Association and its general manager. John Cort. The main
office of the Association was in Seattle. Washington. and it administered theatres in
the states of Washington. Oregon. [daho. Utah and Montana. and in the province of
British Columbia. [t also had connections with theatres in Alberta. Between March
and September each vear, Cort’s office produced comprehensive routing schedules
and sent them to the Klaw and Erlanger and later Shubert home offices. Generally.
those schedules were simply a listing of dates and stops usually beginning in

Montana and moving west through Washington. then north to British Columbia. and
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finally south to Oregon, Utah or California. In the odd case, this route would be
reversed, but in the thirty or so schedules examined only a few moved from the south
to the north and then east. The schedules do reveal how grinding life on the road
could be. Commonly companies played the Association’s territory over about six
weeks, with some twenty-five to thirty stops. For the most part the routes were made
up of one-night stands in such “good show business towns™ as Billings (Montana).
Pocatello (Idaho), Pullman (Washington) and Nanaimo (British Columbia). Split
weeks of two or three days each were reserved for Butte (Montana). Seattle and
Spokane (Washington), Portland (Oregon), and sometimes Vancouver and Victoria
(British Columbia) (see Appendix F for examples of route schedules). Occasionally.
an explanation of portions of the proposed route accompanied the schedule:

Replying to yours of March 24" regarding route for “The Maid and

the Mummy,” we have marked off as per your letter of March 24"

with the following expections [sic]. Have cut out Glendive as it is

impossible for Glendive to play a company of this size and cut out

Victoria and have the company jump from Seattle to Vancouver so as

to play Everett as they cannot make Portland from Bellingham.*
Obviously, Cort had specialized knowledge of his territory that the home office in
New York did not. Since both Victoria and Glendive were smaller stops. they were
cut from the schedule tor this production (a large-cast musical). Cort likely added
Everett to the schedule for one of two reasons: either the trip from Bellingham to
Portland was too long for the company to take in one night and be able to play the

next evening or there was no regular train service from Bellingham to Portland and

such a jJump would require a costly special train to be hired. thereby cutting profits.
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Another kind of route schedule that exists is the inter-office summary that
was commonly sent from the Booking Office to Lee and/or J. J. Shubert. These
schedules list an attraction with its upcoming dates for the season. The example
found in Appendix G was for the Shubert production of “The Kiss Waltz” and
included stops all over North America.

3.10 Contracts Between Road Companies and Theatres

The only kind of document created while companies were on tour were
contracts with individual road theatres. There is little difference between Shubert
and Syndicate contracts of this type. Reduced to its simplest, this type of contract
lists the two parties in the agreement; the name of the theatre; the length of contract
(noting if any matinées were included); the name of the play (or star); and the
division of the receipts. These contracts also generally include a series of pro forma
statements, which covered the responsibilities of the theatre owner. such as supplying
a lighted, warm, clean stage with all needed technicians. front-of-house staff and
orchestra. The road company agreed to supply acomplete combination company and
all publicity materials (which the theatre would usually distribute). Usually the road
company took from 60% to 85% of the total gate receipts. This amount would vary
depending on the stature of the star. the size of the theatre and the size (or
importance) of the road city. In general. road companies took a higher percentage of
the gate in smaller cities. This type of contract was the final written step in the chain
of more or less verbal agreements between the booking agencies in New York and

the theatres on the road. See Appendix H for examples of these types of contracts
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from both the Shuberts and the Syndicate.
3.11 Merchandising Contracts

Merchandising has grown to be a significant source of revenue for
commercial theatrical productions today. but even at the turn of the century
significant sums were made by producers from merchandising rights. The first set
of post-tour documents covers these rights. In a contract between the New York
Coin Operated Machine Company and Sam S. & Lee Shubert. Inc.. in March of
1911, the purpose of these contracts was spelled out:

The party of the second part further grants to the party of the first part

the sole right and exclusive privilege during the term of this

agreement to maintain and operate a stand or showcase centrally

located on each floor for the sale of merchandise hereinafter

mentioned, also the rental of Opera Glasses and to solicit audibly by

means of uniformed attendants circulating throughout said Theatre.

before the performances and during intermissions. the sale of

confectionary, song books, music and such other merchandise as may

be mutually agreed upon.*
The contract sets out a monthly payment schedule for the season which had to be at
least thirty-five weeks long. If the season was less than thirty-five weeks. the
merchandise company would be reimbursed on a proportional basis. While this
contract covered many types of merchandise. the majority of the contracts found
covered a single merchandise element such as program or candy sales. For example.
a contract co-signed by the Shubert Theatrical Company and the Jefferson Theatre
Program Company on May 18", 1911. covered the sale of programs at ten Shubert

theatres for five years beginning in September 1912. Yearly payments for program

privileges are specified as follows:
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Chicago
Garrick — $3,500
Lyric - $3,500

Princess— $2,000
Indianapolis

Shubert-Murat - $1.800
Cleveland

Colonial - $1.500
St. Louis

Shubert — $2.000

Garrick - $1.000

Kansas City

Shubert — $1,500
St. Paul

Shubert — $300
Minneapolis

Shubert — $700

The contract also covered the right to place advertisements on the act drops at the
Garrick in Chicago and the Garrick in St. Louis for $500 each. The total offer for the
program privileges for these ten theatres, which were not the total number of Shubert
theatres. came to $19,300 per year or a total of $96.500 for the lifetime of the
contract.” In return for essentially no investment on their part, the Shuberts would
have earned almost $100.000 from the sale of these rights. To put this amount in
perspective. a theatre that seated 999 people was estimated to cost $187.009 to
build.* For allowing a company to sell programs in the ten theatres noted above. the
Shuberts gained enough capital to pay half of the cost of erecting a new theatre.

A related type of contract regulated the selling of souvenir books at the Klaw
and Erlanger production of “The Sleeping Beauty and the Beast™ in November 1901.
For the privilege of selling these books in theatres where the production was playing,

Towers and Curran. the second parties to the contract. had to pay Klaw and Erlanger
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twenty-five percent of the selling price. The contract called for Towers and Curran
to pay Klaw and Erlanger an advance of $500, which would be forfeited if the book
was never produced. Klaw and Erlanger also reserved the right to final approval of
the book or album. *’

3.12 Stock and Licencing Rights
The second set of post-tour documents were for the stock and licensing rights
of plays after the original road companies had ceased touring. In return for a royalty
payment the Shuberts assigned a license to other producers with the exclusive right
to perform a play in a certain region for a set period of time. For example. the firm
of (Max) Nathanson, (A. A.) Spitz and (Frank W.) Nanson desired the rights to a
Shubert production entitled The Wolf. A contract was granted them on July 7. 1908
for one season beginning in September of 1908 and running until June of 1909. The
contract granted them
the sole and exclusive right. license and privilege to produce and
perform the said play entitled “The Wolf". in the tollowing
territories:- Maine. New Hampshire, Vermont, Massachusetts (with
the exception of the cities of Boston. Worcester and Springfield).
Connecticut (with the exception of the cities of Hartford and New
Haven), Rhode Island (with the exception of Providence). New
Brunswick, Canada, Quebec, Canada. Ontario. Canada.*®
A map was appended that further clarified the territory. The main cities in this area
were expressly left out of this contract and would have been subject to individual

contracts because of their increased potential for profit. This contract did not grant

the power to produce this play in stock or to sublet the play to stock companies: it
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only provided the licensees with the right to form a touring company and play it
throughout the territory indicated. In return for the granting of these rights, the
Shuberts were entitled to ten percent of the weekly box-office gross. The Shuberts
were also entitled to daily box-office reports and a weekly summary and payment.
Nathanson, Spitz and Nanson had to run the play for a minimum of twenty weeks or
pay the Shuberts a penalty of $250 per week below twenty. The Shuberts retained the
right to approve the cast selected by the licensees. but the name of Shubert. Shubert
Theatrical Company or Sam S. and Lee Shubert was not to be used in connection
with this production. Finally, if the contract was properly fulfilled. it could be
renewed at the same terms for an additional year. In addition to the above
arrangements, the Shuberts were free to license the play in other regions of North
America. In the particular case of The Wolf. the Shuberts only owned the North
American rights, having acquired them from its German author who held the
worldwide rights.

For some plays, the Shuberts granted more extensive territorial rights. On
September 13, 1910. Paul Gilmore, of New York. acquired the rights for the Clyde
Fitch play The Bachelor from the Shuberts for the entire United States and Canada
for the season of 1910-11. Gilmore’s contract was similar to the one noted above.
except the Shuberts had no say in casting and Gilmore was to pay only 72 % of the
box oftice gross. In an additional agreement appended to the main contract. Gilmore
was granted the use of all the original props and scenery of the production for a

further 5% of the box office gross. ¥
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The contracts for The Bachelor and The Wolf were made soon after the
original productions left the road (actually multiple productions, three of The Wolf
and two of The Bachelor).When a script was no longer able to attract any purchasers.
the Shuberts would offer it to stock companies through a literary agent. In 1912, the
Shuberts contracted the agent Elisabeth Marbury to distribute stock rights to The
Witching Hour. If a company desired the stock rights. Marbury sent the Shuberts a
list of weekly rental prices for individual cities (See Appendix ). This is similar to
the way rights are acquired today, from a play broker, except that the weekly rental
was determined by the size of the city rather than the size of the theatre. If the play
was not sold to an agent, it could be acquired by a touring stock company. as in the
case of the Sanger and Jordan company in 1910. An internal memo from Charles
Bird to J. J. Shubert noted that Sanger and Jordan wanted to acquire the rights to the
entire Shubert play library for the West Coast of the United States. The potential
return for these rights, according to Bird. could be as high as $7.500 per week for a
large city such as San Francisco.® The potential for reaping great profits from very
little labour was excellent.
3.13 The Shubert Home Office
Looking after the stock rights for older scripts was only one of the myriad
duties that members of a producer’s home office were responsible for. Both the
Shuberts and the Syndicate maintained home offices. but detailed information is only
available on the Shuberts. The home office looked after such things as booking.

company management. and ail the day-to-day responsibilities of a large firm doing
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business on an international scale. Daily and weekly reports from companies on the
road and theatres and personal reports from managers and agents flowed into the
office, and all orders for work were cleared through the home office. Directives and
documents that the Shuberts used to maintain their far-flung empires emanated from
their office as well. The growth of the home office was a reflection of a larger trend
in business management in general:

..a constant flow of information was essential to the efficient

operations of these new large business domains. For the middle and

top managers, control through statistics quickly became both a

science and an art. The need for accurate information led to the

divising of improved methods for collecting, collating, and analyzing

a wide variety of data generated by the day-to-day operations of the

enterprise.®’
The above passage is really discussing larger firms such as the Pennsylvania
Railroad, but still rings true for businesses the size of the Shuberts or Syndicate who
carried on operations on a continent-wide scale. The following information for the
Shubert home office is from the period circa 1907 to 1912. Prior to this date. the
office was much smaller with only a few members. The offices of Klaw and Erlanger.
the main Syndicate office. were probably as large as the Shuberts™ but. due to the lack
of detailed inter-office correspondence. impossible to analyse.

The Shubert home office was organized hierarchically. from Lee and J. J.
Shubert on down. Directly under the brothers was their trusted associate. J. W.
Jacobs. who worked on a day-to-day basis with “general manager™” Charles A. Bird.

Sub-units of the office looked after finances (J. A. MacMartin. D. W. Truss). booking

(J. H. Decker. earlier Abe Thalmeir and Claxton Wilstach): legal issues (William
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Klein); other company business details (H. D. Kline); photographs and advance agent
materials (John Shean, C. P. Greneker); publicity (Toxen Worm); and scenery and
property storage (William DeGrasse. Sydney Ascher). The functions of the
departments of finances, booking and legal issues are self-explanatory. Kline handled
such issues as individual contracts with road theatres and performer contracts. The
scenery storage depot in Hoboken. New York. was the main responsibility of
DeGrasse and Ascher. but they sometimes went on the road to fit up a company or
to retrieve stored scenery. The functions of Greneker’s and Shean’s department is
best covered by the following memo:

1. To supply agents with photos and cuts.
2. To keep on file copies of all press matter of every attraction.

3. To maintain a clipping bureau.

4. To secure photographs of stars. principals and chorus and have same on
file.

5. To furnish agents with special feature material.

6. To secure mailing lists from every town to cover same well in
advance with folders, cards. press sheets etc.

7. To cover out of town opening.

8. To keep in close touch with dramatic editors in all of the cities and

supply them with press matter and photos of all Shubert attractions.

9.If special campaign is required man to be {sent] to work with agent.®

Bird felt it was necessary to create this department because of the increasing number
of productions the Shuberts had on the road each vear and because the work of
advance agents. who prepared the way for individual companies on the road. was at
best uneven. Some agents were very good at selling their productions. while others
were rather more lax. With this new department reinforcing the advance agent’s

work. the home office felt that each production would get at least adequate publicity.
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This new office was another example of the increasing centralization of control of
theatre on the road. Formerly, advance agents operated autonomously, gathering
press matter and having photos taken of the company and stars when necessary. To
maximize company profits through better publicity and to exert more centralized
control over their empire. the Shubert home office with its increased resources would
directly administer the publicity of the road companies using the advance agent only
as a distributor of material. Jerry Stagg, in The Brothers Shubert, emphasizes the
importance of publicity to the Shubert Corporation:

They had learned that publicity draws large money, important money,

and they learned too that important money and large commitments

generate publicity. They became masters of the art.%’

While all departments of the home office needed to operate well for the Shubert
corporation to be successful on the road, the swift and decisive nature of its
leadership was the key. For this reason. the myriad responsibilities of Bird, Jacobs
and the Shubert brothers deserve further discussion.

The two brothers divided responsibilities within the firm in such a way that
they did not come into contact with each other very often. In fact, most of their
business was carried out via inter-office memos and messengers who shuttled
between their offices. However, their responses to issues were detailed. swift and
decisive, leaving little room for interpretation by employees on a local level. J. J.'s
hand is more visible in the everyday activities of companies on the road while Lee
was more concerned with negotiations to acquire building capital, plays, theatre

leases and booking contracts. Lee was also the public persona of the Shubert
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Corporation. He made the majority of the announcements concerning new theatre
construction and anti-Syndicate measures. J. J. seems to have had control over
casting and directing plays, but of course Lee still had some input. For the most part.
if an issue required delicacy and negotiation, J. J. was kept out of the way on account
of his usually pugnacious behaviour. while Lee imparted at least a veneer of civility.
Members of performing companies, on the other hand, usually appealed to either J.
J. or Jacobs if they had any difficulty on the road or problems with the terms of their
contract. If an employee (performer or stage staff) did not get a satisfactory answer
from J. J. or Jacobs, many times they appealed to Lee for help. Usually Lee passed
any of these matters back to J. J. or Jacobs for resolution as he dealt mainly with
corporate issues and theatre buildings. Jacobs acted as the “third brother™ whose
authority was only surpassed by that of the actual brothers themselves. He had been
an associate of the brothers from their earliest time in Syracuse. and many decisions
were left up to him, the only member of the firm other than Lee and J. J. to have this
authority. The greatest indicator of his stature was the fact that, as Secretary
Treasurer, he was the only non-Shubert to be present on the company’s letterheads.
Most personnel decisions came from J. J. Shubert. but were handed down for action
to Jacobs, who usually acted as the Shuberts’ “hatchet man.™ For example. when J.
J. decided that company salaries were too high. Jacobs was assigned the task of
telling those involved that they would be receiving less money. Jacobs also received
notice of every move made in any department in the organization. Most directives to

Charles Bird originated from Jacobs though some came directly from J. J.. However.
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there were fewer memos from the Shuberts to Jacobs, suggesting either that he must
have had a great deal of authority or a more direct line of communication with the
brothers. While the brothers and Jacobs set policy and authored many memos, Bird
was responsible for the actual implementation of corporate policy. Often, Bird had
to take to the road himself and pay visits to theatres or road companies that were not
as profitable as the Shuberts felt they could be.*

Bird was the busiest member of the home office. He kept in daily contact with
managers on the road and advised them on all issues. He was also responsible for
signing all contracts as general manager, acquiring insurance and surety bonds,
approving orders for labour in all the theatres, and collecting payments owed to the
firm. He was also sent on the road to investigate conditions and send reports back to
Jacobs and the Shuberts. The other departments in the organization rarely made a
move without consulting Bird, or at least advising him. The sheer volume of memos
in Bird's files is astounding. While Bird was not allowed to make any strategic
decisions without consulting the Shuberts or Jacobs. he was empowered to make day-
to-day decisions based on policies set by Lee or J. J. Shubert.

3.14 Conclusion

The home office was the mediating point between the road theatre and the
touring company on the road, circa 1895-1916 (see Figure 4). All contact between
the two parties was made through the home office until the company actually arrived
in the town where the theatre was located. While each company had representatives

of the home office present. all major decisions were controlled from New York. In
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most commentaries on the era 1895-1916, the main benchmark used to determine
theatrical strength is the number of theatres that a corporation owned or controlled.
In Bemheim’s The Business of the Theatre. charts of the numbers and names of
theatres controlled dominate the statistical representation of the fight between the
Syndicate and the Shuberts. While the number of theatres controlled was important.
especially those in larger cities. a statistic of this kind discounts the importance of
production companies and other sources of income available to the corporations.
Both the Shuberts and the Syndicate reaped large profits from their production
companies and associated sources of income (song royalties. merchandising and
licensing). While the number of theatres controlled does provide an easy and concrete
example of their relative power. few of these buildings were ever owned by the
corporations outright. More to the point. without touring companies these building
were worthless. and it was the deficiency. both in number and quality. of these
companies that would be a major factor in the decline of the road. not the lack of
theatres. Of course, as discussed in the previous chapter. the lack of companies was
not the only factor involved in the decline of the road. The centralization of controi
over theatrical production allowed the Shubert Corporation the flexibility to change
the focus of their business to production in New York City proper when “the road™
declined and New York boomed. Since the Shuberts™ 1911 charter, as noted at the
beginning of the chapter. gave them the flexibility to take on any entertainment role.

they were able to shift their attention from the road to elsewhere with ease.
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Chapter 4

From Beantown to Beertown and All Stops in Between...
Companies on the Road

Nowadays. although you hear a great deal of prattle about the
“theatrical trusts”, when a reputable manager engages an actor he is
able to promise thirty or forty or even more weeks for so many
seasons, and to agree that the actor shall have the privilege of
appearing in first class theaters everywhere. That actor, if he has a
spark of genius, therefore is placed in the very best position to show
it. He doesn’t have to worry about his salary. for the manager is
~good” for it; he doesn’t have to worry about his hearing, because the
houses of that manager all have enough regular patrons to fill them
once; if the actor is any good he will continue to fill them; he does not
have to worry about traveling details, about details of management,
about advertising details. about costumes, and a dozen other little and
annoying things that once the actor was compelled to look after, but
that now is on the manager’s shoulders. If that actor doesn’t push to
a place among the ranks of the stars. in a very short while, why he
never was meant for a big actor, and he’ll begin to sag and fall back
in the running very rapidly.

Most of these theaters are leased. In fact [ might say that there are few
big managers who own their own theaters. There are exceptions of
course, to this rule. We find however, that it requires enough capital.
enough to satisfy us, just to lease these buildings without building
them. [ suppose if we owned our property we would be even harder
to get along with - from the viewpoint of the actor and the author.

Take the Garrick — our Chicago theater. The expenses of this house
alone, exclusive of what salaries may be paid to the members of the
company, are over $1.500 each week. The rent is large enough to
represent an investment of a million dollars.'

- J.J. Shubert, The Business Side of the Stage
(unpublished manuscript)

While glory and fortune went to the theatrical generals in New York. the success of

their firms was based on the competency of their lieutenants and soldiers slogging
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through the trenches in the road theatres from September to May of each year. Since
these generals could not be everywhere at once, they relied on their lieutenants —
" company, stage and theatre managers ~ to send them daily written reports of
conditions on the road. On any given day, the Syndicate and Shubert home offices
collectively had to deal with correspondence from more than one hundred company
managers and almost as many theatre managers. The theatre managers referred to are
not the circuit managers such as John Cort, Julius Cahn or Ambrose Small, but the
actual managers of theatres the Shuberts or Syndicate directly owned or leased. For
this reason, most of the discussion in the correspondence deals with the operation of
the theatre rather than the booking of attractions. To begin my analysis of conditions
on the road, [ will look at correspondence between the home offices and the road and
theatre managers. Particular attention will be given to how routes could be adapted
in reaction to changing conditions on the road as well as how companies were
managed and disciplined. Next, I will investigate how stage crew and technicians
were paid and organized, both for the road and locally. [ncluded in this discussion
will be some comments on the International Alliance of Theatrical Stage Employees
and Allied Crafts of the United States and Canada (I.A.T.S.E.) because the union was
solidifying its position throughout the first decade of the twentieth century. Even
though tours were well planned. many unexpected conditions could suddenly crop
up on the road and disturb a tour considerably. To give a taste of this
unpredictability, [ will cite a few examples of unexpected road events and the

reactions of companies and road managers to them. Finally. I will end the chapter by
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analysing the financial performances of both road companies and theatres, especially
as conditions on the road changed from 1896-1916.
4.1 Managerial Correspondence

Road and theatre managers shared many concerns in the first decade of the
twentieth century. They both sought to run their organizations at the greatest degree
of profitability. However, the theatre manager tried to achieve profits by cutting
costs (such as heat, maintenance or labour), while the company manager tried to
increase business by improving publicity, engaging high-quality performances, and
ensuring harmonious interaction between company members and local theatre crews
and between company members themselves.

Consequently, the correspondence from theatre managers differed from that
of the company managers. Where they did share a similarity was in paying rent to
the home office and forwarding weekly profit cheques. However, much of the
discussion between the home office and theatre managers concerned fairly mundane
topics such as which coal to use to heat the theatre. how best to cut salaries to make
a house more profitable, whether to cut the theatre's share of advertising costs. and
how to save on electricity costs. These items reflect a theatre’s chief expenses
because the theatre managers never dealt directly with performers or the content of
productions. In the case of theatres not owned or leased by the Shuberts or the
Syndicate. almost all the correspondence dealt with production quality and the
division of box office receipts. These other road theatres were probably not operated

any differently than actual Shubert or Syndicate theatres. but since they did not have
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to report on their operations to a head office, or at least not a head office in New

York, little beyond the items noted above, production quality and box-office takings,

was ever discussed.

Most of the correspondence about the theatres’ physical plants took place

between the beginning of August and October. when the theatre managers were

preparing their theatres for the coming season. [n a letter to the manager of the

Shubert-controlled Lyric Theatre in Minneapolis, A. G. Bainbridge, dated September

27,1909, Charles Bird, Shubert General Manager, urges him to “conduct your theatre

in every part upon the lines of eliminating every possible salary you can.™ Bird goes

on to advise Bainbridge on heating the theatre:

If the grate bars in your furnace or boiler will permit the use of
Buckwheat coal, [ wish you would try this quality of coal. for the
reason that you can save a great deal of money by using it and obtain
just as much heat. Ithink it far preferable for you to contract for your
season’s supply with the understanding that the coal is to be delivered
as you desire it. [ find no difficulty, whatever. in the East, in making
contracts of this character and | imagine you will have no difficulty
in Minneapolis. Buckwheat coal. in the East, costs about $1.00 a ton
less than Pea coal and is the cheapest outside of soft coal. The results
are absolutely satisfactory and in instances where we have used it
here, it cuts our coal bills down almost 50%.’

On September 20, Bird had written to Bainbridge about the theatre’s electrical plant:

It occurs to me that with your installation at Minneapolis something
must be radically wrong with your lighting system. We pay five cents
per kilowatt in New York for current, and with an installation, for
instance, as at the Lyric Theatre, which must exceed yours twice over.
our bills do not run as high as yours do at Minneapolis. Your last bill
for a single week ran to $108. [ went over the installation at your
theatre, including the electric sign, pretty thoroughly. and at a six cent
rate there is no good reason why, if your current is kept down to the
lowest possible notch, your bills should exceed $85 or $90 per week
at the very outside. Our Washington bills. where we pay six cents per
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kilowatt, have never yet exceeded $70 per week. As [ have

previously endeavoured to impress upon your mind, one of the great

successes in conducting a theatre is the keeping of all expenses down

to the minimum.’

Almost all of the road theatres. if they were controlled by the Shuberts, had to submit
a weekly rental cheque to the home office. The amount of the cheque would be
deducted from the gross income of the theatre. thereby reducing the theatre’s net
income in case its profits were to be split with other business partners. The money
from the rent cheque would instead go directly to a wholly Shubert-owned
corporation. Since the profits for the theatres were sent to New York anyway. this
weekly cheque seems to have been a bookkeeping formality rather than a way for the
corporations to make money. In most theatre files. a letter similar to the following
appeared:

Commencing with the first week of your season. please charge in

your statement the following sums:

Rent — — - - $500.

Booking fee — — $50.

Please see that separate drafts are sent with your weekly statement for

rent, and booking fee.*

During and after October. the messages became more routine accounts of
rival activity in town, dealings with road companies and assurances that the theatre
manager was looking after the New York office’s best interests. Bainbridge. writing
on October 14, 1909. to Bird, outlined the business to date in Minneapolis:

So far this season business has been very uncertain. it seems that the

uncertain weather has a lot to do with it for we cannot get an advance

sale, everything is window sale. This week we have “Paid in Full™

against us with the original cast but up to now we have gotten the

most business. Next week we have A Gentleman from Mississippi™
with the orniginal cast against us and the week following that “The
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Third Degree” is against us. Now “The Wolf” played here last season

in the other house and with a stronger cast. “Going Some™ will no

doubt give me a good week in spite of Burr Maclntosh and the

original cast in * The Man from Miss.” But I am a little worried

about the next week, [ have John Mason in “The Witching Hour”

with “The Third Degree” against us, now you will probably recall that

William Morris played “The Witching Hour” up here last year, a

week in each town, and it was the poorest business [ ever saw a good

show get. But I am hoping that John Mason and the original cast will

get them, [ am also placing a lot of hope on the fact that so few people

saw it last year.’

After O. B. Sheppard, manager of the Princess Theatre in Toronto, had some
trouble with the company manager of a Syndicate company over free passes. Charles
Osgood. the manager of Klaw and Erlanger’s booking department. wrote that ~“[n]o
combination ever gives orders as to what a local manager is or is not to do.™ Osgood
probably reserved that right for the home office in New York.

In the correspondence between New York and the road theatres. two threads
emerge. First, the managers in New York would detaii at length how to save literally
pennies on house expenses. Considering the number of theatres they were
controlling, such cost-cutting measures would of course add up to a large amount of
money. In individual cases, however. such instructions often seem excessive.
Second. a common tactic the Shubert home office employed was to always note that.
whatever the cost of an item or wage scale for labour in the road city. it was cheaper
in New York. For example, when George McLeish, manager of the Princess Theatre
in Montreal. submitted an estimate to the home office for an electric sign to be

manufactured in Montreal. Bird wrote back: “[o]f course the price charged for the

sign. the drawing of which you submitted me. is entirely out of the question. I could



Chapter 4 125

have the same sign built in New York for less than one-half the money.™ In regards
to wage scales, Bird wrote Bainbridge on September 27, 1909:

If Mr. Howe is capable of acting as assistant treasurer, | wish you

would arrange in some way to cut out Mr. Hough as soon as possible.

Our box office at the present time in Minneapolis is costing more

than any box office in New York and we cannot stand this expense.

You are paying Merrill. as telephone boy, $3.00 more per week than

we pay any boy in New York and I really do not understand why it is

necessary to carry one at all.?

Bird extended such criticism even to theatre managers closer to New York. such as
the following to Gilbert Gordon. the manager of Harmanus Bleecker Hall in Albany.
New York:

Mr. Shehan advises me that your carpenter. electrician and property

man demanded and received double pay for Sunday work. which we

never have made payment for. nor has any payment been expected by

New York carpenters.’

While on the road, the managers of Shubert and Syndicate road companies
had to correspond with the home office more than once per week. The typical
Shubert road manager telegraphed the home office every day to submit the box-office
take for each performance. He wrote a weekly letter to MacMartin, the Shuberts’
treasurer, reporting the week s profit and enclosing an appropriate cheque. When he
had personnel problems, needed press material or other specialized supplies. he wrote
H. D. Kline in the publicity department or general managers C. A. Bird or J. W.
Jacobs. Of the two Shubert brothers. he wrote to J. J. about the general operations of
the company and only corresponded with Lee on special subjects or if the company

was to go into New York during the season. Generally. Lee was the final arbiter of

decisions in the corporation. but he mostly looked after operations in New York and
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theatres in general while J. J. looked after the road and performing companies. With
the exception of the daily telegrams about box-office receipts, most correspondence
was carried out through the regular mail."

All managers of the Shubert and Syndicate companies sent their profits to
New York every week. While many stars were due a percentage of the season’s
profit, they usually drew it through the Shubert home office rather than directly from
the company. Some companies, instead of sending in a profit cheque, would send a
letter noting that box office receipts were simply covering their expenses or
requesting a cheque to cover losses.

Another common item in the weekly correspondence from companies was
a cheque covering equipment rentals and home office expenses. It was quite common
for a company to have to send $50 to $150 back to home office as an administrative
cost. During the 1908-9 season, of the eighteen companies on the road belonging to
the Shubert Theatrical Company, seven paid $150, one paid $100 and ten paid $50
per week to the home office.' By deducting these fees from the box-office gross. not
only would the administrative offices in New York be paid for, but also. in the case
of a profit-sharing arrangement with a star or outside interest. the net profit of a
company would be reduced and the amount of money paid to the star or shareholder
would also be reduced. A common practice for producing organizations was to cover
all their expenses from the box-office gross rather than their net share. This
arrangement protects producers from loss if a show fails. but of course does not

afford the same protection to an investor. Taking a cynical view of this practice helps
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one to understand why investors disappear from commercial theatre while many
producing organizations continue to present new productions even after a number of
box-office flops.

Some productions required lighting equipment or specialty equipment (such
as large chandeliers or special practical lights) not typically found in road theatres.
Producers would rent this equipment trom theatrical supply houses in New York and
assign it to the road company before it went out on the road. While the rental fee for
this equipment was directly paid for by the home office. each company carrying extra
lighting or other equipment had to deduct the rental fees from the box-office receipts
and send them to the home office weekly. In a letter dated September 7. 1909.C. A.
Bird sent to MacMartin a list of nine companies that owed between $1.12 to $5.04
per week, along with instructions to make sure he collected the amounts named."*
The manager of the “Gay White Way” company. Melville Hammett, noted in a letter
to Bird that his company had eleven arc lights. seven strip lights. two “6 X8 plugging
boxes and two 4 way” plugging boxes rented from the New York Calcium Light
Company."

The company manager was directed by home office to keep an eve on all
members of the company. Bird wrote a letter to *the Managers of Shubert
Attractions™ telling them “to keep in constant touch with your advance
representative, and report to this office three or tour times a week relative to his
work... .”"* On August 31. 1909, Bird wrote again to attraction managers:

[ desire to caution you particularly regarding the capability of your
working crew and to notify me of any weak spots vou have in your
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staff. We naturally expect these men to take excellent care of the
production in every particular and must naturally depend upon you to
see that this is done. If you have any undesirable men on your staff,
we will replace them willingly at the most opportune time."?
4.2 Route and Repertoire Changes

Included in managerial correspondence would often be route changes in
reaction to events on the road or strategic directions from home office. During Alla
Nazimova’s tour in 1908-9, her company had a repertoire of five plays: Hedda
Gabler, A Doll's House, Comptesse Coquette, The Comet and The Master Builder.
For the first part of her tour in the Northeast and North Central part of the United
States. all five plays were performed regularly, but when the Shuberts decided to send
her to the West via the South. rather than bring her back to New York, A. H. Canby,
her manager, in consultation with Nazimova. decided to drop two of the five plays
they were carrying that season. For the westward move. Canby “persuaded
[Nazimova] to dispense with ‘The Master Builder’ and *‘The Comet” for this coast
tour.”"® This change in repertoire also allowed the company to cut two salaries from
the pay roll. Canby was sure that he could get two nights’ business out of the
remaining three plays in the longer stands. having never previously used the cut plays
in one-night stands anyway. However. in a letter dated December 31, 1908. Lee
Shubert objects to cutting The Comet from their repertoire. His stated reason was that
Ibsen was not terribly popular on the coast and that “the Comet and Coquette will
relieve the monotony of the other plays.™"” Since The Comet (written and first

performed in 1908) was a relatively new play and the Shuberts had probably not

made enough money on that production to recoup its production costs. Shubert was



Chapter 4 129

probably loath to send the production to the storehouse so quickly. Canby made clear
his reasons for dropping the production in his reply to Shubert’s letter on January 5,
1909:

With regards to our taking “The Comet™ with us to the coast, |
imagine that you favor the idea because of the receipts. But you must
not overlook the fact that we have always made it our “get away”
play, presenting it on Saturday Nights [his emphasis]. | have figured
that after Madame’s audiences have seen her in her other plays they
will come to see her in anything new- especially on Saturday Nights.
But whenever we have tried it earlier in the week our business has
tumbled... By doing it on Saturday Nights we have squeezed a good
deal out of it, but [ am sure the play has not given satisfaction. [ am
much afraid the far-Western people will say very, very [his emphasis]
frank things about it. Madame realizes this. too. and is quite willing
to give itup. With “Doll’s House”. “Hedda™ and “Coquette” we shall
have quite enough for our one week stands- and three sure [his
emphasis] drawing plays.'®

Since The Comet garnered terrible reviews in New York. it is no surprise that it was
not well received on the road. Of the trio of Ibsen plays. The Master Builder would
undoubtedly be the least popular, whereas Nazimova’s Nora and Hedda had quickly
become her signature roles and could not be dropped from the repertoire without
disappointing many audience members in the towns on the tour route where the
legend of her success had already been publicized:

[ believe she will draw big business in Tacoma. Seattle etc.. for these

towns have had a great deal of press stuff about her in the past two

years and they might even precede Frisco. Los Angeles has been

splendidly informed and [ have heard the most positive predictions

from there."
As noted above. the decision to move west was taken in mid-season with no

arrangements being made for intermediary stops until that point. The looseness of

this schedule is underlined by Canby’s comments. above. pertaining to whether
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Tacoma and Seattle may precede San Francisco, the most important western stop.
The process of route determination was ongoing throughout the season, and the route
could be changed at any moment to take advantage of a company’s success or
minimize its failure or to exploit a particular city. Contracts for acompany’s stay in
a particular stop were signed only about two weeks in advance of their arrival. Until
contracts were actually signed in duplicate and copies received by both parties. a
company was not legally bound to perform in a particular city. Even after a contract
was signed, the route could be changed if there was a problem with any of the clauses
in that contract.

Fred Nixon wrote Abraham Erlanger on March 24. 1906, in connection with
changing his bookings with Ambrose Small in Southern Ontario. It seems that. upon
application from Nixon, Small had proposed a route through Galt, Guelph, Hamilton.
Kingston, London, Ottawa and Toronto for the 1906 tour of The Office Boy (a
Syndicate production). Nixon agreed. sending contracts to Small naming certain
percentages of the box-office gross that the company would receive. Small held onto
the contracts until the last moment, then sent them back to Nixon with the terms
changed five to ten percent in his favour. Nixon wrote back that he would only
accept his “original terms and that, if he [Small] could not afford said terms. he
[should] just call the time off."*° At this point, Nixon's company was playing Detroit.
and the move into Canada was looming. Small sent back a wire that the time was
booked so that Nixon would have to play it at Small’s percentages. Nixon refused

that arrangement, saying that to prevent difficulties he would close the show in
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Toronto. If a show was closed tor the season and the road company dissolved, usually
for financial reasons, the producing company could not be held legally responsible
for subsequent bookings. When that March 24 letter was written, Nixon contacted
Erlanger so that he would intercede with Small and smooth over the incident. This
letter is an example of how routes could be changed “on the fly™ in response to the
local conditions which were beyond the control of the home offices in New York.
Nixon's case is an extreme example of route manipulation; more common were
slight changes in route when companies lost money in certain stops or because of
particular local events. such as the closing of a theatre:

Victoria (B.C.), where we will play the 18" and 19", is not a two
nights’ stand, but as Cort booked us in there on short notice,
rearranging the route, on account of closing of the theater in Everett,
[we] had to play there.”!
In the case of The Blue Mouse’s route change, a sub-circuit (John Cort’s
Northwestern Circuit) handled the booking of the play through its territory, and
Victor’s letter was only a notification to the Shubert Home Office. Theatres owned
or booked directly on a tour route by home offices would correspond directly with
New York, and the companies would merely comply with orders emanating from
that city. For Nazimova's tour, bookings were completely secured through the home
office, and Canby only had to make rail arrangements in order to reach the next
scheduled city.
4.3 Company Discipline

Much of the correspondence between home office and the managers was

about the subject of company discipline. Sometimes home office wanted to
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discipline company members, as in the case of Sam Freedman. Freedman, advance
agent for E. H. Sothern, was directly discussing booking problems with the star of the
road company. In response, Lee Shubert wrote:

You are becoming a disturbing element in your relations as advance

man for Mr. Sothern. There is no necessity for you to take up any

matters with him, as his business is taken care of from this office, and

if there is anything you wish to know you should communicate

directly here, instead of worrying him or bothering him about the

bookings. In future make all your inquiries direct.”
More common were reports from company managers on offenses by performers and
crew. [n a letter to J. J. Shubert on January 17, 1909, Nazimova’'s manager, Canby.
noted a transgression by two members of the Comptesse Coquette cast. Only five of
the company were required for this performance in Akron, Ohio, and the rest of the
company had gone ahead to Cleveland, the next stop, after the aftemoon matinée of
A Doll's House. Two members of the cast persuaded Nazimova to rush the
performance and have the last Cleveland-bound trolly of the night held for them after
the performance. The performance was due to end at 10:30 pm and the last trolly was
set to go at that time as well. Meanwhile, Canby had given the box office the usual
time for the carriages to arrive back at the theatre: 10:30 pm. When Canby realized
that the performance was over ten minutes ahead of schedule, he began to worry that
members of the audience who had carriages would have to wait fifteen minutes for
them. He was also worried that since the audience members and the theatre manager
would have felt cheated by a shortened performance. they “would have let up a

bellow that would be heard promptly in the New Amsterdam theatre building.”™> A

final indication that the cast members had intentionally rushed their performance
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occurred when the conductor of the Cleveland trolly came to the box office and
announced that he would hold the car until 10:45 pm for the company. The conductor
was told not to hold the car, and Canby resolved to castigate the individuals
responsible. He advised Nazimova of the detrimental effect this type of action could
have on the reputation of the company in one-night stands. He also talked to the other
cast members concerned with the incident individually and advised them that such
behaviour would be subject to disciplinary action if it occurred again.

This minor breach of discipline could have been more serious if the theatre
manager had complained to the Shubert Home Office. At worst it might have cost
the Shuberts money as a penalty for not providing services as promised by contract.
[n a company where transgressions against company discipline were more common,
the manager had two avenues of punishment open to him: fines or dismissal. The
dismissal of company members usually required repeated and serious offences, such
as their inability to work. or unsuitability in a part. This occurred earlier in the tour
when Canby requested that Ernest Elton be replaced because he could not handle the
role of Tesman.”

However. immediate dismissal came for a chorus woman who broke company
rules in the Klaw and Erlanger Ben Hur company in December, 1905. While in the
theatre in Fresno, California, Stella Hilliard went back to a small lounge behind the
stage and met Matthews. the stage carpenter. According to the manager. Charles F.
Towle, they locked themselves in the room for quite a while and the sounds

emanating from within left “little to the imagination.” Hilliard was immediately
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discharged by Towle.”” Managers tried to keep a strict moral code within the
companies in order to prevent poor publicity. That discipline was re-enforced by
directions from home office:

To the Ladies and Gentlemen of the Royal Chef Company

One of our stringent rules is being violated by several members of

this organization viz- That the Ladies and Gentlemen are becoming

too familiar with each other which is giving rise to very

compromising rumors. So much so that it is gaining outside publicity

which is detrimental to this organization and must cease immediately.

It is therefore requested that the Gentlemen will keep to themselves

and not interfere with the ladies of this company. The intent of this

organization is not for pleasure but for work and we are not producing

anything but the Royal Chef. Any member who can not adhere to the

above, their notice will be gladly accepted and any violation of the

above will be sufficient cause for instant dismissal. [Signed] JJ

Shubert.?
The ban on extra-curricular relationships was enforced. not out of any religious or
moral bias on the part of management, but because bad publicity might keep
audiences away, especially in the more religious areas of the country. In addition.
society in general frowned on extra-marital affairs: acompany perceived as endorsing
such behaviour could take a beating at the box office. To prevent this.
“troublemakers” would quickly be removed from the company. What is interesting
in the Hilliard example is that the other party in the affair, Matthews. a male
carpenter, was not dismissed.

Star disapproval was another reason a person could be dismissed from a
company. Canby stayed with Nazimova's company until December 14. 1910. when.

due to a disagreement with that star, he had to tender his resignation. George

McLeish was sent to replace Canby. but once again Nazimova did not like his
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management style, or lack thereof, and he was forced to resign in favour of William
Muenster.”” While a manager who was removed because of star disapproval would
not likely be black-balled, crewmen who were discharged from any department of the
organization would probably not be hired by another one. To make certain of this.
warnings were sent to managers such as the following:

To the Managers of N.Y. Theatres:

Three employees of the West End Theatre, whose names are given

below were dismissed for incompetency and other causes. Include

them on your list. so there will be no opportunity of their being re-

engaged at any of our theatres.

C. Savage. Assistant Propertyman.

J. Meilbren, Usher.

J. Sheehan, Usher.?
Since this letter mentions an on-going list. the black-listing of employees must have
been somewhat common. At times. a person on the list would be engaged again and.
until someone at the Home Office took notice. would be able to work in the
organization:

I find that this man, Bond. who is going out ahead of “Going Some”

No. 2 is a fellow that I dumped out a year or two ago. [ do not think

he is worth powder to blow him to the hot place.”
Continual inability to produce results for the company would also be noticed by
home office. Appended to a letter from Charles C. Stumm. an agent in St. Paul. is a
comment from J. J. Shubert that reads “[a] stupid letter from a stupid man could not
expect anything more from him.™

Stumm’s work may have resulted in dismissal or merely some financial

penalty. In a company on the road. the imposition of fines was entirely at the

discretion of the manager. Many reasons for fines are found in managerial
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correspondence. Some common causes were lateness for trains, rehearsals or
performances; talking backstage or disturbing a performance in any manner; and poor
performance or not knowing one’s part. In a company such as Nazimova’s or E. H.
Sothern’s, most of the actors had multiple roles to perform in the various productions
carried by the company and that would increase the possibility of making mistakes.
4.4 Road and Theatre Technical Crews

Discipline problems were fairly common amongst technical crews.
Nazimova's company carried a carpenter, two props men and an electrician. On
January 24, 1909, Canby wrote Kline at the home office asking to have a “good.
sober property man” sent to meet the company at Pittsburgh in a week’s time.
Mulverhill, the former property man, was prone to intemperance while on the job
which made him “nervous, irritable and resentful to discipline.” Canby wrote that
previously the stage manager, Powell, had found Mulverhill asleep on the stage with
his props only partially set and at another time unfit for work due to drunkenness. On
this particular occasion, Mulverhill was told to ready the stage and ask the other
property man and cleaners to remain for a rehearsal between the day’s matinée and
the evening’s performance. But Mulverhill let the workers go and refused to do his
own work. Canby found him that evening coming out of a saloon just across from the
stage door and gave him one week's notice.”’ Mulverhill had caused trouble for
Canby and the stage staff throughout the tour, as the manager explained later in his
letter. The tolerance for such behaviour in a travelling company indicates that. while

it was not appreciated, it was probably not uncommon either.
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When Mulverhill was released by the company, the assistant property man,
Buckingham, quit because he was not promoted up to Mulverhill’s position. Canby
was able to pick up a man in Pittsburgh to replace the assistant until home office sent
out a man who had just closed in Washington with another company, The Return of
Eve.* Other companies had similar problems with drunken stage crew:

On Saturday night in Providence our carpenter was drunk. When the

second act was being set 1 went back to tell him about the transfer

across town Sunday. He was not attending to his business and |

finally found him drunk and asleep in the carpenter’s room. Needless

to say I discharged the carpenter that evening.”

Following my wire inanswer to your letter regarding dismissal of Mr.

Alexander [propertyman, Blue Mouse Company] from this company.

His claim that for no apparent reason he was stranded in Cincinnati

is absurd and wholly untrue. The entire week there the man had

shown signs of drinking and on Saturday night was absolutely crazed

with liquor. I have had much trouble with him during this tour for this

same reason and had warned him that a repetition would mean his

immediate dismissal.*

The Mulverhill incident was not the first problem for the Nazimova company. Earlier
in the tour, Blair the electrician was fired because he was not a good worker and was
argumentative.”® Bird replied that the home office would send George Blum, formerly
the electrician from the Mary Mannering Company. to the Nazimova Company.

The life of a member of the stage crew of a travelling production must not
have been easy. The crew of a show travelled earlier than the acting company, staved
at the theatre longer than the actors and was paid less per week than a typical actor.
In the case of a large production. technical crews could work in advance of the

company (in this case for a production of Kismet):

Carrying a troupe of fifty people who were augmented in each town
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by a regiment of supernumeraries and an enormous quantity of
scenery and properties was something like running a circus.
Carpenters and electricians were sent a week in advance to arrange
the line rigging in the theatres and cut the stage for the big water tank
in the harem scene.*

A survey of seven company salary lists’’ shows that the average performer was paid
about $40 to $50, with the exception of chorus girls and boys who made less and
stars who made much more. The highest paid stage crew member was usually the
stage carpenter; in Ada Rehan’s 1905 company, for example. the stage carpenter was
paid $35 per week, and his counterpart in the Marcelle Company (1908). $40.°
Property men and electricians averaged $20 to $30 per week. With the relentless
grind of one-night stands and the great distances covered every year. maintaining a
stable, ordered life or family must have been next to impossible. It is doubtful that
the backstage professions attracted only drunkards because there are many positive
reports about stage crew. But in order to do this work and remain on the road for
eight to ten months of the year, year after year, a person would have to really enjoy
long hours and travel.

Crew in the road theatres seem to have had a more stable existence than those
who travelled with the companies. The majority of the stage hands who worked in
the theatres were members of the International Alliance of Theatrical Stage
Employees (IATSE) by the turn-of-the-century. The first local of IATSE, Local One
Theatrical Protective Union, was formed in New York City in 1886. In 1893. the

first convention of locals was held in New York, and the union was formally granted

a charter by the American Federation of Labour in 1894. At its founding it had
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member locals in New York, Chicago, Pittsburgh, Denver, Philadelphia, Buffalo,
Syracuse, St. Louis, Boston, Cincinnati and Brooklyn. The union was known as the
National Alliance of Theatrical Stage Employees until 1902 when the first two
Canadian locals were admitted, Local 56 (Montreal) and Local 58 (Toronto), and the
union truly became an International.”® The union’s real power was not firmly
established until it won a pivotal strike in 1911 at two Syndicate theatres in New
Orleans, the Crescent and the Tulane.

The strike at the Tulane and Crescent is not being countenanced

because of its local import. but because the Tulane and Crescent in

New Orleans are the base where Klaw & Erlanger and their allied

interests and the . A. T. S. E. are to wage a battle that will tell

whether unionism in the theatre is to become a power.*
The strike ended over thirty weeks later when Klaw and Erlanger acceded to the
union’s demands. In Appendix J is an example of an IATSE contract from the
period. The document is quite simple by the standards of the 1990s and only
established a pay scale and some very basic working conditions. The rates of pay.
$24 per week for carpenter, $18 and $16 for the other positions. are lower than those
of road personnel. but since non-touring crew were resident in only one city their
living expenses would also have been lower. Germain Quinn. a long-time member
of the [LA.T.S.E. executive and a stagehand at the turn of the century. commented on
the changes in working conditions for backstage workers in his 1926 autobiography
(perhaps the only autobiography written by a stage mechanic in the period):

The prevailing arrangements in theatres at the present time. although

deficient in many adequate ways for comfort, are appreciably superior

to the exacting precepts of the past.... The Theatrical Mechanics. or
“Stage Hands.™ fared even worse than the Actors. Many theatrical
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managers throughout the United States and Canada have “waxed fat™
financially upon the labor of theatrical stage employees. For years. the
men behind the scenes, such as carpenters, propertymen, gas men,
electricians, lamp operators, flymen and scene shifters gave their
valuable services for little or no remuneration because of the
inevitable presence of a plentiful array of “stage struck” gents, who
were willing to work, “just to see the show.” The owners and
managers of theatres always encouraged the overtures of these
impromptu “stage hands.” It is a fact worth noting that the wages of
stage mechanics, in the past. for a period of five seasons. did not
equal the amount paid for one season’s service at the present time.

The stage mechanics are the chief beneficiaries of the theatrical
unions. They receive larger salaries for the actual amount of work
performed by them, than the sums paid to any other craftsman in
America, for the same length of service. Yet it cannot be said that
they are undeserving of that benefit when we remember the small
recompense that they received for a period of fifty years.*

4.5 Events and Conditions on the Road

140

The quality of theatres encountered by road companies on tour varied widely

from location to location. John Drew wrote in his autobiography of the sometimes

deplorable conditions encountered in road theatres:

In the revival of Rosemary. | was booked to appear for one night in
the Metropolitan Theatre at Rochester, Minnesota, the home of the
Mayo brothers. When I reached the theatre I found it was a horrible
hole. The condition of things behind the scenes was shocking, to say
the least. [ was infuriated with my stage manager. because he hadn’t
told me about the theatre. He had gone there during the day in time to
have had something done. At least there might have been some
cleaning done.

[ wrote the health officer. who happened to be one of the Mayo
brothers. and told him of the desperate condition of the theatre. He
went with the mayor of the town to see the place and ordered the
theatre closed until it should be renovated and cleaned.*

Due to her continual battle with the Syndicate, Minnie Maddern-Fiske had to play

many run-down road theatres on her tours of North America. For example. when she
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was in Washington State during her 1907 tour of The New York Idea:

Bellingham was another Trust town, but Minnie secured a ghost of a
theatre. Bellingham had resulted from the merging of two rival towns,
with one theatre.... After the merger, the citizens buried the hatchet
and built a new theatre, and the old one fell into disuse. When the
Manhattan Company arrived, it had been closed for years and almost
forgotten; its opening doors groaned like the gates of a disused
cemetery, and bats flew out.

During the second act, a disturbed bat short-circuited the switchboard
and put the house in darkness. While they waited for lights, the actors
ad-libbed lines which delighted their audience and established a warm
bond across the darkened footlights.*

Another actor who had to deal with a darkened theatre was Otis Skinner. A few hours
before the evening curtain in Sioux Falls, South Dakota, the city’s electrical piant
failed and the performance had to be given by candlelight:

Every available shop was sought for candles. of which only a meager
lot of common or garden variety could be found. Candlesticks were
not to be had, but a neighboring saloon donated empty bottles. These
served (the candles fitted to stick into the bottle mouths) for the
dressing-rooms and were then carried off to light the stage with feeble
gleams. A railway locomotive head-light was fetched and placed on
the upright piano top in the orchestra pit. In front of this cruel glare
we played important scenes, and then slunk back into shadowy
gloom. Between acts each actor grabbed a beer-bottled candle and
repaired down the steep stairway to the cellar dressing rooms, while
the head-light was turned round to light the orchestra (a piano and
two fiddles)... We went through the entire evening with that
ridiculous head-light and the bottle-filled candles.*

The key to the success of the above two performers was their ability to adapt to
changing conditions on the road. Another performer who showed this ability was Sir
John Martin-Harvey. Martin-Harvey toured his production of Oedipus to Toronto and
Montreal with full sets including two “monstrous” columns, but could not take them

with him on his move to Western Canada. Instead he substituted a lighting effect and
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wide strips of burlap hung from the flies twelve inches from the backdrop to give the
appearance of solid columns. **

While many of the theatres in the smaller stops were of lesser quality, Ethel
Barrymore felt differently about the audiences found there:

Audiences were- and are- always good in one-night towns where they

are composed so largely of people who really want to see the play and

have only this one chance to see it. One of these audiences in Little

Rock, Arkansas, was the best [ ever played to. [ remember it that way

because they were so eager to be pleased. When an audience is like

that, they help you so: you know they are with you and you don’t have

that extra drain on your energy to keep them from coughing or

moving about in their seats. One-night stands are the best audiences

in America.*

Lillian Russell also appreciated the smaller stops. The following remarks were
recorded after she completed a thirty-three week tour covering 27.000 miles with her
receiving an average weekly salary of just under $2,000:

“From this time on you may count me as one of the most enthusiastic

laudators of the one-night stands.” she told reporters on her arrival in

New York. “Leaving the kegs of money that we made quite out of the

question, [ really enjoyed my tour hugely.™’

To cover such vast distances as the Russell tour did. a company on the road
was almost wholly dependent on the railroads for transportation. Any problems with
the railroad operations usually resulted in difficulties or delays for theatrical
companies.

On March 9. 1910. C. A. Bird. the Shuberts’ general manager. sent a letter to
O. W. Ruggles. the passenger agent of the Toronto. Hamilton and Buffalo Railway.

concerning a claim of $1000 against the railway for a lost matinée. The Frank

Daniels Company was supposed to move from Brantford to London in time for an
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afternoon performance of The Belle of Brittany, but the baggage car was so late that
the performance was cancelled.* Ruggles replied that the letter should have gone to
one F. F. Backus, to whom Bird wrote on March 14, 1910. Backus replied that he
would investigate the matter and make a report.*” On April 4, Backus wrote to Bird
rejecting the claim because the train lost time due to snow and weather. conditions
that were beyond the control of the railway, and thus they were not responsible for
the lost matinée.’® Canby’s note pertaining to late trains is similar to remarks that
appear in many telegrams at the Shubert Archives. Other more thrilling incidents
could happen to companies while loaded in trains.

On February 10, 1906, the Dora Thorne company was almost buried under

a snow slide outside Provo, Utah. After the train was stopped. the manager of the
company sent for a team of horses to get to the next town:

Afier the teams had been loaded and had gone on a short distance two

men came running down the road, shouting to them to “Go back.

quick!” as a snow slide was coming. The members of the company

literally had to run for their lives. Millions of tons of snow. packed

as hard as ice, completely covered the road where they had been for

over three hundred feet in length and from forty to sixty feet deep.

Shortly afterward there came a second slide in the rear, absolutely

hemming them in. The train crew, becoming panic stricken. went

back to Provo. The men of the company took axes and cut a path

through the brush next the river, got the ladies and horses through.

then took the sleigh apart and dragged that through also. There were

still two big baggage sleighs to be carried over and all the trunks to

be transferred.*'
The train carrying Tyrone Power and his company was also trapped in the snow for

thirty-six hours near Albany, New York, in February 1912. Food was supplied to the

performers and other passengers from a hotel about a mile away.”
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An accident befell Nazimova during her 1908-9 tour. A telegram from Canby
to the home office on December 9, 1908 notes that “madame had painful fall while
on the scene in first act curtain rung down able to continue half hour later arm hurt
but nothing serious.” The event made enough of a stir to be included in the New
York Times on December 11:

An accident to Mme. Nazimova in the first act of the “Doll’s House™

at the Oliver Theatre last night threatened to prevent the continuance

of the performance... Dodson Mitchell, who took the part of

Thorwald [sic] Helmer. went to her assistance with such naturalness

that the audience supposed that the incident was a bit of stage effect

until the sudden fall of the curtain made it evident that an accident

had occurred.™
In Canby’s follow-up letter the next day, it is interesting to note that his opening
paragraph contains no mention of Nazimova. but does mention the amount of the
box-office take: “We had a close call last night, with over $1.200 in the house.™ |
am sure that this accident was only a “close call” because if the performance had
been cancelled. the audience would have received refunds. Nazimova was a money-
making asset to the Shuberts, and the possibility of the refund of an entire day’s box-
office takings was perhaps more frightening than the prospect of a star in physical
pain. Canby finishes his letter by writing that he wired ahead to the next stop.
Omabha, to post notice that the accident was slight and that the show would take place
there as advertised. J. J. Shubert wrote back the next day. sending his sympathies and
relating that he had to reassure the newspapers that Nazimova had not had a

catastrophic accident as some sources were reporting.”® Her performances in Omaha

went ahead as planned. except that Canby had another incident to deal with. this time
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in connection with the theatre management there.

When companies were playing theatres that were not owned or leased directly
by the New York office, company managers often had to keep an eye on the local
manager to make sure that he was not manipulating the box office in his favour.
Commonly, local managers would sell tickets to an attraction, but might not list all
the ticket sales on the treasurer’s report so that the road manager would not know
about the extra attendees. Earlier in the tour when Nazimova was playing Kansas
City, Missouri, Canby was instructed by J. J. Shubert to put men on the gallery doors
each night to count the patrons and to collect the company’s money from the theatre
after every performance.’’ Canby responded that he had anticipated the need to do so
and he had assigned their assistant property man to count audience members in the
gallery.*® Since both Shubert and Canby knew of the possibility of being cheated in
Kansas City, the management there must have had a reputation on the road as being
dishonest. This leads to the question of why play there in the first place. Perhaps it
was the only first-class touring house open to the Shuberts in the town, as they were
still at war with the Syndicate for road dominance. Also, attempts to trim a touring
company’s share of the box office may have been common. for five days later J. J.
Shubert sent another letter to Canby telling him that

[w]hen you go to Omaha. be sure you get your full share before you

let the curtain go up on the last act. That is the town where they tried

to cut our terms for the “Girls™ Company and we held the curtain

until they paid us.”

Apparently the theatre managers in Omaha had not forgotten the so called ~Girls

Company incident” for. after Canby had held the curtain on the December 12. 1908
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performance to get his box-office settlement, the local sheriff put a claim against the
company for the money that the theatre managers in Omaha thought was due them
from the “Girls” engagement. Canby was forced to pay $382 and take the sheriff’s
receipt while submitting a letter of protest.*® J. J. Shubert wrote Canby on December
15 that he would reimburse Canby for the sheriff’s bill and that he would no longer
play Shubert attractions in Mr. Woodward’s theatres in Kansas City, Sioux City or
Omaha.®' O. D. Woodward with his partner Burgess operated a string of theatres in
Missouri, Nebraska, lowa, Minnesota and South Dakota and were associated with the
Syndicate, so it was only natural that a certain distrust existed between them and the
Shuberts. Since the bottom line was the only concern of theatre managers and
impresarios. it is not surprising that “cut-throat™ business methods were common on
the road.
4.6 Profitability of Road Companies and Theatres

Generally the Shuberts and the Syndicate made a great deal of money on both
road companies and theatres. One of the early successes of the Shubert firm was the
Chinese Honeymoon company touring in 1902-4. The company was on the road for
ninety weeks in these years, from May 17. 1902 to April 2. 1904, and the company
posted a net profit of $27,047.82. For the young Shubert Corporation. this company
provided a welcome infusion of cash. However. the amount of money the Chinese
Honeymoon company made was small compared to the very popular Syndicate
companies of the Merry Widow for the season 1907-8. The Eastern Merry Widow

company began its tour in the week of September 28, 1907. and finished twenty-two
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weeks later in February 1908. The total profit for their tour was $92,177.15. The
Western version of this company did quite well, too. Their season lasted only
thirteen weeks and netted a profit of $50,077.26. In thirty-five playing weeks, these
two companies yielded $142,254.41 or $4,064.41 per week. In contrast. the Shubert
company only yielded $300.53 per week. This discrepancy could be explained by
better access to first-class theatres and better routing available for the Syndicate
company. Since the Shuberts controlied very few theatres in 1902-4, they would
have gotten a less generous box office division than that Syndicate company as well.
However, in the same season that the Merry Widow travelled the country. Alla
Nazimova’'s company was also doing good business.

In general, the Nazimova season was successful financially. Canby was able
to send a profit cheque to the Home Office of $2,000 to $5.000 every week. As of
June 19, 1909, the total profit for Nazimova’s 1908-9 season was $60.635.38. Before
the week of June 26, 1909, the Nazimova Company disbanded. After the 26™ few
companies were still operating (See Chart 1).°> However, profits varied during those
six months depending on how much the company travelled, where they performed.
and whether they played a week’s stand or a series of one-night stands. The highest
profits for the Nazimova company in the second half of the season were posted in
Cleveland. Los Angeles. San Francisco and a series of shorter stands between
Cincinnati and Cleveland. The higher profit in San Francisco was earned during the
second week there when travelling expenses would have been almost nil. Nazimova's

only weekly loss during the period occurred in Duluth. Minnesota. at the end of her
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season. [t is likely that good weather kept audiences away in what was normally a
good theatre city on the important touring route from Minneapolis to Winnipeg. The
other low points of her tour happened either in territory she had already covered
earlier in the season, the short stands between Philadelphia and Denver, or through
the Deep South, a Syndicate-dominated territory. In spite of the poor profits of those
tew weeks and the loss concurred in Duluth, Nazimova’'s season was relatively
successful when compared to those of other Shubert companies on the road at the
same time.

Chart 2 shows the total profits/losses of Shubert companies on the road in the
period January to July, 1909. No other single production during this time equalled the
profits of Nazimova’s company. If the profits from three Blue Mouse companies were
combined, one could say one play brought more revenue, but not one company. The
real surprise on this chart is the number of companies that ended the year with losses.
When the Shuberts’ total losses are compared with total profits. a positive balance
of $151.773.54 is obtained (profits: $259.002.36, losses: $107,228.82). Almost half
of the year’s profits were eliminated by the losses of fourteen companies. Even
though a slim majority of companies posted a profit, sixteen in total. if Nazimova and
the three Blue Mouse companies are removed from this total. the season would have
to be judged only marginally successful. with a net gain of $679.69 (the gross profit
changes to $107.907.13, with total losses as above). The reasons the Shuberts kept
unprofitable companies on the road varied. Some stars were guaranteed a minimum

number of playing weeks in their contract and thus might stay out on the road even
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after their companies were no longer profitable. The Shuberts also had booking
contracts with theatres that called for a minimum number of playing days. To satisfy
these contracts, it might have been financially advantageous to keep an unprofitable
company on the road rather than reroute a profitable company out of richer territories
or a currently profitable route. There was also an initial investment the Shuberts
hoped to recoup for each new production. By keeping a company on the road hoping
for a turnaround, the Shuberts were gambling that they might gain back some of their
losses. As well, one or the other of the brothers might have had particular faith in a
company and may have wished to keep it on the road in the hope that profits would
increase.

[f we compare Nazimova’s box-office performance against those of six other
stars also touring that year for the Shuberts, we see that her season, her first on the
road and only her third as an English-speaking star, was much more successful than
those of many better-established stars. Her success is a justification of the Shuberts’
confidence in signing her to a lucrative contract before her worth was demonstrated
by her box- office prowess. There are many variables to consider when accounting
for the losses of the other stars, such as tour routing. material played. competition.
weather and supporting players. In general, though. Nazimova's season must have
seemed like a shining beacon in the otherwise unimpressive shadows of the Shubert
Theatrical Company’s balance sheet for the year 1908-9.

However, the profits made by companies were much smaller than those

reaped by theatres. Chart 3 shows the profits of the Klaw and Erlanger theatres for
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the season 1909-10. Even more telling is the total profit for Klaw and Erlanger’s
twenty-five theatres over five years (1905-10) which came to $5,040,064.65.°° By
this period, Klaw and Erlanger had no outside investors with whom they had to share
these profits, making them very wealthy men. Four years later, the Shuberts were
reaping comparably large profits from their theatres as well. For the first half of the
1913-14 season, the seventy-one theatres they operated yielded a net profit of
$601,437.40.%
4.7 Conclusion

The road company was a living organism on the road of the early twentieth
century forged by the profit-conscious industrialization of the commercial theatre. By
the first decade of the century, the personnel structure of the combination company
was well set and able to be mass produced as easily as Henry Ford’s Model "T".
Unlike the troupes of the actor-managers before them, where artistic control and
business leadership were mostly united in one person, the combinations divided these
functions between management, stage staff and performers. This three-tiered
hierarchy replaced the flat organization of the nineteenth-century actor-manager
where even the newest actor had immediate access to the head of the company.
However. the greatest difference between the actor-manager on tour earlier in the
nineteenth century and the large organizations of the early twentieth was the degree
of centralized control exercised from New York. While early tours operated
autonomously. all of a producing company’s tours taking place after the turn of the

century were coordinated in such a way to maximize profits through better
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scheduling and the reduction of daily expenses.

The Shubert generals had succeeded in removing themselves from the scene
of the battle just as the military generals were to do during the First World War.
Instead, they sent out their junior officers, the company managers and advance
agents, to do battle in their place. The junior officers in turn relayed the commands
from theatrical headquarters to the lowest echelons, the actors and stage staff. Due
to the regularity of rail and telegraph service the Shuberts. and Syndicate. were able
to marshall their forces with pinpoint precision from road theatre to road theatre
much as a military general might manoeuvre his forces from the site of one battle to

the next.



wn
(18]

Chapter 5 1

Chapter S

Grabbing the Canuck Coin:
Canada and the Road

...in a theatrical discussion, Western Canada is as distinct from
Eastern Canada as Oregon from New England. Not that there is any
striking discrepancy in the public’s predilections, or a better or worse
treatment by producers and “the magnates,” but the geographical
barrier is so considerable that the two sections are separately
organized and separately served. With rare exceptions companies do
not cover Canada from coast to coast without a detour through
Michigan. Wisconsin and Minnesota. Generally speaking, Ontario
and Quebec are served direct by New York road companies while
Western Canada often depends on San Francisco organizations
striking northward and thence eastward through the Dominion as far
as Winnipeg. There are of course other alternative systems but the
foregoing is the customary observance.'

Figure 5 shows Sarah Bernhardt’s 1905-6 tour in the Western United States and
Canada. To access Winnipeg, Vancouverand Victoria, Bernhardt moved north from
the nearest point in the United States rather than moving from east to west within
Canada. The main reason for this pattern of movement was a lack of cities in Western
Canada between Winnipeg and Vancouver that were large enough to guarantee a
profit for a touring company. Companies that appeared both in Toronto and
Winnipeg during the same tour travelled between the cities through the United States
because the wilds of Northern Ontario were even more sparsely populated than the
rural areas of the Prairies and British Columbia. The movement of Sarah Bernhardt's
tour was typical of touring patterns in the first decade of the twentieth century in
Canada.

The purpose of this chapter is twofold. My first objective is to show how the
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home offices in New York dealt with remote theatre circuits on the road. While the
chapter will not give a detailed history of theatre in Canada, its second objective is
to give some idea of business operations in the country circa 1900-16. The manner
in which the New York offices dealt with the Canadian circuits was quite similar to
the way they dealt with minor circuits in all parts of North America. In fact, the
business correspondence between circuit managers and the New York offices was
very similar in content whether the circuit was located in the United States or
Canada. However, there were a few differences between business operations in
Canada and the United States that needed to be addressed. such as border crossings.
customs duties, and Canada’s entry into World War One in 1914,
5.1 Some General Trends

Troupes and stars from the United States and overseas started visiting central
Canada in the first three decades of the nineteenth century (including such luminaries
as Edmund Kean).? According to Richard Plant’s “Chronology: Theatre in Ontario
to 1914.” the earliest company to arrive in York was “a group of "New York comic
gentry’” who performed The School for Scandal on February 11, 1809.° On the West
Coast, the first professional theatre company to arrive was the George Chapman
Pioneer Dramatic Company in March, 1859.* This company followed the miners
moving north from California to Victoria after gold was discovered in the Fraser
Valley. Since the Canadian Prairies were settled later than the other regions of
Canada, theatrical development also took place later than in other parts of the

country. However, by the 1870s. theatrical performances took place regularly in
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Winnipeg and theatre spread out to the other major cities on the prairies shortly
after.’

Two patterns dominated touring in Canada after the foundation of the
Syndicate in 1896. From 1896 to 1913, touring stops in Canada acted strictly as
adjuncts to circuits in the United States and were almost wholly dependent on
American or European combinations which originated in New York.* J.E.
Middleton’s 1914 comments on American domination of the theatrical scene in
Canada sum up the situation succinctly: “There is no Canadian Drama. It is merely
a branch of the American Theatre, and let it be said. a most profitable one.”” Three
main circuits covered the majority of profitable stops in Canada: Ambrose J. Small’s
circuit with theatres throughout Ontario and Quebec; Corliss P. Walker's
Breadbasket circuit with stops across the Prairie Provinces and in North Dakota and
Minnesota; and John Cort’s Northwestern Theatrical Association which controlled
the bookings of many of the theatres in Washington. Montana. Idaho, Utah and
Oregon as well as theatres in Vancouver, Victoria, Nanaimo and New Westminster.®
All three of these circuits were booked first by the Syndicate and later by the
Shuberts. As well. both of the New York firms also directly controlled theatres in
Ontario and Quebec. The Shuberts directly controlled the Royal Alexandra in
Toronto and the Princess in Montreal and the Syndicate controlled the Princess in
Toronto and Her Majesty’s in Montreal.

Both Central Canada and British Columbia saw Syndicate travelling

combinations shortly after the monopoly’s formation. While these combinations
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toured through Ontario at theatres the Syndicate controlled in Toronto (first the
Grand Opera House then the Princess), M. B. Leavitt states that Ambrose Small
“founded the first successful circuit in that section of the country and has operated
it profitably not only for himselfbut also for the producing manager.™ Small initially
booked attractions through the Syndicate and later through the Shuberts.

Out on the West Coast, John Cort established booking control over many
theatres in Washington, Oregon, Idaho, Montana and British Columbia:

After the turn of the century all major theatres in British Columbia

were governed by a circuit: the legitimate theatres fell under the

Northwestern Theatrical Association [managed by John Cort]."

Cort dealt with the Syndicate and later the Shuberts to book combinations over his
circuit as well as producing his own companies. Later, Cort represented the interests
of C. P. Walker in Winnipeg as well.

Walker was the true pioneer theatrical manager of the Canadian Prairies.
Through his New York contacts and the fact that he controlled theatres in North
Dakota and Minnesota as well as Winnipeg, he was able to lure touring combinations
north into Canada. However, Ruth Walker Harvey (Walker’s daughter) noted that
when Walker first tried to bring companies up to Winnipeg, a New York manager
supposedly exclaimed: * Winnipeg!... How do they get there — by dog sled? What
do they play in - an igloo?”"" But after vears of hard work. Harvey noted:

Now [circa 1914-15] my father’s booking chain of theatres stretched

across the prairies into the foothills of the Rockies and companies

from New York could move from Minneapolis into the circuit

through the towns of the Red River Valley. and so north to Winnipeg

and on through Western Canada, playing Regina. Saskatoon.
Lethbridge, Calgary and Edmonton."”



Chapter 5 156
Walker, like Cort and Small, booked attractions through the Syndicate; later, when
he adopted the open door policy, he booked through the Shuberts.

Such growth in Canadian circuits led to almost unbridled optimism for the
continued vitality of the Canadian road. Robson Black wrote in the New York
Dramatic Mirror in 1913:

In point of fact, Canada has taken such a stride forward into theatrical
life during the past five years that actors and managers subsequently
unacquainted with its ways have founded their impressions on an out-
of-date basis. While maintaining its identity as a separate political
system more tenaciously than ever, its people, through necessity —
and without much balking — have merged their amusement interests
with those of the United States until today New York is as much the
source of supply for Toronto and Montreal as for Pittsburgh and
Buffalo... few evidences are available that the people of Canada feel
disposed at this stage of their growth towards independent or
“national” control of visiting amusements."

Black also comments on the lack of touring in the Maritimes of Canada:

.. one faces a long haul four hundred miles to St. John, New
Brunswick [to go from the last large English speaking audience in
Montreal] thence to Amherst, Truro and Halifax. Not every company
is anxious to attack the problem of the Maritime provinces a second
time. To some the grist of patronage grinds joyously; to others it has
the astringent odor of the lemon orchard. Attempts have been made
to organize the towns into a circuit and such efforts are proceeding
now. One bothersome fact is the difficulty of making the jumps
profitably; another is the unwillingness of some of the towns to pay
above a seventy-five cent maximum because pirate and stock have
been giving them “The Drama” at that cost for many years. English
musical comedies and English dramatic stars make very satisfactory
headway in this territory... ."

In fact. English stars could play to excellent business across Canada. Despite Black's
assertion that Canadians readily accepted American companies. there was in reality

a great deal of anti-American sentiment in the country. a fact well documented by
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Richard Borden’s election as Prime Minister in 1911 with a largely anti-American
agenda.

The Canadian predilection for English stars found its expression in the
founding of two theatrical societies whose main purpose was to bring stars from
England for all-Canadian tours: The British-Canadian Theatrical Organization (1913)
and the Trans-Canada Theatre Society (1919)."" These two societies reflect the
second pattern of touring in Canada. that of looking to England for theatrical
salvation. The operations of the British-Canadian society were severely curtailed by
the onset of the First World War and the resulting danger of Atlantic crossings.
While activity on the road reached its zenith in about 1905 and declined thereafier,
the Great War further reduced theatrical traffic on the road. especially in Canada. and
destroyed the British-Canadian Theatrical Organization. During the war, prior to the
United States’ entry in 1917, many of the combinations sent into Canada from the
United States were regarded unfavourably by Canadian audiences as unpatriotic.
especially if they had any pro-German elements or demonstrated outright American
patriotism.'® By war’s end, the road was extremely sick in both Canada and the
United States. At this time businessman H. Wyndham Beauclerk of Montreal felt
that a Canadian company again offering all-Canadian touring routes to English
companies could be successful. To this end. Trans-Canada Theatres was formed and
purchased the assets (or the right to lease/book the assets) of A. J. Small’s circuit, C.
P. Walker’s circuit and theatres on the West and East Coasts. Unfortunately, this

venture also failed. and by the mid 1920s
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... the prairies provinces are practically closed to legitimate drama,
with the movie in almost complete control.'”

At Vancouver Pantages Vaudeville and picture houses are doing well.
There is no stock there and no road shows have been booked.'®

[After the First World War] the Americans continued to send
companies to Canada, but the power of the syndicates waned as a
result of the war. Eventually only the larger cities were privileged to
receive the Broadway successes. The field was now open to
Canadian companies, but alas it was too late. The golden age of the
touring company was ending and there was nothing to look forward
tO.M

5.2 Shubert Opinions on Canada: 1910

Before the onset of the First World War and the virtual elimination of the
road as a viable business option, the Shuberts (especially J. J.) were quite bullish on
the theatrical future of Canada:

Regarding the Russell Theatre in Ottawa[,] we must have that house.
With that theatre, we will have absolute control of Canada. I really
think we ought to get hold of the house in Quebec also. Do you think
it is of any value. They tell me it is a fine theatre and it would make
a very good three night stand with our attractions. and by playing
Ottawa three nights and Quebec three nights and then Montreal and
Toronto, we could easily coral [sic] the balance of the circuit in
Canada. This is a very important proposition and one to be reckoned
with in the theatrical business in the future, as I think the future of the
Canadian cities are a great deal more important than the American
ones. Its growth is such that it [the Canadian circuit] will be of great
value later on.”

J. J. Shubert, writing to Shubert ally Lawrence Solman in Toronto (manager of the
Royal Alexandra and business partner), was referring strictly to Ontario and Quebec
in this letter. even though he referred to “the circuit in Canada.” He also
demonstrated a lack of knowledge about the viability of sending an English language

company to Quebec for an equal amount of days as Ottawa. given Quebec’s small
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Anglophone population. In a follow-up letter on February 25" he again re-iterated
to Solman that “we must have Canada above everything else.”'

While Solman looked after the Shubert interests in Central Canada, J. J.
engaged John F. Harley, an agent for Liebler & Company, to tie up booking contracts
for the Canadian Prairies and West Coastin 1910. Harley toured the Canadian Plains
in February and March of 1910 and then moved to Victoria, Vancouver and Seattle
later that spring. While in Winnipeg, he tried to come to an arrangement with
Walker for the Shuberts, but was unsuccessful (Walker switched his allegiance to the
Shuberts shortly thereafter. but at the time was hosting Morris Vaudeville acts).
Harley did succeed in securing booking contracts in Edmonton. Moose Jaw,
Saskatoon, Regina (all four with the managerial partnership of Groves and Moore)
and Calgary (with owner/manager W. B. Sherman).

In Harley’s letters to Lee and J. J.. he gives details on theatrical conditions in
many prairie communities:

I put in yesterday at Saskatoon looking over the ground there; the

present house is absolutely impossible in regard to seating capacity.

stage room and general disrepair... The new house in Regina of which

he {Mr. Groves of Regina] is the manager cost land and all about

$35.000 and we are working upon these figures for both Saskatoon

and Moose Jaw.?

Later in the above letter. Harley asks if the Shuberts have any interest in taking
$2,500 worth of stock in the new theatres in Saskatoon and Moose Jaw. However.

J. J. quickly answered in the negative to this proposition:

Try [to] get houses without putting up advances. Don't like to invest
in small towns unless absolutely necessary.”
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Of course $2,500.00 is not much, but it is a whole lot to tie up a little
one night stand.*

A few days later J. J. opened the door a crack to such investments after a few more
letters from Harley:

While we would not hesitate in putting up money in towns where

there is a chance — we hate to invest money in towns like Moose Jaw.

Saskatoon, etc., but if it is going to help any that is a different

proposition.”

On many occasions the correspondence echoed J. J.'s negative sentiment whenever
Harley asked if the Shuberts were interested in investing in theatres in the smaller
towns. The Shuberts were very interested in playing their attractions over routes out
west, but not in owning theatres. They pursued this policy because of its low risk to
the corporation as they could easily re-route their companies if economic conditions
in these cities deteriorated, but would have more difficulty recouping their losses if
they became theatre owners.

To acquire a booking contract with the theatre in Edmonton (the old Opera
House), Harley had to deal with Senator James Lougheed, the theatre’s owner.
Harley wrote to Lougheed on February 28. 1910, about the possibility of acquiring
the booking rights for the Edmonton theatre. Lougheed replied on March 4:

[ might say that your proposal is about the first concrete proposal of

the kind that has been made to us, and [ should therefore be glad to

avail myself of its possibilities.™
In Harley's reply to Lougheed's letter, he provides us with more information on the

local situation:

[ do not think it would be advisable for you to extend operations to
Lethbridge or Saskatoon. It is other men’s territory: Lethbridge
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already has a house that will answer all purposes for a dozen years to
come, while Davidson of Saskatoon informs the that a Mr. O’Connor
from Prince Albert, [ believe, is to build him a new $40,000 house
this spring, this statement might bear looking into, for should
O’Connor not carry out his plans I cannot imagine a finer field for
such an investment in the Saskatchewan districts.*’

Writing on March 9*, J. J. acknowledged Harley’s recent work on the prairies and
urged him on again:

... [ trust you will be able to land everything, and that you’ll be able
to do something particularly in Vancouver and Victoria... One thing
we must do and that is to tie up the northwestern country. [ am afraid
we will be up against it in Winnipeg, but when I get there, we will
make arrangements to get a house if Walker will not take care of us.
['m going to coral [sic] the coast this time if it is ever to be done.
Keep right after them hammer and tongs and advise me of your route
at all times.?®

J. J. was referring to the entire West Coast. American and Canadian, in this letter, as
Harley was to go to Washington, Oregon and California after he visited Victoria and
Vancouver. At the time, John Cort was still with the Syndicate, but shortly after this
letter was written he switched allegiance to the Shuberts. As a result, J. J. really had

at last corralled the coast.”®
Before leaving the prairies. Harley wrote to J. J. and described the new
Canadian circuit as follows:

... as the situation now stands with Brandon, Regina, Calgary and
Edmonton two nights each between Winnipeg and Vancouver [each
of which were three night stands]. Should Saskatoon and Moose Jaw
come in on the new houses this will give us either a week of one night
stands or one and one half weeks with Calgary and Edmonton two
nights each. Should [ succeed in Lethbridge it will further enhance
the value of [the] situation.... The larger attractions with a half week
in Winnipeg could finish up the week in Brandon — Regina and
Calgary: the smaller attractions could play Winnipeg a full week and
could make Brandon — Regina — Moose Jaw — Calgary — Edmonton
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and Lethbridge, the latter on a side trip from Calgary and thence

going to Vancouver on the one hand or through to Spokane on the

other. Even as it stands the situation could scarcely be improved

upon, Saskatoon and Moose Jaw are morally certain to build and will

ultimately come in [to the circuit] and the C. P. [Canadian Pacific]

situation is in our own hands.*
Playing through to Spokane was potentially a more lucrative option than jumping
straight from Calgary to Vancouver because. whereas the theatrical territory of
Montana, Idaho and Washington was already developed, British Columbia offered
no theatrical stops between the prairies and the coast.

Harley wrote J. J. on March 7* that he had secured Lethbridge and that “you
now have a Canadian Pacific circuit superior in every way to the John Cort towns
along the Northern Pacific. " While J. J. agreed with Harley in a letter of March 11*,
Shubert attractions played Cort’s routes when he threw his support behind the
Shuberts later in 1910.°'

By the fourth week of March. Harley was in Vancouver trying to arrange a
booking contract for the Shuberts. The theatre owners in Vancouver wanted the
Shuberts to invest $12,000 in the theatre company as well as contribute two years
rental in advance. J. J. answered in the negative to this proposal and added that at
its best this town is only a good one night stand and we do not want to go into this
proposition under the circumstances.”™ J. J. was being a bit harsh in his analysis of
Vancouver as it did have 100.000 people at the time and was growing at a fairly fast
rate (about 1.000 people arrived every month).*

Harley’s final Canadian stop was in Victoria on about March 29", There the

members of the Victoria Board of Trade approached him to have the Shuberts
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subscribe $50,000 to the erection of a new theatre (the Board would raise
$100,000).** Harley recommended the venture to J. J.:

Regarding the investment itself and the general proposition I do not

see how anything could be improved upon. It completely shuts the

Klaw and Erlanger people out of Victoria as the old house here [the

Victoria Theatre] is supposed to be turned into an office building the

first part of next year...”®
The Shubert answer was short and to the point: “do not care to put up money for
theatres in one night stands.”™*

The news of this promising new Canadian circuit was somewhat
overshadowed by the mass defection of former Syndicate allies to the Shubert camp
in April and May of 1910. In fact. in a follow-up letter to Harley about the situation
in Victoria, J. J. noted “I do not think we want to invest anything there now that we
can get in there and play our attractions.™*” Harley summarized the results of his trip
in 2 memo to the Shuberts on April 10, 1910 (for the full text see Appendix K).

While the tone of communications in 1910 was mostly optimistic. by 1915
conditions had deteriorated to the point where J. J. wrote Lawrence Solman in
Toronto that

[i]tis a very hard proposition to get shows to go up there [to Montreal

and Toronto]. We talk to them and try to do everything possible but

they seem to dodge the issue. They are afraid to take any chances.*®
Since the Shuberts owned many of the shows. in reality they could have forced the
companies to go to Canada if they had really wanted them to. But they did not want

to send the shows into Canada where, due to a number of issues including the war.

the quality of the companies. and the subject matter of the plays — business was poor.



Chapter 5

164

[n fact, the impact of the war was such that later in 1915 J. J. again wrote to Solman

about the poor conditions in Canada:

You must see your landlords in Montreal and tell them that they must
reduce the rent for the coming year. We cannot continue to pay this
rent. Nobody wants to play Montreal under the present conditions.
The war has made things impossible. We must, therefore, ask you to
see the landlords at once and put the proposition up to them.
Otherwise it will be hard to continue.

While on the subject, we wish you would see the people in Toronto.
They must reduce their rent pending this war condition. We cannot
go on losing money. It is bad enough when we play to profitable
business, but conditions are such that shows will not go in to Canada.
We will have to force them.

Itis taking a long chance, and we think the people interested with you
should reduce the rent during the war crisis to half. We must insist
that they do something in regard to the matter.”

Shubert’s comments may seem a bit puzzling. How can business be protitable. but

still require a reduction in rent? A possible reason was that the leases they held in

these two cases were for a fixed yearly rate ($20.000 for the Alexandra in Toronto.

$22,500 plus 10 percent of the yearly profits in Montreal for the Princess).” If

Shubert’s comments are taken at face value, perhaps the volume of business was so

low that they could not play to an overall yearly profit while paying so much rent.

In spite of the poor business during the war, the Shuberts did retain control of

theatres in Toronto and Montreal after the fighting was over. but by 1927 these were

the only Canadian cities in which the Shuberts held theatrical properties.”' In the

span of seventeen years, the Shuberts went from absolutely needing theatres in

Canada to having very little interest in the country.
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5.3 Ambrose J. Small: “the most carefully booked territory in the world”
Ambrose Small is one of the most interesting figures in Canadian theatre
history. Not only did he manage to build a large fortune based on theatrical
properties, but he disappeared before he had a chance to spend any of his riches.
Robert Grau, writing in 1910, gave Small

... the credit for placing Toronto and the province of Ontario in a
position where the best of the traveling combinations are induced to
visit.... this dauntless young Canadian, after years of persistent effort,
finally placed the business on such a basis that the managers of
theatrical companies regard engagements here as the most profitable
in their circuit. Canadian theatrical history results greatly from the
labor which Mr. Small performs in his office in the Grand Opera
House, Toronto, where the routes are arranged and the business —
with an enormous amount of correspondence — of the circuit
conducted.®

Grau'’s very positive evaluation of Small only reflected the financial success of the
producer; however, critic and journalist Hector Charlesworth painted a very different
picture of Small in 1928:

Despite his ability and despite his wealth he seemed to take a positive
pleasure in petty acts of meanness and villainy that left incurable
wounds. Some of his actions seemed as motiveless in proportion to
the possible consequences as those of the villains of Elizabethan
tragedy... In his relations with his local managers he was niggardly
and on one occasion refused to pay twenty-five cents for sawdust that
had been used to protect the public from slipping on an icy patch in
front of his Guelph theatre because the manager had neglected to
obtain a voucher. There were also grave suspicions among travelling
managers as to the honesty of statements with regard to advance sales
and like matters.*

The story behind Small’s disappearance in December of 1919 is well covered in

Charlesworth’s book and in Mary Brown s article “Ambrose Small: A Ghost in Spite
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of Himself.” While these sources cover personal details of Small’s life and some
details of his business dealings, they provide little information on the day-to-day
matters of running a circuit. Small had business dealings with both the Shuberts and
the Syndicate during his career as a theatrical manager. Correspondence from the
Shubert Archives indicates a distinct pattern in how Small conducted business with
the offices in New York. Creating and confirming a booking could take up to four

rounds of correspondence:

1. A route proposal sent from New York
2. a. An amended route sent back to New York or the first route
approved.

b. On occasion, many routes would be proposed by Small and
multiple rounds of negotiation with New York over the routes would
take place.

a. Contracts showing the agreed route and financial terms sent from
New York.

b. Quite often, Small felt that the box office split was unfair to him.
Consequently, many rounds of negotiation would take place over the
terms.

4, Finally. the time would be set and completed copies of the contract

were held by all parties involved.

(99 ]

For the most part, booking proposals came from New York to Toronto, but
occasionally Small reserved time for local groups in his theatres by notifying the
Syndicate or Shubert booking offices.

Typically, the initial correspondence came to Small’s office as a request for
a route between certain dates or as a direct request for certain cities on particular
dates. If Klaw and Erlanger directly requested a city, they were usually asking only
for time in the major centres of Ontario:

Please hold for “The College Widow™ Ottawa January 21. 22 1907
Kingston 23: Hamilton 24: London 25. (all next season) and
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confirm.*

Please hold April 9, Hamilton, for Richard Carle and confirm.*

Usually Small would return confirmation of the dates, but he might make
suggestions:

Replying to yours of the 4™, I have marked off for “The College

Widow”, Ottawa, January 21-22, 1907; Kingston. 23; Hamilton, 24;

London, 25. Would like to suggest two nights for Hamilton, if at all

possible to arrange it that way.*

Usually, the New York office would accommodate Small’s recommendations
because of his superior knowledge of the territory. but sometimes the companies had
to get to a town in the United States on a certain date and could not spend the extra
time in Canada.

A typical example of a more general route request is contained in the
following letter from Klaw and Erlanger to Small concerning their production of
“The Wolf™

Please submit us 5 '~ weeks tour from October 12 to November 19.

They play Montreal October 5 week — Toronto November 19 week —

embody Ottawa 3 nights — Hamilton and London 2 nights each with

matinees — please give this immediate attention. *’
Two days later, John Doughty, Small’s personal secretary. returned a route schedule
covering the time required (see first route schedule in Appendix F). Doughty’s reply
is the second round of correspondence: a proposal or confirmation of route. Many
times the proposed route would be accepted and the process would move on to

signing contracts. However. in some cases. such as for “The Pink Lady™ in May

1916. Small was forced to propose multiple routes (for the complete correspondence
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see Appendix L). Small’s first proposal, dated May 6, 1913, opened on September
12 in Brockville and closed in Sudbury on October 9. About three weeks later on
May 28, 1913, Small proposed a second route to open in Kingston on September 15
and again to close in Sudbury on October 9. In the letter. Small detailed three reasons
for the amended route. He was already holding September 27 for another Klaw and
Erlanger show, “The Garden of Allah.” Apparently, he had forgotten about this
booking in his initial letter, but was reminded about his commitment in the interim.
Small also wrote that a new theatre was currently under construction in Berlin and
might not be ready until after November |. Finally. he rearranged the route to Port
Midland after Barrie to avoid using the exact same rail lines twice.*® Small wrote
again on August 5" with refinements to the route. In this letter, Small lays out two
alternate routes and asks Edward Thurnaer, a Klaw and Erlanger manager. to wire
him to “fix up ‘The Pink Lady’ contracts for ROUTE NUMBER ONE or ROUTE
NUMBER TWO.™ On August 7. Small sent a final letter to Thurnaer confirming
the company’s route:

Am very glad that this route is cleaned up and out of the way. as we

certainly did a lot of figuring on it up here to get the show placed to

the best possible advantage.*
This letter, which is really a part of round three of the booking correspondence.
acknowledges completion of round four as well. In the final letter, Small wrote that
he had filled out the contracts with the route and dates detailed in the August 5
letter. Even if alterations to the proposed route were unnecessary. a further round of

correspondence was often dispatched. The usual round-four correspondence was
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composed of a simple letter from New York noting that contracts for a particular

show were enclosed and that Small should sign and return them.

Occasionally, a clause contained in the contracts was unacceptable to Small

and a round of negotiations about the contract’s terms began. The most contentious

point in these contracts was usually the percentage division of the box office:

Respecting the enclosed telegram from Jack Welch, dislike to trouble
you in the matter, but if not asking you too much [ wish you would
kindly explain to him that the terms for “Officer 666" are the same as
conceded all other similar attractions in the Canadian cities; that is.
70% in my personal houses at Ottawa, Kingston, Hamilton and
London, and 75% in the other cities. The latter, with the exception
of Brantford and Peterboro, are all limited to strictly one attraction
per week. This idea is not varied or butchered up in any way and we
really cannot consistently expect the local manager, under such
circumstances, to agree to such a prohibitive percentage as 80/20,
which is the sharing basis Mr. Welch has suggested.

The layout for “Officer 666 is an excellent one, including as it does
weekend and Saturday engagements in the best towns — London,
Hamilton, Kingston and Ottawa.

We want to do everything we possibly can to make it both pleasant
and profitable up here for the Cohan & Harris attractions, but at the
same time I hope Jack Welch will be fair enough to give the local
managers some little lee way for their money, also. *'

The route for the above production of “Officer 666" was already agreed on. but.

according to Small, the show’s manager was asking for an inequitable share of the

box office. While on occasion Small directly wrote to the manager concerned. this

time he called on Klaw and Erlanger to intercede because the “offending” firm was

the popular Cohan and Harris partnership. If the owner of the production was less

powerful. Small would deal more directly with the problem. Writing to Klaw and

Erlanger about the production of “Madame Sherry™ in May. 1911. Small’s tone is
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more dismissive:

During my absence from the city several very discourteous
communications have been sent here by Woods, Frazee & Lederer’s
booking representative respecting the... time for “Madame Sherry”...
Terms for all of the above to be 80%, excepting Brantford, where
75% is the best the local manager will agree to on Victoria Day, May
24™ (formerly called the Queen’s birthday).

If they do not care for the time and terms as indicated, they are at
liberty to cancel same, but in so doing it will also of course cancel the
time held for this attraction in the Canadian cities next season.™
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On the same day, Small wrote an even sterner letter to R. V. Leighton. the

representative of the Woods, Frazee & Lederer firm:

Don’t bother writing anymore letters about the “Madame Sherry™
time. It will be played as originally laid out from Stratford, May 17*,
to Belleville, May 26", or it won't be played at all, and if you do not
care for it that way, simply call it off altogether and cancel the route
at present held in the Canadian cities for the same attraction next
season. [t is a matter of perfect indifference to me whether the
attraction comes into this territory at all and [ may say to you here that
the pleasure of doing business with your office has diminished to
such an extent that [ prefer to discontinue any further communication
with the firm of Woods, Frazee & Lederer while the booking remains
in your hands.”

Small definitely picked his fights carefully; instead of wanting *“to do everything we

possibly can to make it both pleasant and profitable up here for Cohan and Harris

attractions” as in the case of “Officer 666.” for “Madame Sherry™ “[i]t is a matter of

perfect indifference to me whether the attraction comes into this territory at all... .”

The basis for Small’s indifference was doubtlessly his confidence that the Cohan and

Harris attraction would generate more income than the Woods. Frazee and Lederer

production. In addition, since most Cohan and Harris attractions were very popular

and profitable. it was certainly in Small’s best interests to deal cordially with them.
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While the above cases represent Small’s dealings with Klaw and Erlanger,

even when Small shifted his bookings to the Shuberts, he still continued to have
problems with the terms offered him:

The first application I have had for a Shubert attraction this season
has just come to hand for “Pinafore”, which attraction I would
certainly like to play, but hardly at the terms suggested by Mr. Murry.
[ doubt very much if you will find in any other part of America [sic]
territory that would be equally as good for a Gilbert & Sullivan
revival as the Canadian cities and I really think you could well afford
to accept the terms I have offered Mr. Murry at Hamilton and
London, 80%. instead of holding out for such an absolutely
prohibitive arrangement as 85/15.%

Terms were always the most problematic issue with Small. Hector Charlesworth in
his More Candid Chronicles recorded one of the methods Small used to manipulate
the percentages in his favour:

In later years one of Small's favourite methods in dealing with
touring managers desirous of playing Canadian time was to agree
verbally to certain percentages. He was all geniality on such
occasions and after taking a memo, would instruct the manager to
come back in a few hours and sign the contracts. Unless the manager
were an experienced hand who read the contracts carefully, he would
almost invariably find after he had signed on the dotted line that
“*jokers” had been inserted which deprived his company of its agreed
percentage. During the signing process Small was always in a hurry
and full of genial quips to divert the manager from the text, and if the
individual happened to be a stranger. or a man of guileless nature, the
ruse usually succeeded. Ifthe deception were detected Small was all
indignation and profuse in apologies. He would call in his secretary.
John Doughty. and threaten him with dismissal if he made anymore
“mistakes” of that kind.”®

Of course it might be argued that neither Small nor any other businessmen could
have built such a large empire by conceding the best terms to other companies.

Indeed. the Shuberts were notoriously hard-nosed about their business dealings as
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well.

Small’s letters provide further interesting details about his business methods
and the local conditions in which he operated. Small sent a particularly telling letter
to Charles Osgood, Klaw and Erlanger’s booking manager. on June 7, 1907. In this
letter, marked in upper caps as confidential, Small offered Osgood a share of his
profits from the Russell Theatre in Ottawa for the next season as a “token of
gratitude.” Small was entitled to one-third of the profits from that theatre and
estimated his share at “easily $15,000 to $18,000 if not better.” The key to Small’s
offer was spelled out in the fourth paragraph of the letter:

The Russell is the only house [ have on a percentage or booking basis,

where [ can suggest a divvy of this kind. to say nothing of the fact that

I play it principally with the line of attractions in which you yourself

are personally interested — the “dollar shows™ are also a good winning

proposition and the house gets pretty nearly every “local” in Ottawa.*

Small seems to be implying that if Osgood sent him more and better productions.
Osgood’s share of the one-third profit would be higher. Since these extra shows
would probably also be booked on the rest of Small’s circuit. Small would ultimately
reap even higher profits throughout his empire by sacrificing a part of his Ottawa
profits to “grease” Osgood’s hand.

Weather and distance were also issues brought up in Small’s correspondence:

Respecting the time for Margaret Anglin. the Grand Trunk people

inform me that if the company can leave North Bay at 11 p.m.. itis

possible for them to reach Guelph about 6 p.m. next day. However,

during the month of December the weather is rather severe in the

Northern country and train connections are uncertain owing to the

heavy snow storms prevalent at that stage of the year..."’

While delays due to severe weather were quite common in Ontario. they also
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regularly occurred in the northern United States as well as on the Canadian Prairies
(see below in the section on C. P. Walker). While the weather did not completely
prevent touring, its effects had to be accounted for when Small was making out his
route schedules.

Small began his theatrical empire when he acquired the Grand Opera House
in Toronto in 1903.** A promotional brochure from April, 1909 shows how, in six
short years, his empire had spread out from Toronto to cover all of the principal cities
and towns of Ontario, as well as many of the province’s smaller communities (see
Figure 6). Nine years later he sold his entire holdings to Henry Wyndham Beauclerk
and Trans-Canada Theatres.

The sale documents from 1919 detail the holdings of Small’s empire (see
Appendix M). In the years between the creation of the promotional brochure and the
sale of his assets, Small’s holdings had actually shrunk. That contraction was
probably due to the general decline of the road. The timing of this sale was
impeccable because in a few short years the road would become truly a ghost of its
former glory.

In the early evening of December 2, 1919. Small disappeared without a trace.
That morning he had deposited the down payment from Trans-Canada Theatres of
one million dollars into his bank account. The money was never touched again by
Small. Some postulate that an angry former business associate did him in: others
thought a lover of his wife might have done it. In any case, his disappearance

deprived him of any opportunity to gloat over his new riches.”
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5.4 Corliss P. Walker and “The Breadbasket Circuit”

It was James J. Hill — “Jim” to everyone west of Chicago — who

encouraged my father to come to Winnipeg in the nineties. Papa,

living in Fargo on the Red, had visited Winnipeg and thought of

extending his circuit of theatres north. One day over lunch in St. Paul

when Jim Hill could talk of nothing but the wonderful country the

railways were opening up across the Canadian border, papa asked

about Winnipeg. “It’s going to be another Chicago,” Hill said. So

papa went up and had a look round. He found a little theatre already

there and he leased it. It was a small old-fashioned building that very

occasionally housed some entertainment — a lecture, a concert, or an

amateur show got up in sheer desperation by the amusement-hungry

people of the mushrooming town.*

Walker was bomn in 1853 in Vermont and originally apprenticed as a printer. While
a printer, he was exposed to theatrical advertising and later was asked to book a hall
for a client.®’ From this simple beginning, Walker built a sizable circuit with stops
across the American and Canadian Plains. When he was approached by Hill. he had
already leased theatres in Crookston and Brainerd, Minnesota and Fargo and Grand
Forks, North Dakota. To these theatres he added the Winnipeg Theatre (built in
1897) and the Breadbasket Circuit was born.

However, according to Walker’s daughter Ruth Harvey, he planned to
construct a new theatre in Winnipeg almost from the time he arrived in that city.
Consequently. in 1907 he opened the new Walker Theatre which at the time was
considered ““*Canada’s finest theatre. ™ In a letter to Charles Osgood on December
11, 1906, Walker described the finances surrounding the new theatre, clearly at pains
to justify his need for a higher percentage of the box office take:

— by investing $300.000 I have made it possible and probable that the

gross business of attractions playing the combination house here will
be increased by $75.000 per season. This outlay has increased my
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expenses fully $25,000 per year. Now if [ must play attractions at the
same terms as in the old house my share of the increased business
will be no more than my increased expenses. Therefore company
managers are the only ones who will profit by my investment, they
doing so to the extent of $50,000. This is figuring that [ get on an
average one-third of the gross. Which is probably rather more than
[ do get. So, you see, if [ am to get no increase in sharing terms [
have made a very foolish investment.

I figured that by building a theatre which would be perfectly
satisfactory to my patrons (the old house was far from being
satisfactory to the better class of theatregoers) with a money capacity
fully fifty percent greater than the old house. I would have no
difficulty in getting from 5 to 10% better sharing terms. Was [ wrong
in figuring this way? Why should not companies playing the old
house at 70% prefer to play the new one at 60%? They will certainly
get a whole lot more money in the new house at the lower terms than
in the old house at the higher percent. Only by getting an increase in
percentages can | participate in the advantages my investment has
made possible. In fact, with my largely increased expenses. I cannot
break even at the old terms.*

When Walker built the new theatre. the Syndicate handled his bookings. Three years
later, Walker shifted his allegiance to the Shuberts (along with John Cort) due to the
inadequate number of productions sent to him by the Syndicate.®

Booking contracts for both the Syndicate and the Shuberts specified that the
New York office had exclusive control over scheduling attractions at the theatre.
While Walker was booking with the Syndicate, he emphasized on several occasions
that ultimate control of his bookings lay with the New York office:

As you have absolute control of my time, and [ fill none of it without
first communicating with you...*’

Am referring to you all applications for time, so there is no chance for
conflict in dates.%

As [ book nothing for next season without confirming with you...”’

However, Walker could request time at his theatre for local acts, and the Syndicate



Chapter 5 176
usually granted it. The booking of acts at Walker’s theatre was arranged according
to essentially the same correspondence protocols as at Small’s.

1 Letter from New York to Walker.

2 Reply from Walker noting held time.

3. Contracts sent from New York to Walker.

4 Contracts returned to New York signed.
Occasionally. Walker would write back with a change to the proposed route and the
New York office would reply with an additional round of correspondence (between
step 2 and 3 in the above list). In the case of a local production, Walker sent a letter
to New York. and the home office replied in the positive or negative. The first two
exchanges of letters would usually occur before the theatrical touring season began
in September. Periodically, arrangements would be changed in mid-season, for
example if a company closed or transportation was unavailable due to inclement
weather. For the most part, the highest volume of booking letters arrived at Walker’s
theatre in June, July and August. The exchange of contracts might take place
immediately after the exchange of booking letters. but would often be deferred until
shortly before the engagement was played. Road companies would often opt for the
latter option with remote circuits in order to keep open the possibility of changing
their plans if a more attractive proposition came up in any of the larger cities in the
East. Appendix H contains three typical booking contracts. Note that all three
contracts were signed less than a month before the engagements were due to begin.
[n aletter to Klaw and Erlanger on October 28. 1905, Walker acknowledged signing

contracts for the “College Widow™ company to play Fargo. Winnipeg, Grand Forks

and Brainerd in the last week of January and the first week of February 1906. In this
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case, the contracts were signed three months in advance, which in general was the
maximum period between the signing of a contract and the appearance of the
company. For local companies, the lead time could range from less than two weeks
(such as for the Marks Repertoire Company, booked on February 16, 1905 to play
February 28. 1905% ) to two months (such as for locals in Crookston and Grand
Forks, booked September 23, 1907, to play on November 29 and 30, 1907* ) or
longer.

Sometimes Walker wrote back to New York with proposals to change a
company's dates in his theatre. On September 26, 1905, He wrote Klaw and

Erlanger:

[n this mail [ am sending you “The Prince of Pilsen” contracts. Think
you should cut this show out of Brainerd and give it an extra night in
Winnipeg if possible. It will have to have special train service to
make Brainerd after Grand Forks — and the gross in Brainerd
wouldn’t pay this expense. Better give it three nights in Winnipeg
even if you have to cut out Grand Forks and Brainerd.

Can’t you arrange the “Arizona” time so as to use but one night in
Fargo and one in Grand Forks. The show will get some money in one
night, but two nights will kill it. [ wish you could arrange it as
follows: — Fargo Dec. 14, Crookston 15, Grand Forks 16, Winnipeg
18-19, Grafton 20, Brainerd 22. Two nights in Winnipeg the week
before Christmas is enough. Please advise me regarding this.”

Walker offered these opinions to maximize profit all around. It was very common for
local managers to have a better idea about the profitability of their regions and to
offer amended schedules designed to increase profits.

Besides the volumes of correspondence dealing with bookings. Walker’s
letters provide some interesting details about conditions in a remote circuit. Since

Walker’s circuit straddled the United States — Canada border. he sent a tip to Klaw
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and Erlanger to help them avoid paying customs duties on their printed publicity
materials:

Here is a “quiet tip” for you: have the Winnipeg printing for all K. &

E. shows sent to Grand Forks in my care. My Grand Forks man will

send them into Winnipeg. The bundles should, of course, be marked

Winnipeg. By this arrangement [ will save you some money. Please

treat the matter as confidential.”

Walker’s man in Grand Forks must have had some way to smuggie the printing
across the border, or perhaps to disguise it somehow as general mail rather than
theatrical printing. The duty on theatrical printing was fifteen cents per pound,”
which could result in a considerable expense for companies that crossed the border
with sufficient printed matter for a number of stops in Canada, or intended to cross
the border multiple times in different regions of the continent.”

Some of Winnipeg’s own unique characteristics were also detailed in
Walker’s correspondence. Walker felt that the subject matter of George Bernard
Shaw’s Mrs. Warren's Profession was too racy for his audiences:

[ fear [ am making a mistake in playing “Mrs. Warren’s Profession™

at Winnipeg. My patrons are very prudish, and I believe they and the

newspapers will severely criticize me for offering the play.

Just at this time such criticism would be very harmful.

[ wish you would cancel the Winnipeg dates for this attraction. If you

will do so please advise.™
Klaw and Erlanger’s reply was not found in the archives. but Walker’s concerns were
well justified. When the production played Winnipeg on April 30 and May 1. 1907.
it received the following review:

No more unwholesome nor repulsive play has ever been seen in

Winnipeg than George Bernard Shaw’s “*Mrs. Warren’s Profession™
produced at the Walker Theatre last night. It has not one redeeming



Chapter 5 179

feature. True there are one or two smart lines and a certain sort of
brilliancy which one has learned to term Shawian [sic]. but the bitter
sewer-like flavor one carries away in the mouth is not compensated
for by a false and meretricious glitter.”

Walker wrote later that year about what his audiences did like:
Musical shows seem to be in demand by our patrons, the dramatic
attractions not doing well of late. I think our business will show
decided improvement when winter sets in. Weather has been too
delightful.™
Discussions of the relationship between business conditions and the weather are in
fact quite common in Walker’s letters:
Business is very good. considering the handicap of weather
conditions. The severe cold has had a very bad effect on all lines of
business. "’
The weather, when mentioned in Walker’s letters, is usually said to have had a
negative effect on audience size and business activity. In addition to discouraging
audiences, the weather also affected the companies travelling to Winnipeg. Severe
winter conditions could play havoc with rail operations on the prairies:
The recent heavy snow storms, and consequent interruption of railway
traffic have raised hob with us during the past five weeks. “Sargent
Kitty”, “Max Figman”, and “The County Chairman”. all missed their
first performance at Winnipeg, owing to delayed trains — and { doubt
if “The Heir to the Hoorah™ will get in to open tonight.”
However, the depths of winter did feature one of the financial high points in
Walker's theatrical season:
The Bonspiel is our mid-winter carnival. It is created and supported
by the businessmen. The Walker Theatre contributed $400 towards
this expense last February and it will cost us quite as much this vear.

The business done by the theatre on the carnival dates averages 30%
more than at ordinary times.”
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The main reason that Walker was writing to Klaw and Erlanger about the Bonspiel
was to secure better terms for the production that was due to play that week (Cohan
& Harris). Ifthe terms were not improved in his favour, Walker wanted to play “The
Bonnie Brier Bush™ as he had for the past few winters. In fact, he had to make a
similar justification for higher terms the previous year and at that time suggested that
he bring in “The Bonnie Brier Bush™ because it “'is a favorite with the Scotch people
who participate in and attend the Bonspiel in great numbers.™ These two letters
show that Walker knew his audience and the conditions in the area and was prepared
to give his patrons what they wanted. even if it meant offering the same production
year after year. These letters also show that the New York managers did not keep
track of local events and the onus was on the local managers to remind them.

Finally, Walker's letters provide some insight into how companies moved
between Winnipeg and the States:

Please bear in mind that the movement from Winnipeg to Crookston

cannot be made by the regular train service. Grand Forks should

follow Winnipeg unless special train service is used. or Sunday

intervenes.®'
For the “On the Bridge at Midnight™ company. Walker was even more explicit about
the train service:

By using Grand Forks 17 and Crookston 18 you will avoid losing a

night. Your working crew and scenery can use freight service from

Winnipeg to Grand Forks and acting people make [the] jump on

regular passenger. arriving 7:20. This movement is made regularly

scores of times every season.®

Almost two years later. the home office’s understanding of local conditions had not

improved:
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Please note that I have changed Crookston to May 3, as movement
from Winnipeg to Crookston cannot be made without loss of a day.*

Once again, the local manager had to keep notifying the New York office of local
conditions even if they persisted from year to year.

Walker’s impact on Canadian and even international theatre is perhaps best
summed up by Ross Stuart in his The History of Prairie Theatre:

Walker’s efficient and effective organization contributed significantly

to the spread of theatre across the prairies. Companies came regularly

from England, New York. and California, with the occasional special

attractions imported from the Continent. Stock companies originated

in Chicago. Toronto. and prairie centres. Most companies came

primarily for money. A well-planned tour with one or two featured

performers supported by an inexperienced and therefore inexpensive

company could make a substantial profit. Costs were not prohibitive

in those pre-union days. Capacity audiences were all but assured.

English performers used Canadian and American tours to finance

their regular London seasons.™
5.5 Entertainments Ltd. and Direct Shubert Involvement in Canada

While the Shuberts sent companies over Small’s and Walker's circuits. they
also exerted more direct control over theatres in Canada. Both the Shuberts.
personally. and the Shubert Theatrical Company. as an institution. were shareholders
in Entertainments Ltd.. a company headquartered in Toronto under the direction of
Lawrence Soiman. Entertainments Ltd. held leases on the Royal Alexandra in
Toronto and the Princess in Montreal as well as booking contracts with the Shubert
Theatrical Company. While the Shuberts did not have direct ownership of the two
theatres, they did have a good deal of authority over their operations.

Included in the files of the Shubert Archives concerning Entertainments Ltd.

are three series of documents:
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1. Contracts between the Shuberts, Entertainments Ltd., and
Lawrence Solman
2. Annual reports of Entertainments Ltd. (1909, 1910, 1911,
1913, 1914)
3. Correspondence between Solman and New York concerning
operations and business.
The contractual network between Entertainments Ltd.. Solman, and the Shuberts was
quite complex and predate the building of the Royal Alexandra. Prior to the
construction of the theatre, the Toronto ownership group led by Cawthra Mulock
must have felt that they needed either the Shuberts or the Syndicate to provide road
companies for the new building. After apparently being rebutfed by the Syndicate.*
who already controlled the Princess Theatre in Toronto, they sought the Shuberts’
help. Although a booking contract between Solman and the Shuberts was signed on
March 13, 1906, that contract was evidently not put into effect. According to Mora
O’Neill in her Partial History of the Royal Alexandra Theatre. the Shuberts did not
begin supplying road companies to the new theatre until 1909.% A contract from the
Shubert Archives dated December 22. 1908 (See Appendix N) between Solman. the
Shubert brothers, and the Shubert Theatrical Company covers the new booking
arrangements. This contract sets out the terms for the foundation of Entertainments
Ltd. in which Solman will own 51% of the stock. with an investment of $5.100. and
the Shuberts the remaining 49%, with an investment of $4.900. The new company
was to acquire the lease of the Royal Alexandra from the builders at the rate of
$20.000 per year and the Shuberts were to supply enough attractions for twenty-five

playing weeks. The contract also named Soiman as the resident theatre manager. at

asalary of $100 per week. and stipulated that a dividend of 75% of the annual profits
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was 1o be paid out to the shareholders each year. This core agreement remained in
effect well past the period under study with a renewal as late as 1920 for another five
years. Two further contracts, both dated January 13, 1909. confirmed the foundation
of Entertainments Ltd. and noted that the conditions of the December 22. 1908
contract had been satisfied. Near the end of the 1909 season, Entertainments Ltd.
acquired the lease of the Princess Theatre in Montreal from the Canadian Theatre
Company for a period of five years stretching from September 1, 1909, to August 31.
1914, at a rental rate of $22,500 per year.*” Two contracts from June of 1909
amended the December 22, 1908 contract to include the lease of the Princess Theatre
in the assets of Entertainments Ltd. and to create a booking contract between the
Princess and the Shubert Theatrical Company.® The lease on the Princess was
renewed in 1914 but. due to dismal business. Entertainments Ltd. assigned the lease
to the Canadian United Theatres Ltd. to use as a vaudeville house.* In fact. clause
12a of this contract with Canadian United specifically prohibited the new tenants
from presenting any “high-class attractions such as those booked through the Shubert
and Klaw and Erlanger offices.™ [n tandem with this contract was an amendment to
the June. 1909 contract. dropping the lease ot the Princess Theatre from the list of
assets of Entertainments Ltd. .*°

The December 1908 contract called for a yearly report to be distributed to
shareholders at the end of the theatrical season (usually in June or July). Table 6
shows the profits for Entertainments Ltd. for the years 1909-1914.”" The Shuberts’

tenancy during these vears was quite profitable for both the theatre owners and the
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shareholders of Entertainments Ltd. The Royal Alexandra’s first season, before the
formation of Entertainments Ltd. in 1908, produced a profit of approximately $8,000
(against a building cost of $750,000).” After Entertainments Ltd. acquired the lease.
the theatre owners were relieved from any financial responsibility for the operation
of the theatre and were guaranteed $20,000 per year. While this amount was not
overly large, it did allow for a steady recovery of the owners’ initial investment with
little risk. The Shuberts also garmered decent profits from the arrangement. Since the
Shuberts owned or controlled many of the road companies they booked into the
Royal Alexandra. they would receive not only a share of the theatre profits but also
the profits from the road companies. Considering that the theatre itself usually
received only about 30% of the box office gross. the Shubert road companies must
have earned fairly good protits, especially when the earnings of Entertainments Ltd.
were high ($43,519.28 in 1912 and $43,492.35 in 1913). The profits rose a good deal
between the $5.370.79 of 1911 and the $43.519.28 of 1912 and then fell off shortly
afterwards. From the tone of managerial correspondence after the 1913-14 season.
we can gather that business fell even more. Much of the decline in business was due
to the First World War. In fact. on several occasions Solman wrote to the Shubert
home office about the effects of the war on business:

Replying to yours of Oct. 2/18. There is only one explanation that [
can give for the poor business of “Eyes of Youth”. We are having a
double money drive for soldier comforts here at the present time. One
is being conducted by the Roman Catholics for their “hut™ fund. the
other is under the Auspices of the “Belgium Relief”. Both are going
after big money and what is more they are getting it.

It is not the fault of the show. nor of the “Star™ for she is certainly
great, and it has been a long time since any show received the notices
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from the papers that “Eyes of Youth” did. Our opening was good and
we have no opposition. Those who see the show simply rave over it,
but our patrons are not turning out as we expected.*

Toronto up to the present time has had a very profitable season and
things don’t look half bad here. Of course an awful lot of our young
men have gone to the front but everybody who wants to work is
working and getting good big salaries. I really think that times will be
a good bit harder after we have peace.>

There really is not business enough here for two high class theatres
and [ cannot understand what they are thinking about.

When you consider that the Government demands 10¢ on every ticket
purchased, that is if a man buys a $1.50 ticket he must also purchase
a 10¢ ticket. They are also demanding 25% of the net profits on all
companys [sic] and businesses. This money of course is to be used to
defray their cost for the part they are taking in the present war.

Our young men are all leaving town and although we have done good
business in Toronto this past season; with an opposition house you
can readily understand that we would not have done as much.”

Since the Shuberts required further explanation about the government war tax

mentioned above. the documents in Appendix O were sent to the New York office

by the assistant treasurer at the Royal Alexandra. The burden of war taxes would

have further cut into the Entertainments Ltd. profits because its cost. apparently. was

not passed on to the consumer.

However. taxes and the war were not the only factors keeping people from the

theatre in 1918. Near war’s end. a great intluenza outbreak occurred in many regions

of the world. including Toronto:

The poor business is accounted for by the influenza epidemic and by
the press warning the public to keep out of crowded street cars.
theatres and places of amusement in general. All theatres here are



Chapter S 186

affected the same way.*
Much of the rest of the managerial correspondence not included in the categories
above was concerned with box office performance and general business matters.
There is a striking contrast between the correspondence from Small and Walker. on
one hand, and from Solman on the other. While the majority of Small’s and Walker’s
letters dealt with booking arrangements, route negotiations, and contract terms,
booking matters were almost never discussed in Solman'’s letters. The difference
must be due to the fact that Solman was only operating one theatre (the Princess in
Montreal was operated by a different manager) and the Shuberts had direct control
of the booking of the theatre rather than an agreement to route attractions over an
entire circuit. In short, the Royal Alexandra and the Princess took whatever
companies the Shuberts sent them with no negotiation.
5.6 Conclusion

There were two main categories of road theatres in the period 1900-16. First
were theatres more or less directly controlled by one of the large New York firms
such as the Shuberts. The other category was composed of theatres controlled by a
minor circuit that had a booking relationship with either the Syndicate or the
Shuberts. The subject matter of managerial correspondence differed considerably
between these two categories. Correspondence from the first category. such as from
the Royal Alexandra in Toronto, takes the form of box office reports and reviews of
house operations. On the other hand. the majority of the correspondence between the

minor circuits and New York concerns route plans and negotiation over contract
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terms. While the minor circuits seemed to have more control over their operations
where booking was concerned, New York held the trump card. Without the supply
of New York companies, a remote circuit had to substitute either stock companies or
minor barnstormers. Dealing with minor circuit operators provided the Syndicate and
the Shuberts with one important advantage: protection from financial burden if the
minor circuit incurred losses. All booking agreements carried a clause to the effect
that no partnership was implied or formed by the agreement. On the other hand. if the
Shuberts or the Syndicate directly controlled a theatre. they were usually liable for
any losses incurred at that theatre (usually due to high rentals or lease payments in
times of poor business), but during a successful season would reap much higher
profits than if they only had a booking contract. Since these two types of business
arrangements had their advantages and disadvantages, the Shuberts and Syndicate
employed both. In larger centres. they tended to opt for control of the theatre,
whereas for less populous, less profitable areas they limited their liability by making

booking arrangements only.
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Is the Biz Socko Again?
An Epilogue

By 1919, the Syndicate was run solely by Abraham Erlanger. due to
retirements and deaths, and the Shuberts were left in full control of the road. Their
empire was broken up in the early 1950s by federal antitrust legislation.'

Eighty years after the disappearance of the Syndicate and forty after the
breakup of the Shubert empire, however. the road looks healthy again. In 1997-8, the
road in North America grossed $794.144.642 on 1.276 playing weeks.” While the
number of companies and length of their runs is not as high as it once was - the
touring companies in 1900 played collectively for about 11.000 weeks - the road is
again a lucrative source of income:

the Broadway road at the end of the 20" century is a very slippery

highway. Full throttle profits await producers to attract the ever eager

hinterland punters who droppgd a whopping $794 million at the

booming road B.O. last season.’
Perhaps the overall touring volume will never be as high as it was. but a renaissance
of some kind is underway. The main difference between touring in the 1900-1916
era and the present day is the elimination of the one-night stand. Today. large touring
productions rarely stay in a city for less than a week. This is because setup times are
so much longer than they used to be. Whereas a show in 1900 could get itself up and
running at a road house in the space of an afternoon. a late-century production such
as Phantom of the Opera or Showboat might require a full two weeks in each theatre

before the run begins. As a result, profits can be maintained only by setting a

production up as few times per month as possible. Also contributing to the
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elimination of the one-night stand is the cost of transportation. The shift from trains
to semi-trailers gives performing companies greater flexibility in setting their own
travel agendas, but still involves a considerable cost.

The weekly budget for touring the first national company of the latest
Broadway success is very large. For the 1997 production of Jonathon Larsen’s Rent.
the average weekly expenses were $300.000 against an average weekly gross of
$400.000 (all figures are in United States dollars).” The average weekly expenses of
the Shuberts™ Belle of New York company for the season 1901-2 were $2700.09. The
company s average weekly gross was $3631.49.° [fthe Belle of New York figures are
adjusted for inflation they convert to $52.451.50 and $70,544.73 respectively.® In
both cases. there has been an approximately six-fold increase over the century.
During the 1901-2 season the top ticket price was usually $2.00 ($38.85 adjusted for
inflation). The top ticket price for present-day touring musicals is about $70 to $80.
While costs have risen by a factor of six. ticket prices have only doubled in the last
hundred years.

However. the large touring musicals of the present day can rely on one factor
that was almost non-existent one hundred years ago: the box office advance sale. For
popular musicals. the advance sales can number into the millions. For The Phantom
of the Opera in Chicago in 1990. the advance sale topped $12 million.” The
production of Rent mentioned above opened in Boston with a $6 million advance.®
Ticket sales during 1900-16 usually opened a few days before the attraction was due

to arrive and. since the companies would only play at the most five performances in
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a city, the chance to build a large advance would not exist.

A particularly interesting connection between the beginning of the century
and today is presented to us by an advertisement from Variety's Road and Broadway
preview issue (September 24, 1998; see Figure 7). In that notice, the Denver Center
Attractions company forges the link for us between the last great days of touring and
today by placing a photograph of the Denver Auditorium Theatre in 1908 beside a
photograph of the new theatre in Denver in 1998. [ am sure that the Denver Center
company did not employ a historian to help them establish this connection. but
merely looked back to a “mythic™ time when shows came regularly to their city and
filled a beautiful new auditorium — a situation they probably hoped to duplicate with
their new performing arts complex.

Today we still find advertisements for many different “booking agencies™ (see
Figure 8), mostly based in New York. However, an even more surprising throwback
to 1896 may be coming about. The large concert promotion company SFX recently
purchased PACE Theatricals and began aggressively to acquire theatre and
production rights on the road. On August 24, 1998. Variety ran the following telling
remark:

“If SFX puts all the different pieces together,” said one rival and

sometimes partner, speaking on condition of anonymity. “they are

bordering on a monopoly of the Broadway road.™
Such an expression of concern sounds very similar to that expressed by Harrison

Grey Fiske at the time of the foundation of the Syndicate. Independent theatre

owners. too. are increasingly alarmed about the return of a theatrical monopoly. Their
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anxieties about SFX directly echo earlier concerns about the Syndicate:

“All of this consolidation means that the deals for presenters
are becoming much less user-friendly,” he [Pat Halloran, an
independent presenter] says .

“We’re being told through agents that producers will partner
with us whether we like it or not. They want a share of all our
income, including ali the nooks and crannies. The typical deal used
to be that the producer got 60% and the presenter got 40%. Now they
usually want a fifty-fifty share of our 40%. The industry has gone
hardball.”

“If [ want to book a show,” says Doug Evans of Hartford
Bushnell Center, “and SFX is the producer. and they want to put the
show into a theater that they control. ['m not going to get the show.™"

Variety s description of touring conditions between 1978 and 1998 could in fact be
applied equally to the road exactly a century ago. before the rise of the Syndicate:
When the Memphis-based Pat Halloran became a Broadway presenter
some 20 years ago. he could choose his shows from among the
offerings of at least eight different booking agents representing the
wares of a good many more producers.
Halloran’s colleagues from other cities were mainly people
like himself — independent folks who knew one or two hinterland
markets inside out. Full of risk-taking, competition and legendary
inefficiencies. the road was a ramshackle collection of small-time
entrepreneurs all cutting deals on a handshake."'
One almost has to take a second look at this copy of Variery to make sure the date on
the cover is 1998 and not 1896. Only time will tell whether SFX will duplicate the
success of the Syndicate. and whether the road is due for a comparable boom and
bust — or perhaps just a boom. In spite of all the changes in the past one hundred

years in North America. the road may once again become a place where legends are

born and fortunes are made.
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Appendix A:
Figures

to & Gaverfie fas in Mkbigas with Theatsical Companics.
Because— ’
lt reaches ol the m-tdua.
wu-.nlhlln-ad-h.
W is the " Shert Line. "™
There are plenty of B} mun.

Parlor ang Cafe Cars
Are the scmc of camiert, and charges are reasonshie.

- — s =~

Write any of the rep ves of the P ger Degortment for{rates. e

Figure 1a: Advertisement for The Pere Marquette Railway (Julius Cahn s
Theatrical Guide. 138)
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THE GREAT NORTHERN RAILWAY reaches the PRINCIPAL CITIES of MINNESOTA, NORTH DAKOTA,

SOUTH DAKOTA, MONTANA, WASHINGTON, and BRITISH COLUMBIA. -Send four cents in postage for

NEW THEATRICAL GUIDE, just published, to
CAL STONE., G.P. A., St. Paul. F.1. WHITNLEY, P. T. M., St. Paul.

souUTH uauorn

Ed Salters’ Attractions: ** FABIO ROMANIL,"” " LADY THE GREAT NORTHERN RY., the " Comlortable
OF LYONS,” " CONVICT'S DAUGHTER."” now Way* to make the Pacific Coast Cities of Seattle,
Everett, Bellingham, Victoria and Vancouver.

playiog circuit to good business.
Figure 1b: Advertisement for the Great Northern Railway (New York Dramatic
Mirror, November 18, 1905: 6)
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JAQUELINE

Ethel Barrymore
adds her praise

Y e —

UR  extensive
clienteleis tie

maoaos<t ¢x-
Jusive in America,
i we, thereiore, do
not feel at liberty to
pudush here the
names of our private
customers, but
arong the profesi-
ional patroas of this
house we may men-
tan:
Mivy Maode Adama
i'“‘ Margaret Andlin

1:4s Ethel Sarrymare
Mme ‘;ar:h Decphardy

Taterek Campae |

S . 2.
Maas Flora Tabe'ls

THEN vou fe

'V that wox
Want a 29w
ot the tepe that sat-
ie ‘omen of their
exacting require-
ments, come and con-

sl with us,
20-22 East 46th St.
New York

Opondde the RirnCacitan

Figure 2a: Celebrity Endorsement by Ethel Barrymore for Maison Jaqueline.
(Vogue. May 1, 1912: 84)
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21 W. 38th St.
New York City

"

The e Papillon Corcet Campany, 21 West 18th Street, N. Y. City.

(Fentlemen:

Withou: she slightest hesitancy I can say that the Le Papiilon

Cerset is the mast sutisfactory { hazve worn,

¢ embraces every quality thas is desirable in g high-ciass corset.
Truly yours,

Mses Pearsen gplays ke rsle of
Bunty m the Yew Yort predec
nom of "Buaty Palls the Stmnge ™

The masterful design,
skillfully cut, correct shape
and perfect adaptability fer
the prevailing modes dis-
tinguishes ILe Papillon
madeis as the world’s Dest,

\;lw\m

QOur goods are univer-
sally admitted to be of
superior styvie, fit, finish and
workmanship.

Bookler A mailed An re-
quest.

Figure 2b: Celebrity Endorsement by Miss Pearson for Le Papillon. (Vogue. June
15, 1912: 62)
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Mme TETRAZZINI

takes pleasure in

recommending

T am plaseed e meworr rwi Mot efiee
acig wl Pme CRENT SEAOL P
Lras el Nar Neswn 3

La gislieg gasnes ot

" e

remwit & greet. of wmr,

Ia renie ofecs wren the selsamt o
chal muagdes bt 1oe steemiom ol
rontitien (190 @ade of b lnes o
wrlagies) s Kew e ot

Wit Coome Neval bas dome for
wrers it Wt d4 fur yem
ETTITe T T vy

ANNNG TROEE WRO TSE AND
X! CAZMT WPIOL AT 1YY
TICR YAIDT AR

Morgorat Angiin

Mre. Mshe

Julie Marives

Masine Cillay

Vieginle 1 arned

Biltte Rurks

Julia Opp.

Moiled ta ony midress an coeript
of priwn, §3.38 pap rer

FORREST D. PULLEN
FACT ArRCIafisT

NS lowe Ave. 2redre, ¥ Y.

My s brdlr,  deinbeay

T Imsay,

ohev  Nevol 1emot  gov
i de Smird apre reguess.

Figure 2c: Celebrity Endorsement by Madame Tetrazzini for Créme Nerol.
(Vogue. March 15.1912: 111)
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Meiba Yarsar Tetraznm

‘ \,\'HF.I(F, a4 comparatively few years ago |
grand opera was a Juxury for the select l
few. millions nuw enjoy it every Jday in their
. own homes on the Victor.

Gadsic: This wonderful instrument not ouly brings

{ tosyon the muasterpieces of opera, but they are
rendered by the seltsame artists who are capti-
vating hosts of opera enthusiasts in the leading
opera houses—the world’s greatest artists who
make records only for the Vietor,

to the gems of sony from the sparkling musical ey

Humer Sckamann. Heink

comedies, or being entertained by the leadding

1

!

Fvedl ' And the next moment you can he listening )
N

|

1 Tun-makers.

It is only 4 step from grand opera and the
classical to the lighter forms of music, for tine
i Victor is wonderfully versatile and changes at
will from grand opera to ragtime. from minstre! !
show to sacred music, from vocal selections to 4

M . - L4
. instrumental numbers; the very music you like Summarco
i best at the very time vou want to hear it,
(]
Victor-
Victralas r 4 Victors
$rsto Szce $:0 10 S100
(115 se®
—_— bJJ

A Vieter dealer ia any onty it thie workl will gladly pla.
amy \ictor muuc vig widh 1o bedr Jind denomiaie Gy
the wonlerful \ictoe\ e

Al
”
Victor. Victrala LV. 15 . /?‘ )
. //

Victor Talking Machine Co.
Camden, N.J.. U.S. A.

Figure 2d: Celebrity Endorsement by many musical stars for the Victor Talking
Machine Company. (Vogue, March 15, 1912: 1)
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MENRY GREENW ALL. I'BrwT.

- Rew Pock Theatre Bida.

ALTERT WIS Tag v A f.8vE Moo

AODAESS aLL COMMUNICATIONS TO AMERICAN THEATRICAL EXCHANGE

b T COLEMAN, Mon 1ng1nG Dary

Now Oulesns, La
New Orleam, -

New Orlesas. -

Dallas, me
Fort Worth,

Heustan.

Calveston,

Waco,
San Aatone,

_c
&
>
a
2
&
'

Grreawall Thestre MrKianey.
Bildwia . P,
Elyueraa Thesre

Dallas Opeva Houn Tereell,
Creeawall Opera House Mezia,

* Houson Theatre Bresham.
Cuand Opera House Bryaa.
Awiturum Taylor.
Grand Opera House Temple.
Haacack Opers Howne Beitom,

Cyle Theatre Det R,
hants’Opera House Maerad Welh,
rets House Humbie,
Ceand Opera Hovse LaCrange,
Grand Opera’Houm Ssa Marcos,
Craad Opors Howea New Braniel
Sholion Gpers Houss Eans,
Teass Screer Themre
s Houw Marbe,

. angre Theatre Clehrane,

© Heuscheld” oOptuHm- Pulesine.
Ovaa House Longriew.

* K Opers House Keuirman.

£57
i

Sheevwpant, La Gisad Opers Hocse
l..hmh. ~ Opurs Hows
atapene, = Jeforcan Theatse
Jennsngn, - Opgn Heow
Alesandria, " Rapides Theats
Hwon Rouge. ~ Eik's Theatre
Manroe. = Seger Thestsa
New [bans, * Ouae tlows
Rutan, " Rustsa Theatre
Ciowiny. = Gread s Howne
" Sezdez & House
Franklm, “ Qpats. Huu.
Latle Rock, r\u. Coapital Theatse
Ho Spv
ET ER
.
e Crmtury Theate
arches, ~ Beker-Grand
Coleynile. Kaas. New Thesne
Avrora, Ma. Caavah Theatre
"ebb Cay, = Blake Theatre
Otilshoma Cay.  Ohla. Owerhalrer Theatre
Cuchne, " Brooks Theasire
£l Rena. ~ New Theaue
h«n.n = Opers Howe
New Theasre
Mu.iqw. Incien Tm Huwin Theatse
Thearre
3:“&7.1 * G Oy
" Wegner s Hogwe
Duncan, » Howe
Quemore, Oyara Houe
Tuncon, Arizena, Grosetta Opera House
Phoenit, Dorrs. a House
¥ O Voo
'n.l--. s Hove
Opers House
\t"uum. Orra Heuse
Saats Fe. New Maxo, Opera Howse
Sevannsh, Gmrgpa, Sevaansh Theare
Chatiesos, 5 C.. Academy of Muix

Tehwrugsy 2, 1507,

Figure 3a: Letterhead from The American Theatrical Exchange. (Shubert
Archives)
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.
e
.00
“om
1o
rxa
100
1 oo
.o
oo
2.c00
.00
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For time far arther c.reurt apply o PETER M:COURT. Denver. Colo

JOHN CORT. Seatdde. Wash.

Figure 3b: Letterhead for the Silver Theatrical Circuit. (Shubert Archives)
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THE OLDEST AND SAFEST CIRCUIT OF HIGH GRADE THEATRES
IN THE UNITED STATES AND CANADA

PLAYING AT A POPULAR SCALE OF PRICES

REPRESENTING
Chicage, n

THE CROWN
THE 1MPERIAL
THE NATIONAL
THE VICTORIA

Kamses City Ma.
GRAND OPRAANDUSE
St Lowts Mo.
THE AMIRICAN
Detrost, Mich.
THE LYCEUM
Graad Repids, Mich.
TrHEC MAJESTIC
T
THE LYCEUM
lad.
THE PARK
Clavelssd, Qnio
THE PROSPECT
THE waLmMUT
Columbus, Obio
THE MIGH STRERY
Otio

w0,
THE NATIONAL
Lowiyvitle,
THE WALNUT

‘ssbtugton, o.

THE NEW ACADEMY
Sakimere. L.

THE HOLLIDAY ST,
Piiladeiphia,

GRAND QPERA HOUSE
d Pa,

THE LYCEUM
Jersey Chy, N, J

THE maygsTIC
0 N
THE SARKA

Syracme, N,
THE BASTABLE
Bufloln,
NEwW THEATRR

Toraste. Ont.
GRAND OPERA HOUSE
New Oriaass,
IHE CRESCENT
Memphis, Tesa
THE LYRIC
Naskvie, Tona
THE B1J0U

ESTABLISHED IN 1900

| STAIR

A ND

HAVLIN

(INCORPORATED)

1493 BROADWAY
NEW YORK

GEORGE H. NICOLAI. REPRESENTATIVE

h 4

REPRESENTING
Atiarma, Ga
THE LY&IC
Birmis 3 Ala
TeeE BIJOU
Va.
THE dJOU
Norfalk, va
THE GRANBY
Kmoxvills, Tenm.
THE 81I0U
Chariancegs. Tens.
THE LYRIC
Evansvide. Ind.
ThE aljou
Paterson, NJ
THE LYCEUM
Providesce, . L
THE IMPERIAL
Warcesser. A
THE PRANKUN 5Q.
Vo

3 Ubio
GRAND OPELRA HOUSE

Akron, Oksa
GHAND OPERANCOUSE

Waeelny, W, Va
THE COuURT

a, Ned,
GRANDEIS THEATRE

THE MAJCSTIC
Springfeld, .
THE CHATTERTON

THE MAJESTIC
Farr Wayne,
THE MAJESTIC
St. Joseph, Mo,
THE LYCEUM
Des Modwes,
THE BERCHELL

Chy £
THE WASHINGTON

MNich.
THE FULLER

Battle Creek, Nice.
THE POST

Terve Hawee, ot
GRAND OPIRA HOUSET

CELYRIA THEATAG

NO CONNECTION WITH ANY OTHER CONTEMPLATED CIRCUIT

AT POPULAR PRICES

Archives)

Figure 3c: Letterhead for the Stair and Havlin Theatrical Circuit. (Shubert
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Booking Agency

A 2 N
Road Theatre Production Road
Company

Figure 4: The organizational triad of the road.

i SAREWELL AMERICAN ...

70UR
e /7905 -7906

.m
WORLD'S GREATEST ARTISTE

RAH BERNHARDT

°'“!Cnon SAM
M SW"LEE SHUBERT

1IN “CAMlLL.E”

PRIGC
gN%N\J\? nr Tuesday ' F\ay 1 s:.(: .sz.oo.asf.lo:)

e AUDITORIUM RINK

TO QUARD AGAINST TICKET §PECULATION —)all orders will Anw De recelived from Winnipeg and eil painte
when accompanted hy Kadress Maney Urder. Post OMica Maney tirder, or Ueriiflad Check. anid ateamped. sddrensed
envelape for reply The orvers wili be filled in order of thelr receipt. and tichets malled the purchaeers. Addross

enca®d D

and Mmake CAeQUes payahle 1o—
FULLJAMES & HOLMES, Managers Auditerium Rink, Winnipeg.
The regulsr Bex OMee Bale will epen at the Auditerium Rink, Saturday, Apeil 30, ot 9 o, m,
Main Fleor—8300 and §100. Side Sestions~—4L00, §$2.00 and $1.00. Genersl Admisslen—g1.00.

rMne are requested ta note the donr at wWhich they sre tn ene
1 directions will be found an the back ef each tichat.

tn nnler ton prevent (nconvenience and cnnfustion R
ter the Audlinrium an the night of the perfnrmance. |

Figure 5: Sarah Bernhardt’s 1905-6 Tour. Western section (Manitoba Free Press.
Winnipeg, April 23, 1906: 8).
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MIIST CAREFULLY BOOKED TERRITORY IN THE WIIRI.D

»;\‘

Note the new outlet into the Copper Country by
way of North Bay, Sudbury, Blind River and the *Soo.”

Magnificent new theatres at North Bay and Sudbury,
both of which points are situated in a very rich mining
country and good for capacity with everything that plays
them. Also the smaller town of Blind River.

The “Money Route” to the West is now via OTTAWA,
RENFREW ( new $75,000 theatre just opened ), PEMBROKE
(new theatre building), NORTH BAY and SUDBURY, thence
into the Copper Country by way of the “Soo” or on the
Canadian Pacific Railway to Winnipeg.

ALL COMMUNICATIONS TO
A. J. SMALL,
Grand Opera House,
Toronto. Canada

Figure 6: Ambrose J. Small’s Circuit, April 21. 1909, Shubert Archives, New

York.
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= Demver Center Attractions

Figure 7: Advertisement for Denver Center Attractions. (Variety, September 14,
1998: 64)
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. We’ve got
the road covered.

T H E
ROAD
COMPANY
Stephen Lindsas © Hevtt Sirnta

165 Weat $6uh Strves, Suue 1100
New York. NV 10036

\ pht 2123025200

A ' i fan: 2523025373

Late Nite Catechita . :
e Hodetm Nutcrocher

Figure 8a: Booking agency advertisement for The Road Company (Variery.
September 14, 1998: 46)

. ~a N ryan P v
R A R A A

R R VP
Yoret Wew Yoo WY IDG ) totepnare ] gt W04(

Figure 8b: Booking Agency advertisement for Troika Entertainment (Variety.
September 14. 1998: 52)
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STiL LEADING THE

Figure 8c: Booking agency advertisement for Cameron Mackintosh's Musicals.
(Variety, September 14, 1998: 51)



Appendix A

Wil Lrars MOieFers At NG Y

Broadway Touring and
Theatrical Division
. Riverdance S,Wcé( Chanw

Defending the o
Caveman Spirit Dance
Fame =
Steel Cary 1 he Musical
Ordinary Girl I hmd s Rctuvr‘tz

Penn & Teller
FHarmony

Chiata & Freak
AT hat Jazz
' Much Ado
About Evervthing
Room Sermvice Fddie Izzard

1 horoughly

Modemn Millie ' Sall Here
Damn Ie!

William Morris Auency, e,

So~on Weasues ‘ . . Cone Moscduldl -

Figure 8d: Booking agency advertisement for the William Morris Agency.

(Variety, September 14, 1998: 49)
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Appendix B:
Tables
Table 1: Population of Selected Cities
City 1890s 1920
New York City 2.5 million 5.6 million
Chicago 1 million 2.7 million
Philadelphia [ million 1.8 million
Detroit 205000 994000
Los Angeles 50000 577000

(Source: Unger 63)
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Table 2: A Thoroughbred Tramp,” Season 1905-6

City Population Performance Date
Dickinson (ND) 3,678 March 5
Glendive (MT) 2428 March 6
Miles City (MT) 4,697 March 7
Billings (MT) 10,031 March 8
Big Timber (MT) 1,183 March 9
Bozeman (MT) 5,436 March 10
Butte (MT) 39,165 March 12
Anaconda (MT) 10,134 March 13
Missoula (MT) 12.869 March 14
Wardner (ID) 1,369 March 15
Couer D’Alene (ID) 7,291 March 16
Spokane (WA) 104,402 March 17
Oaksdale (WA) 882 March 19
Lewiston (ID) 6.043 March 20
Pullman (WA) 2,602 March 21
Moscow (ID) 3,670 March 22
Colfax (WA) 2,783 March 23
Pomeroy (WA) 1.605 March 24
Yakima (WA) 14,082 March 26
Ellensburg (WA) 4.209 March 27
Cle Elum (WA) 2.749 March 28
Port Angeles (WA) 2.286 March 30
Port Townsend (WA) 4,181 March 31
Nanaimo (BC) 31,822 April 2
Ladysmith (BC) 3.295 April 3
Blaine (WA) 2,289 April 4
Bellingham (WA) 24.298 April 5
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Anacortes (WA) 4,168 Aprii 6
Everett (WA) 24,814 April 7
Seattle (WA) 237,194 April 8-14 (week)
Tacoma (WA) 83,743 April 15-16
Centralia (WA) 7311 April 17
Olympia (WA) 6,996 April 18
Hoquiam (WA) 8,171 April 19
Elma (WA) 1,532 April 20
Chehalis (WA) 4,507 April 21
Portland (OR) 207,214 April 22-28 (week)
Vancouver (WA) 9.300 April 29
Dalles (OR) 4,880 April 30
Pendleton (OR) 4,460 May |
Weiser (ID) 2,600 May 2
Ontario (ID) 1,248 May 3
Boise (ID) 17,358 May 4
Pocatello (ID) 9,110 May 5
Logan (UT) 7.522 May 7

gden (UT) 25,580 May 9

(Source: Route schedule from the Cort files in the Shubert Archives, the
population figures are from the /9/0 United States Census and the /911 Canada
Census)
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Table 3: Companies on the Road. 1900-1920

First Week in April First Week in April to December
December Average

1900 285 392

1901 189 289 239
1902 239 373 306
1903 292 362 327
1904 234 420 327
1905 269 369 319
1906 252 345 299
1907 282 256 269
1908 289 337 313
1909 250 328 289
1910 235 236 236
1911 235 257 246
1912 182 228 205
1913 190 166 178
1914 135 112 124
1915 99 95 97
1916 73 117 95
1917 65 89 77
1918 56 25 41
1919 50 47 49
1920 25 42 34

(Source: Bernheim 75)
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Table 4: The Shubert Theatrical Company Roster (Excerpt). March 6. 1909

|| Show Location
Havana Casino, New York
Mimic World Kansas City
Marcelle On Tour [in one night stands]
Lulu Glaser St. Louis
Lew Fields On Tour
Sam Bemnard Baltimore
" Girls #1 On Tour
Wolf #1 Brooklyn
Witching Hour #1 Boston

" Blue Mouse #1i

Lyric, New York

I Nazimova

On Tour

Julia Marlowe

Daly's, New York

De Wolf Hopper Washington
Girls #2 On Tour

Il Wolf #2 On Tour

I Witching Hour #2 Buffalo
Blue Mouse #2 Syracuse
Eddie Foy West End. New York
Ganton and Company Buffalo

I The Vampire St. Louis
Bachelor On Tour
Bertha Galland On Tour
Blue Mouse #3 On Tour
Mary Mannering On Tour
Girls #3 On Tour

(Source: “The Shubert Theatrical Company Roster. March 6, 1909,” Shubert

Archives)
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Table 5: Summary of Costs for ~“Glorious Betsy™

ltem Total Payment Advance Payment
Costumes $2,500 $500

Properties $500 $175

Scenery

2™ and 4™ Act (carpenter) $850 $285

3 Act $580 $195

1* Act $600 $200

Painting (entire) S1.410 $470

(Source: “Estimates for Miss Mannering's Company. n.d.,” Shubert Archives)

Table 6: Entertainments Ltd.: Profits and Losses. 1909-14

Year Princess Royal Bank Net Profit

Theatre, Alexandra Account

Montreal Theatre, Interest

Toronto

1909 - 8113.13 - 8113.13
1910 -3648.88 5752.86 143.38 2247.36
1911 -1651.45 6673.4 348.84 5370.79
1912 16796.35 28142.21 260.35 43519.28
1913 10086.85 33689.65 724.53 4349235
1914 9413.21 23075.87 607.06 32154.82

(Source: Annual Reports of Entertainments, Limited ( 1909, 1910, 1911, 1913,
1914, Shubert Archives)
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Appendix C:
Charts

Information for the following charts comes from Shubert Theatrical Company
confidential balance sheets for the period January, 1909 to July, 1909. (Shubert

Archives)
Chart 1: Nazimova Weekly Profits
Season 1908-9
Duluthes=a
June 12 . Eone nights
May29 o
May 15 R REEEEEone nights
m&n Francisco
Mayi . E==swreeseerrewenSan Francisco
Wom mghts )
Apr 17 1z T =
Mar20 “monemgms o
_E=onenights i
Mars R o o B
_ __E===Sone mght: .
Feb20 mpruladel .
, oo »-—--—-——-«"’“""—""one nights
Feb & ~
Jan 23
Jan 2, 1909

($1.000.00) $0.00 $1.000.00 $2,000.00 $3,000.00 $4.000.00
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De Wolf Hoppl
Mary Mapn

Chart 2: Total Profits/Losses All
Companies, Season 1908-9

Julia B

Towe NN\
Hioe oy

e Vampire|
dto Yester
The Gamblersy//]

- 7. .-~ 4Blue Mouse #3
Gallandfy 7777/ 77
T s IBlue Mouse #2
| IGirls #3

.JM Blue Mouse #1
2777/ AGrls #2
1 IWitchung Hour #2

azimova

(820,000.00)

Wit Hour #1
[Toew Frelds Hching Howr
Lulu G%
Marcelle
L Mimuc World
$0.00 $20,000.00 $40,000.00 $60,000.00

$80,000.0C
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Chart 3:Profits for Syndicate Theatres
Season 1909-10

Garrick
Studebaker
Peoples
Tremont
Chicago Opera House
Gaiety
Webers
Globe
Olympic
Boston
Colorual
Hollis St
Park
Powers
Colomal
Empire
Lyceum
Hudson
Criterion
Ilhnois
Knickerbocker
New York
New Amsterdam
Liberty
Mew Orleans

’

*

o

(320,000) § $20,000 $40,000 $60,000 $80,000 $100,000 $120,000
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Appendix D:
Shubert Company Holdings ( Source: Shubert Archives)

ZCISIT "A" ATTACHED TQ %ET 3ILL OF SALE.

(zeing tre productions owned bty The Shubert
Theatrical Company, 28 interest may appear)

He Cexme from . ilweukee
ralien

oirl & Kaiser
vatcners

fosite

Sold

Ann “oyd
Yiazimova

Havana lo. 1
Zotor Girl
Troucacour
.i..aco

Peryiasrn Frincess
Cizy lo. )

As g Lan Thinks
ottery Wo. 1

Up & Drewn Zroadway
rise veliz
..ext
#1l Generel Productions {lot Ite.ized)
tle2ping Up Appearances
lue . ousgse, i'o. A

Feulet of 2roadway
Zirle Lo. 1

Girls 1o, 2

Cizls 40. 3

..annexing

witeking .our, o. 1
wirtening tour, _o. 2
zacrelor

Trusnats

Girl and The VWizard
Lottery .an No. 2
City, No. 2

~tlu's Eusvancs, ~o. 1
ire Faxily

City, 0. 3

~uiu's Fusbands, Jo. 2
Ji.aperons

lottery Zan, lo. 3
Lottery .lan, ho. 4
The Harning

Zlue Club

Jouth

Thne Xan with Three ¥ives
-odern larriage

(Continued on Next Page)
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Tomeward -ounad
i;eti.ersole

T“re .areloot Ilancer
..early a lierc
Mre. waiscniet
arceile

ol .o. 1

Blue .ouse, 0. 2
Woli, Nlo. 2

Zlue ..ouse, 0. 3
Step cy Step
Gariton & Comvany
Goi.:g Some

T"l.e Fevellers
Goinrg Some, lio. 2
Tocrstacer

Eavana lLo. 2
Paracise of . onanet
Yarkee ..andarin
Tick Y¥hittington
Ringmaster

ziliy

relle of CZrittany
.00tse & Saaules
~eslie Carter
wagcelere
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List of

SXHIBIT !

“3"

Stars and

rrincipals.

~

Jcnn ason
illian Soseld
Aoulsn Gun:inr
Jary -.annering
ilarie Dressler
Fri‘zi Scbeff

ilox Jxruon
n 3. 3rown
s .ri 19’(,‘
L.cFarlana
Aldrica
so0ley
Luacille La Verae
Zaris eane
—iz=2a2 Cowi=as
etz ye
ldred Zlzine
‘x :dvarua
aeilson
.eun’e.on

- -~y
.’1---;

o g
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EXHIBIT "c".

(ortracts witi. Authors
ti.e title of the zley
.0 can

verscn titc
wA 28 (5 PLsYS
Destiny
The Wiscing FEing
Tivian
Tre Tottery ..an
Ans zoyd

~ineten's Vedding

The Glass _ouse

A Ledalng Tay

Tne asn Intrigue

ine Idol cf :ong “ong

rick weittiagten

The "nfiricred Zentence
the Glass Zlowers

The rrince cf .orocca
“ne ‘.atcher

irng of .acdonia

2iliy

.an “ho Zad 3Jeen :-ling
Cousin .ovey

‘e Law .retxers
Ti.e City
lavara

& lan's Vorld
.lewesnac.t
Ter Liecesenl:zer

“ireless Telegrapny
Jluceiienarr
Schone Garcist

Geo Teo ira
sgerrn ..arriage
e . ouse Trap

T;e zarefoot pancer
Tr.e Frima Sallerina
Tre _ouse of Cards
Janiel "raxton

Tre Zecret -onman
E:e; cy Step
Curcrlacat Radeischien
ire Tntering Wedge

zné .ouposers piving
zné tre na.e of tre
tract is wade).

AUTSORS.

..enry Irving Todge
Cwen Davis

srandor Zynen

Rida Jornson .ouny

tan, Harcen and larper Lrosg.
Julzus :orst &nc zaros Zriel

lnarlecste Thomzsson

Jessie Triu.all

Zobcs, levill & Co., anc Ed. E. Rose
2d. ladcen .. Lou nirschn

Taeatire heyal, Irury _eae, F. ~. Faulton
Ceralc¢ Stuert

Legnsard i zaé 5. P. Sousa

E. : . annfrec

cora Lors  aynar

-red. ans sdrian ss, tidney
N rerr.

G

oo,

.oknuscn, . Vagner &

c. =
Hoce " .
Liyde Fi
Ceo. 3ro Jr., Sraran ..i{ll, Leslie
Stusre eand Adrien Foss
LacLel roti.ers
Val:<itinae Sotolewsky zacd V. Walentcw
Ro:zt. Bodaksny zné Mr. Srunbaum, C. M.
Zeinrer and :Hatt Voocdwara
C. Friac¢uen cnd E. Lunser
A. L. Tillner, A. Landes.ery, -. 3erte
" 'I "
>. Von Sceizntiag
Z. lorine, . Weil znc }. Brodes
slex Engel, Juliug .orst, C. G. Leanox
A “e-c“sr’, Felix Alvini ane ... Woadward
C. Schwartz a2nd Max Eeiman
D. A. BRoot
A o Zdcy
A. Ruzsles end —orris surr
L. l.itchell
J. XZollancer and J. Freund
A. Tassin
&, J. Vermilye

(S
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La TS CT BAYS

Tae larrcw ratsn
Lulu's husdands
Cne o the Zoys
~ign Life in Jail
A Persi~n Princess

Tre Zelle of Zrittany

The Fead of tre Firm:
.eine ‘leimne

The ligger

Lo nanie given

Tr.e Tirigicle Airscip
“re Lrusnts

The Yransforuation
Sie Juxheiral

The Teucd

Tie ..iss Gower

neyenne
Die Ccantzealeisel
re rrotvze

rer Zsargter .ariet'l

‘adzme Lroucacour

.ein Suaen Heylwmter
Ter =laue ."luo

Deer Little lenmark
Pape'e emz
vel.stern
Pezutaticn

Tre Zuilders
Sociely znc -ull Dog
La Refile

Zusiness “oman

“ne Drea-ers

Tre Ta:zily

Eillizen sct

ine rawk

Love and . ate
lleartof Foesita

rlan with Three ™ives

Duke's Uncerstudy

<UZEQRE.

J. .lontague

. Souli end 7. bucnfnen
P. J. Young and Tm. Schroeder
. ¥. Skhiwuon ind Ren Schields
. Bantock, J. P. Zarrocw, F. Greea-
bank anc .arie .orne
P. Greencan., .. Tal.ot zic . arile
..orne, J. P. -arrow and .. zantock.
L. Faver
Alex Ezxcel anc
Zd. 5. Suelcon
Langlion ..itche
T. odorinl e
/. 7. Colery
Ruzert .ugl.es
. Lecerer, .. l.errmzn and . Lerer
. C. Colwell
. =. sruaner
.atile ileene
_eo. >te.n, ari
Tysler
~lex Zn.ei,
rehur

. Lewerer r.d .. Letoling
seilrac anc .a2leve;, .. Palll
Qencac: zac rel.x plcind
L. Secrmial
‘agner, ... Reicoerst an. .. Lehar
alex an_el, J. .orst 2na .. .i. Zeinrer

[N o

.ulius .orst

il

nest caun

o]

.

A2, eLdsnITt anu Lee

S. Zlenzelis andé o, . Sziuney

F. Friec.zn-Trewericz< ne L. ..itchell
alex. FAngei, J. .orst and C. Xaseller
.&ul Turtens

vilocitzer, I, Friec..an ana Irecerick

Tl
.0swWUrg @nc Lurziasky
James I. Cocke
..arien .arshall
r. Armstrong
renri seranstein
Saim Saipuen
Laura Hell
Polert Lavies
Z. E. Filrezirugn
Lee Artour
Louis Lelar
aatherine Stewars,
. Swan
. 3, Smitn, Faul Fotiter, .ulius
-aer, Franz Lehar
..ark Swan, 3en Jercma2 and Zd. ladden

Lee Hertert enc

[\
w
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CiIES CF TLOYE
Triloy

¥eeuning Up Appearances
“ne _ighters
“p3cierte Venue
“housand Dollars

Der Steradeuter

viain Gelhart lielene

Die "illinnesdrance
..ean

A Friead of Jachkas

Ser 2odelz=ige
Hozeward souna

Snadaws

Die Zinder

A8 2 lan Thinzz

Jer lLecize Jote

7he Zra cf Zustace Zde

Trne Trail 2 lLonaesone Pine

The Violet Uicaw
Gaxt

Zie Lielagalle
sriac

o
Wh
(]

AUTICRS .

Victor =ercer:

=. Zevenzort

A. F. Ternune and zilliard Jootl.
ns Zuginlz

reza;, failner, Verlaj; and Vertreo
Rua. Scnazzer ana Rw:. Lecnard
Zseranara :ucnaer

n. derte

Crarles Cassaan anc Alex Stefanides
Yan lassurd = Justav Taiers

Leo Z2stuer and Jos. Saaga

Fred. Zurisn and Rugene Valters

Ao J. Bddy

«. Z. Goocaan

AULUatu3 TasmAs

Grunsawi, Seicnart & ¥aaca
Jeo. Zzacreft anz Jec. Fleycell

Tne Trail Co.

lorothy Zaxter

dlda J. Ysuag

sacert Foal, Zeasas:n and ..rs.

Sseeiansy
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Schedule “C.”

Srock Honpixos or v Tirsareiean Compaxy.

1. Alhambra Theatre Company. Orveanized under the
laws of Washington; 20,600 capital.  The Theatrieal
Company and one John Cort own 50 per cent.

2. William . Drady, Lt Incorporated under the
laws of New Jersey, with an authorized eapital of §1,-
0un G600, The Theatrical Company has padd in SSSTH.
up to July 1. 1911,

S0 Comstoek’™s Amusement Company. The Theatri-
cal Company owns all the stock,

4. Sam S, Shubert Booking Agenev. Organized un-
der the laws of New Jersey, with an authorized capifal
of $30,000, The Theatvieal Company owns all the stoek.

0. Western Theatres, Lid, Oregamzed under the Lws
of Maine. Capital $10000.  Theatrical Company owns
00 per cent.,

6. Tndependent Piodacing Company.  Organized un-
der the laws of New York., Theatrieal Company owns
33 1-3 per cent.

7. New York DBroadway Theatre Company.  Ineor-
porated nnder the Inws of New York,  Capital 30,000,
Theatrical Company own= 53 1.3 per cont,

S, Shubert Anderson Company, tueorporated undey
the laws of New York., Capital $100,000.  Theatrieal
Company owng one-half.

9. Unitedd States Nmusement Company. Tneorpo-
rated under the laws of New Jerseve o process ol dis-
solution. $10,000, probably distributable to the Theatrt-
cal Company.

10. Washington Theatve Company.  [ncorporated un-
der the laws of Delaware.  Gperates the Delaseo The-
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atre, Washington. Capital $2,000. Theatvical Company
owns 30 per cent.

11. Wilbur Shubert Theatve Company.  Incorporated
under the laws of New York., Capital $100,000. Theatri-
cal Company owns 30 per eent. Overates the Majestie
Theatre, Boston, and the Majestic Theatre, New York.

12. Fields I’roducing Company. Organized noder the

laws of New York. Capital $10,000. ‘Theatrieal Con-

pany owns 30 per cenl,

13. Entertainments, Ltd.  Incorporated wnder the
laws of Canada, with an authorized share ecapital of $10,-
000. The Theatrical Company owns 50 per cent.  Ope-
rates the Princess Theatre in the city of Montreal and the
Royal Alexandria Theatre in the city of Toronto.

14. ““Joseph,’’ Iinporters, New York City.  Ineorpor-
ated under the laws of New York., The Theatrical Cor-
pany owns $11.250 par value of stock.

N
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Schedule “D.”

List or Leases Owxep sy Tuaearricar. Cospaxy axp

(1)

(3)

(4)

(6)

SuBsiDaRIES.

Avnamiea Turates, Seatree, WasmiNeron,
The Alhambra Theatre Company (capital $10,-
000) holds tha lease.  Rental $50,000 for the
first five vears and $60,000 for the second five
years, Theatrical Company holds hy ascign-
went from J. J. Shubert, 509 of the stock,
half of which is owned by Johu Cort.
Acapenmy o Music, Saciyaw, MicHaas.
Leased to Theatrical Company for a period of
five years frowmn July 1st, 1910, Rental $3,600
per yvear. Moses Reis has fifty per cent. in-
terest.
Magkstic TurATRE, Port ITrrox, Micicax,
Leased to Theatrieal Company for a period of
five years fromn July 1st, 1911, Rental $3.400
per yvear. Moses Reis has fifty per cent in-
terest.
CorLoN1aL THEATRE, CLEVELAND, Ott10,
Leased to Theatrical Company for ten vears
from February 1st, 1904 at a rental of $14,000
per anuum.  Comstocks Amusement Company
has a fifty per cent interest.
Lyric Tiueatre, Cixerxyar, Ono,
Booking agreement for five years from Septen.
ber, 1911, Rental $27,500 per vear. Theatri-
cal Company owns 507%, of which ten per cent.
is reserved as against contested celaims of one
Edward B. Kinsilla.
MaJesTio TuEaTRE, Finvay, Ouio,
Leased to Theatrical Company for five vears
from February Ist, 1904, at a rental of $27,-
200 for the entire term. Moses Reis owns
30% interest.

(8]
W
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(7) Gmand Treatre (now known as Shubert’s},
- Corumnes, D,

Leased for ten years from Scptember Ist, 1007,
Rental $10,000 per anmuwm. [lus been sub
leased to the Columbhia Amusement Compaby
at a slight profit.

(8) CowoNmrL THEATRE, Core aisrs, Ouio,

Leased to Theatrical Company for iive yveurs
from September !st, 1910, Rentat $11,0
per year,

(9) ArBerr TEEATRE, CraTranvooca, Ten NEssBE,

Six vears from Septemher Ist, 10KL Rental
$4.500 per year for Lhe {irst five years and
$5,500 per year for the seeond five years. he
lessees are Theatrical Co., Clarence Wels
and Albert Weis., Theatrical Company owns
M.

The ‘‘Assoctated Thealves”, a Delaware cor-
poration is abont to acquive said entive lease-
hold interest, together witii the iraschold of
the Welis Theatre in the Uity of Chattinoogi,
in consideration of Lhe issue to the Theatrical
Company and Messrs, O, and Al Weis of
50% of its capital stock, the remaining (504 )
being issued Lo the awner of the Wells Thea-
tre.

(10) New Tussrke, Nexven, Corarano.

In course of constructinn to he ciulled the Shn-
bert Theatre.

The Theatrical Compauny has an arrangement
by which the profits of the Broadway and
Tahor Girand Theatres in Denver are pooled
and fifty per cent. of these profits paid to the
Theatrieal Company.  When completed the
New Theatre will forin a pavt of 1hisx pooling
arrangeuent.

Arrangements ave heing pevfeeted for the ae-
quisition hy a corporation to he worganized
of all rights undes 1he existing lease to {lils

I
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theatre held by the Theatrical Company, to.
gether with the leasebold interest in  the
Broadway and Tabor Grand Theatres in the
City of Denver, in consideration of the is-
sue by the new cowpauny of its securities; the
Theatrical Company to receive 504 or such
proportion as may be arranged between the
Theatrieal Company and the organizers of
the new company.
Manry Axpensox THevrRE, LoutsviLLe, Ky.
Leased to Lee Shubert and assigned to Theat-
rical Cowmpany. Term twenty years lrom
May Ist, 1907; rental approximately $11,000
per year. Iuas been sub-leased by the Theat-
rical Company to the Ziegler-Anderson Com-
pany at an ammual profit of $2,000 for the
termn of the lease,

(12) Graxe Opeera House, ATuanta anp Macox, Gronaia,

(13)

4

(15)

(16)

an

Term ten vears from September Ist, 1HU, rental
$25,000 per vear for the first two vears and
$oU000  per  year for the remaining cight
vears. Lessee Theatrical Company.

Provivexer Opexra House, Provivexce, R. 1.

Rental $12,750 per year for ten years Lrom Sep-
tember 10, 1906. Theatrical Company, les-
see. I'elix Wendelschafer has 307, interest.

HEraLy Sauane Toearur, New Yorg Crry,

Two years from May 1st, 1910, at $35,000,
Leased to Theatrieal Company jointly with
others.

Laesanes Brrkeser act, Mesany, NUYL

. Ray Camstock, lessee.  Term five voars rrom
July sty 1890 Rental $15,000 per amum.

Theatrvienl Company owns {ilty per cent.
Maxiarraxy Oprea Hoesg, New Vori Crry,

Tevme five vears from September Ist, 1911,
rental 62000 per annum. Theatviea! Com-
pany, leszee. 1 Ray Comstock and as=ociates
own fifty per cent,

Trew e veprr Buffalo, N, Y.

Date Junc 20, 1910, Term ten years

D
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(19)

120)

(21)

(22)

(23)

(24)
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first three vears and $16,000 per annum for
the remaining seven years. Theatrical Com-
pany is the lessee.

LyvceuM THEATRE, Irriaca, N. Y.
Theatrical Company lessee; term ten vears
from September, 1910, reatal $3,000 per au-
nam. Moses Reis owns 50%.

CoLoNAL THEATRE, Grixs IParrs, N. Y.

Term ten vears from August 1st, 1910, Theatri-
cal Company lessec; rental approximately
$5,000 per annum. M. Reis owns 507 .

SHUBERT THEATRE, Brookuy~, N. Y.

Term twenty-one years from October 1st, 1910,
at $55,000 per annum. Theatrical Company
lessee. Low M. Fields owns 23% interest.

DaLy’s THEATRE, New Yorx (1mv.

Term ten vears from Mayv 1st, 1907 ; rental $40),-
000 per annum and taxes. Theatrical Com-
pany lessee. Dauniel V. Arthur has a one-
third interest in profits.

Wesr Exp TueaTrE, New Yo Crry.

Lease dated June 30, 1908, expires .July 1st,
1913. Shubert Theatrical Company pays rent
and other expenses; profits divided 5% to
Stair & Wilbur, 50% to Theatrical Company.

SuuBeRT THEATRE, Kaxsas Crry, Mo.

Theatrical Company lessee, term twenty vears
from September 1st, 190G, rental $20.-
000 per annum, of which ten per cent has heen
reserved as against the contested claims of
onc Edward B. Kinsilla.

ToorLr, THEATRE, St. Jaskeir, Mo,

Term from January 1Ist, 1911, to June Ist, 1916;
$3,000 per annum, subject to old interest in
John Cort.

Brrov THEATRE, Brooxri v, N. Y.

Term September 1st, 1909, to November 12,
1913; rental $£20,000 per annum. Theatrical

N
W
-]
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(26)

(27)

(28)

(219)

(31)

pany lessee.
company.
Lyric THEATRE,

rent $0,(00.
assigned lease,
(iraxn Ovewn Hotvse,
From August Ist, 19049, to September, 1919,
rental $6,600 per annmwm; additional rent $3,.
v, Pheatrieal Company lessee,
Arviy Toraree,
Harvry Davis Faoterprises. Theatvieal Company
owns H077 ¢ reatal $30,000 per annum. Term
to April 24th, 1918,
Magesrtie Toearee,
Ten vears from October Tsty 1901, Wiltlwire Shu-
renfal $25.0000 per annum,
Theatrical Company owns H0%0 .

Company lessee; sub-leased to Corse Payton
at an advance of $3,000 per annum in which
Theatrical Company has one-half interest.
S1UBERT T1iEATRE,
Term twenty years from September, 19006;
rental $10,000 per annum.
pany lessec.
SuvBeRT THEATRE,
Term from July 15th, 1910, to October Ist, 1914,
rental $12,500 per annum.
tlas been sub-leased to burlesque

Utica, N. Y.
Theatrical Com-
St. Pavr, MINN,

Theatrical Com-

Mix~NEaPoLis, MINN.
From August 2nd, 1909, to August 2nd, 1914, at
a rental of $14,000 per year for the first five
vears and $16,000 per year for the second five
vears (also extra charges aggreguting $1,320
per annumn),
ApeLeim Trearns, Prirtanerenina, Pa.
Term seven years from September Ist, 1907,
rental $25,000 per annum.
Nesprrr THratTie,
Term ten ycars and three months from Nugnst
Tst, 1909; rental $6,000 per annum; additional
Theatrical Company lessec; has

WiLkesnanne, Pa.

WiLKEsBarne, PPa.

Prevsseira, Pa.

New Yors Crry.

[N
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(34) Masestic THEATRE, BostoN, Mass.
Fourteen years from Febrnary 4th, 1904; rental
$31,000 per annum, Wilbur-Sliubert Theatrical
Company lessce. Theatricat Compnuy owns
' 50%.
(88) Avorrorrem THEATRE, Dis Motves, lowa,
Term five years from September Ist, 1909;
rental $4,000 per voar. Tlheatrical Company
_ leasee.
(36) ' S8mcparr THEATRF, Mixnravonts, Moy,
Term twenty vears from September ist, 1009,
rental first eight vears $18.009 per annum and
last twelve years $20,000 per annum. Theutri-
cal Company iessee.
(87) Snvuaerr THEATRE, Provibises, W L
Rental $12,750 and upwards. Term from .j.ly
1st, 1908, to June 30, 1913, Theatrical (‘om-
pany lessce. l.case assigned to Fpire Cir
‘cnit Co. at an advanced rental.
(38) Swaumerr TuEATRF, Rocurster, N. Y.
Term expires December 4th, 1917 option of
repewal for tive veurs. Rent to December
15th, 1912, $11,500 per annwm.  Therenller
$15,000 per annum. T. Ray Comstack uwns
50%.
(39) CuarrerroN Qpexa llose, SPRINGFIELD, TLL.
Term five years from October 1st, 1909, rental
$27,500 for full terru. F. Ray Comstock los-
see, Shubert Theatrical Cowmpany owns 30,
(40) Awmix Oresa Housr, Fasrowx, DPa.
Term five years fram September 1si, 1909,
#6,500 per amnum. F. Ray Comstock lessec,
} Theatrical Compauy owns 507
(€Y -Uarwoms Taearre, Urraxa, IiL.

Four vears from Octoher 1sf, 1909, $15.200 for
the full tenn. . Rar Comstoek awns 045,
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(49)

(46)

(47)

(45)

(19)

(50)

a9
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Avprroricym TaeaTre, Totevo, Ottio.
Term  for five years, commencing Angust 1,
1909 ; rental $4,000 per annum; I°. Ray Com-
stock, lessee; Theatrical Company owns o040,
CuarrerroNy Overa Houss, Danvinig, Lo
Term five vears from Qctober Ist, 1909; rental
for the ferm $12,500,  Theatvical Company
owns 50%.

Van Crreer OQvesa orse,  ScueNecrany, No Y.

Term ten years from July Ist, 19095 rental $15,-
000 per annum; F. Ray Comstock lessce. The-
atrical Company owns H0%.

Broanway Tueatre, New York Crry.
New York Broadway Theatre Company Jessee.
Term expires Neptember 1st, 19145 rental $40,-

000 per annum. Lew Fields, Felix Isman and
Theatrical Company cach own one-third.

New Yorr Hiprvoniosme, New Yourg (rey,

Shubert-Anderson Company lessee; rental $1060,-
000 per annum. Theatrical Company owns
fifty per cent.

AvorrorioM THEATRE, Bavrisons, Mn,
Term five years, expiring May Ust, 1914, renlal

$15.000 and 50%¢ of the profits. Theatrieal
Company lessce.

Aoiaveea Tuearee, Minwauker, Wis,

A hooking arvangement. Term expires August
13, 1914 Theatrical Company gets 2500 of
the prolits without any hability for loss,

Aovrrortey Tiearne, Laos A xaenes, Carn,
Term expires Nugust sty VHI, vental £21 6G6o,

Theatrical Company owns 3077 inferest.
Detazeo Toeare, Wasiixarox, 1) )
Owned by Sam SOShubert Mmusement Company
and David Belasco: operated by Washington
Theatre Company, incorporated under Laws
of Delawiare, with a capital of $2000. Fifty
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per cent. of the stock owned by Theatrical
Company, fifty per cent. by David Belasco.
Boyp THEATRE, OMaria, NERRASKA.
Term expires August 31st, 1921, rental $18,000.
Theatrical Company lessce.
DaceuiNne TreatRE, New Orreaxs, La.
Term expires September 1st, 1911, rental $15,-
000. The Theatrical Company has one-third
interest with Albert Weis and Henry Green-
wall.

DaxviLLE THEATRE, Daxvinue, oo

Term expires August 31st, 1914, rental $2,500.
F. Ray Comstock lessee, Theutrical Company
owns 50%. -

GARRICK THEATRE, DETROIT, MIicHIGAN,

Term expires August Ist, 1914, rental $17,500,
Theatrical Company owns forty per cent.
interest under contract.

Lyric THEATRE, New Oriraxns, L.

Term five years from July Ist, 1907, rental $14,-
000 and fifty per cent. of the profits. Theatri-
cal Company lessee,

Masoxic TEMPLE, LovisvinLe, Kv.
Term expires July Ist, 1920, rental $10,000
per annum for the first three vears, $10.500
per annum for the fourth and fifth vears,
$11,000 per annum for the balance of the
term. F. Ray (‘omstock lessee, Theatrieal
Company owns fifty per cent.

New Thratne, San Fraxcseo, Car,

Agreement for the constrnetion of theatre. Wil-
liam A. Brady to take one-thivd or one-half
interest when the building ic built.

O'Brrex Oprera House, Bimsixairam, i

Term expires August 31st, 1911, rental 2,750,
Theatrical Company owns {ifty per cent.
interest.
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(39) DPrixcrss THEATRE, MonTtrEAL, CANADA,
Fintertainments, Ltd., lessee. Term expires
August 15, 1914, rental $22,500.  Theatrical
Company owns lifty per cent.
(GO) Rovau ALExaNDprIA THEATRE, ToroNT0, CANADA.
Iintertainments, [.d., lessee, rental $20,000,
term expires May 1st, 1913, Theatrical Com-
pany owns fifty per cent.
(61) Suvserr-Murat TurarTre, INviasarous, Ixo.
Tenn expires January 1st, 1926, rental $12,000.
per annum for the first five years; $15,000
per annum for the second five years. Theatri-
cal Company lessce.
(62)  Snesewr Tirarre, Newanx, N..J.
Theatrieal Company has booking agreement for
one-third of profits. ‘Theatre in course of
vonstruction.
(63)  Growe Trearu, Crieaso, o,

Stair & laviin lessces. Theatrieal Company
has a one-fitth interest.
(64) Prixcess THFATRE, Crrcacao, T,
Term expires August Ist, 1913, lHerman Fehr,
owner, receives tweuaty-five per cent of the
proiits,  Theatrical Company, . R, Comn-
stock and William A, Drady each receive 257,
of the profits. The Theatrical Company with
Comstock & Brady shares the total losses each
i the proportion of 33 1.3, Comstock owns
twenty-five per cent. of stock and William .\,
Jrady twentv-five per cent. The lease ealls
for twentv-five per cent. of the profits
to bhe paid to Herman Fehr, Landlord.
(63)  Lyrie TeaTie, Crinteaco, T,
Term expives August 3lst, 1913, Rental
. Theatrical Company has contract
with I2. Do Stair whereby it pavs 45000
rental. The Theatrical Company is then enti-
thedd to the first $IS000 of profit. . Ray
Comstoek owns one-hall” of Theatrieai Come
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pany’s 39% intevest, . b Stair owning the
remaining J0%7 .
(G6) Surnerr THEATRE, Sv. Lo, Mo,
Termn fifteen years [rom Novenitber 1et, 19105
annual rental $26,000 for the {ivst five years:
$26,500 for the serond five yoars; 27,000
for the last five yearsz. I Rav Comstock
has a 30% inferest.
(67) Naznsova THFEATRE, NEw Yorx CIry.
Term expires April 18, 1820, Rental $36,000
per annum and the payuient of taxes and jn-
surance. .
(68)° Swuserr TneEATRE, JostoN, Mass.
Term oxpires Jaunary 1st, 1920. Renfal $36,-
000 per annun and the payvinent of taxes and
insurance.

-Also various pieces of realty in the West zubjeet 1o
payments being made in accordance with an ageeement
made August 1st, 1910, between W. 1. Blake and Willje
M. Chamberlin, Executors of Frank W. Chamberlin,
deceased, Jacob J. Shubert, John Cort and Forman

Brothers Banking Company of Clicago.



Appendix E

Appendix E:
Standard Performer Contracts (Source: Shubert Archives)
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W

AGREEMENT

TUIS AGREEMENT made this ¥ day ot -1/ 1907 | by and betweenSun~ 2t Tneat =ical oW Mansger,
wirty of the first part, and "'l T TR L il . Party of the second part. WITNESSETH:

FILST: That the sald party o! the second Dot in considurstion of the paymenis to be made Dy the party of the
irst part at the Umes and 1o the manner bereioafter specifled. and atso iu consideration of the sum of One Dollar
B % in hand paid, as an advaace of salary, the reccipt wherwuf is Leredy acknowledzed (which minouat it 18
azreed sha!l be deducted at the frst week of this ). has enguged and bereby dues engnge and bind“L" "'ﬂ'u
onto the party of the fSicst part to perfurtn sad act for the said party of the Arst part, and at such pluces and theatres {0
the Unfted States of America and Canada as the party of the first part shall or may direct or require, f0f a scason of

PRV commencing on the day of the Hryt public perfurmance of tle play enttled 37{0°°Y 19,
which shall, howerer, be on ur abaut et oo day of AR LN % 3 19 | hereby re

Haquishing all clalins of twhatsoever natuse to compensation or salnry, (£ sald sem {ces suall nat be randered by the sald
party of the second part, and likewise if the ~uid play sball Le abandoticd Ly the pasty of the Brst part, of it sid play
shalt not dbe produced.

SFECOND: It is fariher coatracted and axreed by, and Letwoen tle pactes to this inatruroent, that the party of
the second part is o reneler sorviced satisfuctory to thc party uf the Arst part Ia all business that may, by the manage
west of the party of the 5rst part, be required of 1 ¢, L during said term, 10 the beslof b AN $4 s:1ll and

power. nod at bis or Ber own expease, properiy and satisfactoniy dreas all parta also furaish all shoes, stockings, gloves

and bghts, Be or she may be required to weitr at fobearxals anrl at performaunces nizht'y, and at the matinees usuaj to

the Theatra {u which performances take place in each week aod ou holldays or unicss the party of the first part shatl
_ utherwise determine ; and the ~ud party of the sevnnd nart hetoby covenanta awd 3;070es ant Lo act. dance or perform (o any mancer

ur eapacity Gie any other persan ur at any othes ploms or Thoentoe than fur e Lenelit of the wall jarty of the Aint pant, either

< atititeusly of fur Jise ot pruilt at any cther plaee sariin the Uinten] States of Ameriea frun tHe date of Lhe atgning of this contract
ot the end of it and 1n cise tha satd party af the wmaiet et dhall pytfurng of sitempt W perfurm or violato this sgreemant or
euvenant, the aadd party of the flzad pasg shall hasve the nehz by Injunetion er other e gal prvcess to restrin the east panty of the
sond pact from s performing, Sabd party of the grovnd part heerehy alinittltg that s or hev artvices to be performmi under
this contract are ughjue aud carnot astidactorily be peiforinet by winghier.

And It is further contracted sad ggreed by sml Letrrevn the parties to this Instrurient that fn casc the services so
renderest Dy tLe par?y of the sccond pavt shall not, in the es jon of the party of the Arst part, he maisfactorily rea-
dered, the party of the At purt may thes cunvel this ¢oatract and relcare biisel? from the terma thereof. Tlis (3 refer
to rehearsals as wall as to eny performances.

THIZD: And it is further contracted and azrewd Ly the parties to this instriment that the termm “season,” as used
berela, aball meau the time Oxed by the party of e Nest past fur the romsmoncement And ead of the performances given
by tha said party of the firs2 part: and it i further asreed that the said pasty of the Brat part shall have the lawful right
to deterizine when the scason shall begin and terunsate, and in onder (0 cluse the sexswn the sid party of the nrst part
«Gail, Lowever, twu days In mivagee of sucl terinination, by aotice [n writing, notify the party of the secuad part of his
intention to end and close the zeason, and that such written notice, after the expiration of sald rtwo day«, shall bave
the effect of dissolving this contract, and freeias 30 the partles thierein from the obligatings thereof. A written notice
on the eadl ard ag the Theatre whoreln the ity of the firs, irt 68 plaving af &2 tme shall bu o sulllziont aotifieation hereunder,
Bug i the ensmgement heveuneler 16 fue the Pun of the plece, then oo notu- of tenmaation veed be given, Lt tum part.es hercto
shatl be freed from all oblimtinas ereunder un tine sonclusiva of such run,

FOURTH: And it ix further rontracted and agzreed by and betweea the parties to this Instrument, thit o the
event of zay delay I traveling, preventing a perZormanre beity ziven by the pasty of the Arst part, then, 133t for such
tiwe so occupied in such truveilsg or deiay, eaid party of the secoud part beredy agrees not to exact ruceive or charge

the party of the 4rst part any sum of money o demand way ompensation which h would otherwise hava rrenived of a
performanice bad taken plice during sald period.

FIFTH: ([t 1 further agreed dy &ad betweren the partis hereto, thint the pacty of tde et part shall pay the party
of the second part for said services so to be readerel as aforumentivucl, fur each 3ad every week when the same shall

iuve been rendered to the sallafartion of the party of tiss Mg past temein, tie sum of

amt teavellng exponses (viz, rfirond fares. firetclace 433 efnachew and trausportation of dazzage ¢p to a welztt
gut cxceeding one hundred and Ofty poutds). always reserving to Bimself the right to withbold.the amount of Soes or
forteits to be Imposed or made in q of Infr of tus rules 1nd regulations of the party of the arst part:
czilroad fares and transportation of bagsaze to be paid anly from the poiot twrhere sald party of the frst part shall
si7e the Grst poblic performance of the season. to the point ec place where the said party of the fArat part shail gire
last public perfuruaace of the seasun. it twing always understox! that the said fares shall be pald whea the party of the second
purt sitall regularly travel witi the party cf the first pact. [t Leing distinetly understuod that the ameunt of cumpedation to be
made tu the sald party of tha seentd purt bas deen arrived at by including an sdditiosal consideration for the privilege on the part
uf the sald party of the Arat past to cancel thin areement am! any notice or notices to the sald party of the sccond part from the
saf party of Lhe first part ma~ be Qiven persuaally, by mal, adidressad 20 the last Koown place of restdence ot sajourn uf the sald
parsy of the second part, or left in the usual place provided in the Tumatre [or the deposit of lettors addresrad to party of the seend
pare, or upoun the call boand of the Theatre. The periou of time shall be computed fma the date of giving oc seading of maid notice

(Continued on Next Page)
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SINTEH: It is further agreed between the parties herrto, that the party of the second part, for and in cnnxidera-
tion of the sum of One Dollar, of the engagement herein, and the parwests hercinbefore made, expressiy reicases, re-
misses. discharges and acquits the party of the frwt part frow all sults. claims or damages from loss, or dawmage of, or
w haggage, costumes, or property of the party of the secoud part, or from accidenis by rail or water or injuries sus-

rained by the party of the second part, to b =-3° 7 person or pooperty whether plaviug in theatres of traveling or
whilst in the employ of the party of the frst part, erther throtgb the acts of the purty of the first part, bis agenta,
worknien or scrvants, or from losses Infiicted by auy other person. or in any other manner whatsoever whilst Ia the
empioy of the party of the frat part and It 15 exprowsly auree! that this covennut shall act as, and be a  relesse
from. and uct as a bar to any sults broaght to recover damages for injury to the pessan or property of the party of the

sccund part, B exocutors, alinInistratore o Aasignd, agunst the party of the first part.

SEVENTH: It is further agreed by 2nd hrtween the parties Bereto. that the party of the first part reserves the
eight. temporarily, tn ciose the season fur the wovh preceding a Presidenlal ciectton, the week precedlog Cliristuian, the
tast week of l.ent (JIoly \Week), or any part of thnse weeks or at any time during the sessun, for swhich time to salary
il be paid. Shiould the party of the Arst part play the week precoding the Presidential election, the week before Christ.
s, the Iast week in Leot (Holy tVeek) or any part of those treeks, then the party of the second part bereby agrees to
accept a snn cqual to one-balf of the salary before mentivaed for such tiwe played.

EIGIITH: [t is faorther agreed between the partiea horeto, that the party of the sccond part wiil take the best

possible cive of the costurces loaned to h L .74 Dby tte party of the first pact. and fo return the same at thc end of this
engagenient to the party of the Arst part, in as goad onder 4nd conditiug as wlen recelved, T bDle wear P

NINTI: It is further l:reed\bem'ecu the parties hezcto that the sald party of the second part will, without com-
pemsatiun, atiend all rehearsals called dy the pal of the frs: part or hits ropreseatatives, and be promptly oo hand at all
depots sl Teait Lindinzs 3t time of departure of trains or boats, and travel with tye party of the Arst part BY such ruutes
aml conves.ihvs as .;:u-l party of the qnl part may direct

TENTIC: 1t s agreed and understood by bdoth parties bereto tEat the number of performances to be given esch
werk slutl! he aceanding to the cnstom of such places of amusumen? la which the party of the Best part may require the
party ot the sscund part to appear, and alvo to give pesformances oa bolldars If required by the party of the Grst part

o had ittt siigiitritlitalistmmniionintttittlinneiiog

ELEVENT: It is further agreed that shiould this contract be cancellet by the party of the first part at any tme
before the espiration thereof. them the party of the st part agrecs to pay the raliroad fare of the party of the second
part tn New York City, 1€ said party of the sevond part !s performing outside of the City of New York at the time.

TWELITH: 1t ta further agreed that shouid the party of the sccoad part cancel this contract, then the party of
the second part shall pay to the party of the first part all ratlroad fares aud other necessary expeases facurred by the
party of the first part in obtainiag a successor 20 the party of the second part through such cancellation.

TIIRTEENTH: [t is further cxpressly understood and agrect ¥ sud hetween the parties hereto, that the party
of the wcand part shall, and vl abide by wli the ralos 2nd tegulations of each and cvery Theatrn wherein the san! party of the
aecertnd pars stall be plaring, at! (8 1A expresaly unilerstoad and agreed that fur a breach of said rulca or regulutivne by the party

w2 the sevned pact, B sbull Se subret to fnunsliate dreniazal by the party of the first par, and this cootriet shall theroupon
rertinate asd eml.

FOURTRENTH: [t 13 understood acd azreed dy and betrwween the parties berato, thal skould the party of the
secund purt be guilty of an infraction of the rules of the party of the firat part, 3.1 - sball be subject to Snes by
the stage manager, whick fAnes sBall be ’doducted from the 13'ury of the week during whilch the forfelture occurred.

IN WITNESS WHEREOF, the parties hercto have Bereunto set their bandgiand sffized their seals the day asd
yenr first above written.

1a the Prescnce of -

IR O PR P

WTHrss: Volce ........

66
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This Bgreement in amic. enered meo e, .. 23K . . ey e

. LRetween KLAW & ERLANGER parnes of the

frstpartaad... ARR . VRAndarme. ... ... ... .. panty. .of the second part
WITNESSETH:
1. the parnes of the Krat part hereby engage the wervices of the party of the second part as st 0SS
s s weskly saisry o(ONC, NNGTRE 2NA CUPETorcn  daliars, for the sessoniol the olay
of. .."Tha Count 02 Luxcmhourg” ta crmmence an or 3bout the
Ist . .. day oieCnSember . 1d2 Sabject ta rwo

weeks’ clause hereinafter mentioned

I1. It is agreed that if the performances are given duning Huly Week or the week befcre Chrutmas,
only Balf salary enll be paid for such week r weeka

111 The pariy of 1he secund part accepls 1ard engagrment and agrees to render. ROY services at
wed Theatres, Places of .‘\im“mmu‘ Opera llouses aad Haila and ot such umes as may De required,
playing the part fur which! 9, niay bLe <ast in a correct and parnstaking manner, paYIAg KT atten-
©oe ta “make 3p” and the praper dreannyg of the avngned.

1V The purty of the secuad paet to furmish hights, shoes, =ts 2.d modern dress scrardmg to -
stfuctions.

V. [t 1e mntually agreed that of at sny hme during this cogagement either party detires to aonul
this cantract, ¥ may be 0 Innulled dy eitRer party Mviug tu the nither twn weeks Mtice 1n wnting of
thewr, tus or her intention tu Jo 44, wihow! IWgMIBE a0y fedsun or Cuse therefor 1 13 mutually agreed
that 1he compensation herein axreed o be paid to the 1econd party 15 Aot only in cunuderanion of the
services 10 be rendered. hut also 1n cnauderation of the right rescrved 1o the partws of 1he first part to
vafeel this agrecmient a8 hoeran priwded. Nuboe, 1f given, may be exther pervonal, ot left 1n the place
wnweided 1 the theatre for ive depoat of Jetters adbl-ested to mcshers o1 the company, o spon the call
hears of the tizeatee, or by inal 10 the thedlre where Ui vampsny may be performing

VI The party of the “8?‘" 3grees f0 DAY the secind party’s transpoftatiun while the Company 13
en ronte and siso tn carry 9% haggage up to twe hundred pounds waght  1f RET haggage exceeds
that werght, the irst partes to advance the tnaunt to ihe ralraad comguny, if evactnd, bat they shall
have the right ta deduet such advance from the salary at the pir1y uf the wevnnd part at the end of the
week  Tramportatun dues not mclude Sleeping or Partur Car Fare. wor espense ol carnage hire to
and (rom 1fotel, Stanon ar Theatre, this must be burne by tac second darty

Vil Thes engagement depends upan the party ul “he weans part qvng ta the Arst parties QT
excingive seovicer il ohvying 3 tere ruivs and arders, e will as the anmlery anid directioas of e
TRLIC N Nating o sl Ceniin gEteplly s Daand at o] svkcatanly mish the LEBU parlles may call, ana
promptly a2 ranroad sfatians un the departure of the compiny 1ml ‘riveting with <he company by axk
routes and comyveyances 33 the firit parties may select

VIIL  If for 3oy renson whatinever the firat partics shail be unable tn give 3 petfurmance, nr if the
seenad party hall ke any petfurmance bescause of sicknvss, o if the campany siall de lawd off and aut
piay, tEen and .a 'hat eveut the Aeae parties shall have the neht tn deduct from the salary of the sanl
weand parly such 2 prodornonaste yart for the day or Jayy v loat s the latice bear to the whale week
The nght 10 lay »f (he company ¢ herely ‘eserved lu the saed hret pacties, at wucl Limes as may seem
he them advinable; st which umes nu salary 18 to be paul

1X. The parues of the Arse part hereby resarve the night te maeic such o nd regulations iy
they deest projer m thie cewnluet nd managernent of sund Company iml vechally tn cominumcate the
ume from tnue e Dme, 1t Being always uiderstesad that fur any insileut treatment ol ne disobedience
te. the orders af ihe representative oof the parties of the first part, or fur a siolanan «f aay ol e rules.
the firs: partics whall have the nght tn unmediately dismine the pary of 1he sevond swrt, i which event
alary shall cnly e ool o

X. 1 thie cnaeract 1o cancetled on twn week

R T IRtY Qi NV

retwe by the fist pasticn (hey Jgree to pay tie rasle

road Ot the party uf (3¢ recond part havh 1o New York, Il the sesumd party cives the aloresand
ot ’ agrees to }lbi" parties of the rst part “Ue rarleoad expenscs of RCY  cuccessor to join
1he Cocrpany, as well 2 h ewpenses back 10 New Yark

X1 1t muteally agreed and the periies of the Gr3t past reserve e tgh: tr ancel this agreement
4t any tene befure e openang wi the Company’s seasn, 12 (Rey, saxd Rrst parties, o t3er reprevent
tves shall e dissatiths! with the sad secumd party during rehearsals. snet the amd fiest parties shall
nnt Le regmired 1o Isngt Juy reason for cancelling A cemiract apom the griunds of dissatisfachion
Nothiag 1 thie cfause contaned shall Le contitued 1o nperate aganit the ather proviuons of s
ayreement o 83 party o the wecond part tiall open with the company and perform hereunder Nar
e suBERSAtn I el tee 1 he party oo INE sevond art fae Lny tunc That May By cufsumed ot rehest
sals, whether such rehearsils he bhelnre the opeming «f the seasun -t Juring 1he season

XIT The nartwes Yer 1o m ) M sand employa atd Mg, and. 31 the mutoal grom-
1+ eTem wsatamed, sgtee o ther matmal benefita snd protection that i the event ol any dispute e
CIBSTEEmIENt 10 reapect to o claim fur salary ar damages, fnr alleged arungful discharge, before a ngst
ol actun shall accrue, 11 shall de submitted 10 arditration, 1o awertan and determne what sum, of any.
13 due fur salary or damages. The 1rhrirators to be two dinintesested persnns 1o be ¢hosen from among
versnas enguged i the the-tncal profession, e hy each of tue parties I®rezn. and the ten 3@ chimen
shall fiest aelect 3 cemperirt, disnterestsd 1mpire. THe twn seditraturs together hai) them estimare
ind fv the amonne of Qlary or Jamages. of any. and, iading tn ageer, <hall sbaut the matter to the
smpire. and the ~mard 1 wning of any 1wo shall deternune 15¢ amount of sueh saliry of damages, the
Dartics aeretn shail pay the arbrteators respectiully selerted by them, who Azl bear cnnlly the espense
«f the arbitratioa and the wm

Shaald wunt be heought bet the selectin of arbitratars, tPe party \ued may, at 13y bme after smt.
arw! heiore tral gine natiee wl by desire for a0 arbatration, and choose an arbiteatne ss berera provided

In Witiess Whereol. 1iae yarties herete Nave mco-mm:n!y sei ther hands 1he 42y and sear Srat

e whtten
I prevence ot

267
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Appendix F:
Route Schedules (Source: Shubert Archives)

Replying to yours of the 15th, take pleasure
the follotring lsy-out for 'The Wolf':-
TERAS

rTAML
ttawa.  7@fo Oct. 12-13-14 Midlard ¥/ Oct.
Cornwall ¥/~ 15 Collingwaod &4/~
Ogd ensburg §o/ve 16 Barrie  8¢/2¢ Nov.
Brockville jwio 17_ Guelph $orre
Gaanznogue W/ 19 Berlin vofrvo
Kingston /es" o] Calt §Fo/+8
Belleville §ope 2 Temilton 7e/30
Cobourg Hinw~ 22 St. Cotharines $90
Port Hope §&d//;° 23 Woodstock ¥Ofea
Peterboro  89/sae 24 St. Tiomas  r5/ps”
Lindssy §o/z e 26 Crathex §0/2a
Orillim vs/ro 7 Lordon 70/30
Xorth Bay ¥§ra- 2B Petrolia gofre
Parry Sourd §4//4- 29 Stratford §o/ze
Brant ford ¥efro

—1 T o M e o =
. N 1 i -o-’i—b
TORAND u'rr'-""""A uou’ﬁ’? ; ] BOOKING OFFICES OF ’[ i %’H—.M
MAJIENTI 1
Owers Flms. Bt
A Pepuain 10050 | | g i~
STAVA;, P il A. J. SMALL ||| ™SS
HAMILTON, . Pogalation 8,000 | H | e e e Lide
1 GRAND QPRI BOURK l ! Ovars b Qo i, Borm.
Populetion 60,000 l ALL COMMUNIGATIONS TO THE 1T o e e C
e | : 1 oot
"KINCSTON . Populates 25,000 GRAND OPERA HOUSE | | Sglinieas
(w0 6ou west e snsw saew) | ! ' Vs Oprs Haaw, Cobo
| GMAND UIERA HOUSK | TORONTUL, CANADA it e e h A
" | ST_THOMAS . Fopulecas 16000 | — = Overs Heer, Dotain P
H ’ _GRAND m-mu- uu\-u ‘ D—F_N—Au‘.l. Houe Pomdensdy -
| O, - Pepulatue 20,000 | %"—* |
N GRANMD OPENRA HOUSE REPRESENTED IN NCW YORK BY 1 Vutans Hemu, Poiealle.
| | ST CATHARINES Populasen 0, v Hee oo O Hov, T Hoos. |
. i GRAND UFRRA HOUNK KLAW & ERLANGER STAIR & HAVUN Virsrie Ovese Henss, Sorma |
‘ :___ — . a— v — NEW ANSTIROAR THCATRE BUILOING WNCADWAY THCATEE BUILOING ! —— —— e ——
TORONTO. July 17th., 1908, 190—-
cavase
1r. Barry Leg
e Yori,
Danr (. Lee=

in subnitting

30

The above route gives you the bvenefit of Saturday natineee at Peterboroe,
Familtcon and Lomdon - all good on this particuler dey of the week.
Have put in North Bay for Oct. 28th, as the business you will do there
7ill certainly warrent the jump from Orillia and back sgein to Parry

Saum .

They are now building e rarmificent new theatre in North Bay,

and "The Wolf' will be among the first attractions to plsy the house. -
As you will notice, have endeavored to make the railronupg as, light a8

poasible.

Yr. Smell is =zt present in Europe, a.nd.-

¢irst week in August.

Yours very &véy,

1 be back shout

..

/, 4,"

he

e
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CALVIN NEILIG, Pacerecwy

BICK P. SUTTON, i<t Paca o Sic.

JOMN CORY, Geacnas Mamanen

ngraCEENnTING
Tegaveacs ' n

NURTRK DAKUTA
MONTANA
thalto
WASHINGTON
ORELUN
CALIFURNI Y
BRITIaI CoLlMHtA
ARIZUN
NEVADA

NEW NEXICU
rTAl
<OLORADO
WYQMING
JAIRATCHLWAN
ALBERTA

wewats or
THE NATIONAL THEATAL

408RELS ALL COUNUNICATIONS TS Sin. man
MAIN OFFICC: MOORE THIATAL BLDG
SCATTLE, WASH.

asriviarca
AR

Walker « Winnipeg Corvuit

Wardoil's Imhan-Coppmr & Lrum §omun

Chamivtiaie, azrmgton A Kimit o irenst

Well's Sowiheru Clau.e

M. e’ Ty

3.1 Celrsan’s Clrcus:

O % Hathawsy's Cleennt

WL Sherman'eNaslatinewsn and Alberts
Circwit

Cranford, PRilley & Zeliruug Liromn

Albers Weh® Teaaa Ot

Ju Wighebt's Coniral statm Cirenst

2.4 wehioss Nerth Careiiua 1md Virgia.s
[ELAN

bastern Thestre Massgrms asn Citowit

Potve WuCaurt's 3ulver Cireunt

» svin0n

e

wemvniaa sivigon

T A Gituga. wemascs, CoaY Twesvac Bise

sem renstisca. ca

€. v. Giaous, ® 8G7-11 LomG Aces Gu0e
vers aagramar

GO T HOGO. BaNaGIS, MOOSE ThieTag Biae.
SCavVLC. mann

llew York Dec, 12th, 1913,

~€ssrs. 4Alw aand Lrlanger,
214 West 42nd vtreet,
vew fork City.

ventleaqen: -
-er#witih encicse contracts signed for :.i. ..

as followe:-

billings Jan, 18
dutte - 20
Anaconia . 21
Great Falls - 22
hielena * 23
sissoula To24
‘Bpokane 25-2%
Walla Walla v 27
llorsh Yakima * 28
“llenscurg " 29
Zyerett . 30
Tacoma Feb, 16«17
~berdeen - 18
Fortland " 19-2021

Youras :iruly,
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~i1llingzs
dvingasion
B8ozenan
Jutte
Anzconda
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Helana
~issoula
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Snokan:
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Pullman
Colfax
wi.yton
~alla (ella
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Jendleton
Laurande
Baxer Cit,
~eiser
1Boise City
Jocatello
.9 zan
drighan

Sden

LeD
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Appendix G:
Route Schedule for “The Kiss Waltz” (Source: Shubert Archives)

Text by Robert Bodonzky and Fritz
Grumgaum. Music by CM. Ziehrer

) e -_-'/,d::»—s )7—-..4,3:_ (in German "Liebeswalzer") |

(;_u/f/v(a«—-év—d
el } o _,ﬂ:

._‘2};’@. S

ke Dbt o e

B R B bR




ol

Uy SO VA VA -
ol e E T AR T A e
R ccon. vt 4 elinitsas SR e dadt
ey, [y Ml awila foriee

0 xipuaddy



Appendix H

Appendix H:
Booked Theatre Contracts (Source: Shubert Archives)

73

Shubert Theatrical Company
Executive Offices, Broadway and J9th Streets
NEW YORK CITY

CONTRACT .

2:th Janary L]
This HETeCMENL mate and eatersd into tate C e Ny T «D
Suaubert '.hu:rie-_} Ceapaay X .
e ulenking Rirectory . o O, ... cting
Aereia as Dirsctars sad Agenis of sad foe Yamze ¥, Tackett Masager ot tre
... uckett Jheatrse, YNev York ©eees Rt Gl tha AR part st
e TR A BERdy . L L Mameger of te

L Grea-e Coeorpe & Company
FRITY of the stvvd part.

TOUNEISEID: Ihar 1ae parties of the frst part agror e furtiak Gor 13e purpuser Nerwsslier nemel sl

.. - - Thenlre, sriwpl ke Uassqers But, woil Ugated. sermed anl
thasse, i o~ Thereil. Bcwsalry siage Aamia, sasfer ditecthin Mowse emrrenter, which
inctisles all nervegary cloarers. and suTieirat Relp of all 4l Shcrserry 10 Raadie said Drodindion. ad wBR theludes Property mad
40D Nis a0alslaal, SWTLIICIAD Ar) I8 820l 2ant. [Sillers, Ai) s48iriras DelD I 112 10 2pon 827174l aad rrmove musery and

from Jueatre ailer [erforaadce na =eak Jars. sahery, Lo, b reguiar ano o stage I required,

- ST e g 2L
s trad regular tickets, house DMEIAMS, It Herres Lt Semfle, 4l geeeditg bt :El:«_- 2 anul Mo A7 DEWU[er MiTer
. . .

tatng tar & parat LT vmnu;' Uonday day."Ted%y 15t 1709
wd amitng ... gixteemth e APeLl 1907 -4 far 3 further
psried haratnitear provided for

- 1
nelenine, sl SRgRE-MIBL CREIITIAIAG regular cvemiag wog U® 31 12d Ne “%‘Mu pertorman e
The pany «f Lhe seiad DA, fur &3t (B vomarlTaUok af (nm Dailar 10 Bime In Rasd PARI, 16 Mt of WAKA la herety

- - : ce.
AEALe IO, St fut & TuTtNer Grashieraling Mervnafier nameal. agrers be Fornisk face Toarre i

—QvAN'S
JAn A TOUAN'S CTAY DL remic PRRILELIS. Bt SYOTYTHING BAeeaary 1o the
(urtrnanve watemplited by Mis QMM Bt BermiBleturs sgTmi bs Lo [arsicdeat by Lhe panies «f the KL part. sl to gire
il DOrLATEAINGG (0 & JRUPCT At CPIILAbE RANNIr. WITA ANBDHIE ARk O FHATIIETS. Dallot sl mipers. A all Antumey for the
same, wamn o furnieh All MORULADY PrUportios and raleium IiGALS oqu.red, wan Lefurricd ewD= i pruperty phata &b loast W
worhn in mIvRGom f s eRUByTIPNT . prav e the maskeal parts fue urchestra, 199 Iownl SNt Wl Lo Sulint fur smed performy.
ances, DAY Sulionr ¢ {mv® el FERMURRIALR , Bl Le FurTHel 680 10110 OF Lo 1D0 Partw o the RPot parv, Bt loasl two wexha Ltior
Lo the Logimaing of they WILN AALAL —ousqvmant. (he LikiwiRg | Nalal Tatler. priperly UGAL AMI dAAL tor advertiaing saut
Pt o wi

e plets ¥ Dnla, pobiatel peinting, TIUL Ly ahg bottans srvanes s Lated

RIS hout (ALAr . SENL ehvwt (uamtriy IRbagrapas . Bangers,
CREGTRPRS ini 88T WAl evie Lhet MaY De uwnl Bf wm1el puTY lu tnBoaTs quaatilY . 488 mwtia 1 tell © AApleraliva
nercre T1ELy parcent of thn first fles thouesnd dollare v
percent on sll over five thoueind dollars ¥ly. It
and uadersteod that :he partly of the secoad part guaraniass tise
pen ef the party of the first part

weekly. It ie further umderstood end mrreed that Lrace <earge « Ca,,
cas resain at the Hackett Thoatra, deyond April 16th 1709,s:0 long as
they gueranst 4 of the hou!-.not ~o ‘excoed 32200 - weekly,
ru:m! of whieh the eald compans shall play te.

1y,ant eisty

Tha recetpts of et onall te e ide Al tha anie at the Bag UMce, verifial M e ot
4 B ket Wl AL UNe Jours. AV ASEILn Bt MOT Do Mate &1 Uhe el f amd [UTTOERIAC.w AF AL SUSA TRART TRes 38 alail be
Setudily agreml upna by 1B narties Merea.

The el 2 all PR lrertniBg, SARE ShAll P MULually Al mel atews R tRe w.1hin vREREOAZ, shall 1a (el pov rata
Lroniing 1o the stugre of saeh party Meroin, as well as il #1873 mushnans arrie] by the compauy ol TR (MFTY of Uhe ol 2art,
o2 the rrgular uRion wilie ~f (rus -iing Musclens”

1018 kervhy mutually ssreml and uAderveed and 18 (M4 svasten of thie ARALIACL *%00 SLEFRAIIAG PHAYIAG LD16 the ere Whall
Givertise noly 18 LIch (4[4 A8 AUV OIPIUTAL UY Ihe MAOAI o this it et & Viatian of tie lauee shall be rnpids red 4
TIABINN OF the $Nols WRLIAN, o8 the #usas of 23 party of the et

The pans ot the weowt part Turther agrers, that SHINL the WNLIeR Anerit of the 1arT o 108 Gest (art bo will Bk olb
~aird ComMuatin, Star ¢ ARY Imemied of Lie CLIDPREY 10 PIAY. uf T by Mls . 2ol Tee jias e rform of anv "lastre 16 the ity L

ow Yorz, M,V
{uring the preewnt e, e LHULNGT of LAI1S COBLIBAL, €1.¥T8 -as BEFPv"Ront cniknrwnl ot (his iontrmal 14 rave Lhw
Tty of U secusel WlAlees 1AL EOMI s £ herelev alTPey Ly Pry Saut parties of Arst part & b mielated, sttpalated ol
2l damages. sml 10 o wiss o8 3 AN Y, TAe wim o8 Oae Thoweamt [ilare  Ad ot to further Gpred, that 12 ro= 5o sanl
Psties of 1he Bk part Naseany money In Their Nands NOIOBEING 1 Lhv S3ud eewnl Dacts, *HeY mey rntald ‘Lo amant of sanl
IKTTO ASMAETS, A1 AP(NT Lie GaMm Lo 18w DAYIRSL therel.

10 TRS 27Pnt i the sickieas or INADILY sl (N@ JAAcIDAL Parfaryier Al Ll cvmbinatuss aml i came suv wrfurteatse shall w4
e gvm TR IhET Arcrant, AT (8 umieratoos] aad 2T that the party of 11a 3l part aiull mmsdaw rum 15¢ perty of Jhe wawad
9L 100 actiel erteaeny f (Ae theatr® inring the Lerms & wHICH Lo w1 fo-Tiancrs shall Le % 0v raqene Whecd

In the ervat of deatruction of this Uieetem Ps flre, 0F ALmal UT heal raldmity. o ARY anfurwcet corurrene shih shall
remeier Lhe IuBliment of this muatrct by Lhe pRniss of the 8758 part 1hproam Mo iy shall mu te beid bgally rospuasible Ly the
Ity O the areInd et f0f Guy dewagre avused Wervuy.

At 130 Farty of 1ha Wit jort Turther egfvve, LML o1y member of th e O
et iprigdime ful (DO £ eTRINEAL 10 EAIB Lhnaire {ufing * e tarTy of tOIe . zart,

s Bruterty locurTvd by eny member of

The tree admisenn, .2 Ay, €2eett S lovml 9rmps, stall b sabipns fe matual cisierstanting,

N WULACIR TRAPCTCOT, the st = termin rr wop 1evr o0 Bl rala s

- i
’p M;ékrv-

o, shedl abhle Ly 2391 asmfirm Lo We riim
y 5 FOL the, Breabege ur danare
b .

HEA

egs ¥ E
el Idia /-i’.;

N. 8. -1l any clause (n thin contract (s adjectionadle, it thewld De returned without alferation. with s fetter, otating
lections. Plesse do mot elter, crase or (nteriine. a8 1t vitiares this contract.

aze
uch azpensee B0t 0 azxceed 02500
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THE NRTURRL RCTOR

ROBERT FITZSIMMONS

IN ~

"R FIGHT FOR LOVE"

LEON FRIEDMAN, MANAGER.

SHARING CONTRACT.
This Agreement, v s awes mo w. .

ups . brtween LEON FRIEDMAN. Marager. party of the Aru part, snd

EETTTE TR T TR SN} § §

et iveeee e party of the weund part.
TEUINCEBED, That the wt pary of (¢ recond pan. 1 cumderstion of - ume dolar, the recopt of which 1
Merevy Mkauwiedged, agren to play the parues of e firw put i the oy or....Gr.aNd. Forka, N.. Q...

3 perwd of.. One .
Nov. 4ih.

uiﬂ:@ty‘

" 5 g agrevs to Numeih 1 IS CORLIACT the

. well Lyhied, clesned and heated, wih bl e
requisite aitacher. hath in resr and Drlore the curtam. included . secewargs stage hands, full orchestry sl licenses; stage
rmiure; Sage-iet— e At Syt~ asiorsm—ighis. ha nec Plectrie  current for re cablum . mpernhatle
projeeriies ; scraery . tackle and rope for dips and sqeipments . {urisace with the poa e,  rEPwAT—shre-ehert
guweves, houw prugrimmes: coupad uckets, all bl preting b) baards . divinduling aud Lenging i 3ad advertise usual

wuares cms—wess 1n sdvance of oneniag 8 Wa prper. and ta crmtiaur The same thrueughout he rance
engagement; 1ad 1o receive all baggace. icenery and an e arneal af 1he company, 8t 1ke Mage dow, A 0
carefally carry the sume w Al Jenneg and il sage. and we taae Ihe wame from dresung 234 propeny

1o0my and sage and dediver omtnde of 1t thy afier 1laal perinemaacr . 1Pe theglze tu Se Ledt wpea and
lighted for the remaval of 1N comDeny’s *cenery aad Bagaage. ending Wame rngigement

The party of the Gnt part sgrees 1 furminh e 1 contract ROBERT }ITZSIMMONS im = o FILHT POR LOVE™

and furmisk ail tramepactation, C1press, re1gdt 30¢ Daggage CAaTRes fw 113 Crmpany and sdvance pRRItRG. litbographu. ec.
18 comsidersuon of wakh the pas u&n St part, iz, LEUN PRIEDMAN, Manager, w bis reproventative. 18 10 reense

L. pee cent of the grams renniptr of €ach aad every petformance.

e e PRICESE B

u‘%,. o TS7 VT 0 TPET IreTRe ITeeT icheg .
Nl —p bt ¥t Nas. od

sl - paster r ’ N
Tue party of ihe fest part 10 have 1he priviiege of furmiihing 1he 16pTs used B 1At prodaction either from the swdince
or the ureet, at it eptid, 4nd holl al1o Mace e B¢ asd eRcivniva priviege of wling Bevks and picures in (e Theaire Ludly .

It 18 furiher agreed 1082 during 13 engogement B0 porfermance or rehearsal otber than herein stipulated shall nie place
st the adwwe.meanoned bulding ®1bout the cumeent of the waid Bent pearty.

A settiement (3 to De made bowd from the tichet wilers' statrment (w
aad the boe coust. .

1t 1 also sgreed that free admisian dall de mutual, and wnder no Cirtumstances ate = chpped ™ of scasen fichets admisatio
The pasty of e drat part 1 be furnished {Ihraugh ma sgent or rPpraseniative @ advaace) wub & copy uf 1he reguler sod g
lowmary Iree lst, ter Mis apprevel or rerection. i advisce of cLmpany’s aenval.

The panty of the frst part 11 1o e Way respomlie lor say maneys alvanced (o iV igent or reprewstative unless ypenally
avthorised in enung.

This comiract 1s 3 comtiact and met svugnadle, and mwt e carried sul by the parties hervia and net by wiber

Tae {ulfilment of 1hus cwatrect 13 satilemest 13 fall Wl ali demands o whatsorver Ratwie or Kidd ageiast 1he party of Qe
Arst part.

The party of the first part 10 50t 1o b held resgannbie 1f for aay wnfurereen comse or reared it sbuuld be preventsd fren
flling abeee date. and hereby reserves INe Tight W conerl 1his agretm Rt 4t IRY Hime poR GIving 1RO werks’ Dotice (1n writing)
of mcd Intentiva,

All costracts made previeas (0 this date 10 De crmmdered null ang god.

- ~

) Lo
Ao . el pCur s

KB 18 16 D furnubid prewous 1o counting the beze:

N B It smy cisuse in this ceatract (s objectionabie 10 the party of the second part, [t sheuid ba returnea
. Ut

writheut alterstion, with & letter stating objections, DPlease do nat .ncr‘ ersse or interline.

74
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Mnmpnh)uumaﬂ.'lﬂ l“"’ '-‘a .
! ivewsasary Grps under dm-w' :
clcaned, with thescenery and equipments contained thercln

~ Percentaze of eatra Musncm
usbers, ticket aeilers, door-keepers, regular orch

Electric Cument in house frae
pasting -'1 distributing, and

an
— Pebrwry M06 -
«
- .oam Smath :
The part V.- olmmdpn.fwa-dmmudmucdm:uhrwhmmmdw unnedp(olvhkhhm
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achnowledged, mu-mmmmmm agrees o furnish

(Continued on Next Page)
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ch 0o performances eball be givea by £ -
!Mﬂnlorhuluﬁdty.eruy rmm«-hdmw
“pni-pn-‘bl:, they aball aot he*hld xemx,mpmb,m <

wﬂn&u«ywhd&atmpnyﬁdlshdebyudmd m 1) .’
mﬁ:ol this 3 dm[mmdthlmmnddmhewmpylwm -
tn property lacurred by sny medile olhnCmy Rt
The prices during this engagement shall u'rvmy -Eve Cents to One Dollsr and Puly Cents, nnlz.e(henhe
sgreed upon by both parties to this contract,
‘nclmldnhlnn Uny.mep:mhulp-,ahuh-bj-aunuuudmmg.

A
mmmm luh!-hedty dyml;nnbvn 4
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Appendix I:
Listing of Stock Rights from Agent Elisabeth Marbury
(Source: Shubert Archives)

MISS ELISABETH MARBURY
AREPRESENTING NRAMATIOTS
103 WENT ¢Ove NTRVET
NEW VORR N ek

grmcs ur
[XIETTINS

WO COOPER MELKUY
ABNOCTATE

Mas v Chaters;

T an enclosing rou A liyt 2 ~moanaed Jrn—

sations for =12 TrMCumt: o .
. . - e . & . ¥, "
3 70T in atcev. T\ vou windly oo
- et P, b
ver thesr -t 1ot ne Mo 1€ you wilY enthnrlse e to qirte
the nlpr an these o w i e
v o wr If »an jeve any crangen S muz
1Y gy 2
V11l y91 neto thoea and in oY evant o v L1V 3 LigT Ly 1et e

Tanc Cromoyra witious delvy,

TAurs since-e’r,

TELEPEONS Ww?a ERTANT

ratun
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Cambridge, Mase.,
Chicago,

Osk W'N'- 1.,
Cincinnati,
Cleveland,
Columbus,

Des Moines,
Elisabeth, N. J.,
Elaira,

Efie,

Evanston, HPV..
Fitohburg, Mass.,
Hoboken,
Holyoke,
Jemestown,
Jersey City,
Johnetown,
Niegara Fells,
New Bedford,
New Castle,

New Orleans,
Qakland,
QOklahama

Umaha,
Fhiladelphia,
Pittsturg,
Providence,

St. Paul,

Salt Lake City,
San Antonio
San Diege,

San Jose,
Spohane,
Syracuse,
Tacoma,

Toledo,

Topeka,

Troy,

Utica,

Wichita,
¥ilaington,
#oonsacket,

$150.00
500.00
300.00
500,00
$Q0,00
400,00
300,00
250,00
200.00
200.00
200.00
250,00
300,00
200,00
150,00
250,00
250,00
200.00
25G,00
150.G0
300.:0
350.00
250.00
3co.co
€:0.0C
45G.00
4CC.Q0
350.00
300.00
300.C0
250,00
150.00
350.00
306,00
200,00
150.00
200.00
300. 0
300.00
200.00
200.00
150.00

YL Vaughar Ginger. .
Cleveland $C0.00
Rochester "
suffalo .
Detroit -
uilwenukee .
‘nion 1.431 €3G C
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Appendix J:
I. A. T. S. E. Contract, Local 14, Albany (Source: Shubert Archives)

ALBANY THEATRICAYL WUNION, LOCAL 14, L. A. 2. 8. E.
Affiliated with all the tradec unions of the American
Federation of lLabor.
Do hereby adopt the following terms and scale of wages, to take effect
the first Monday in September, 1309. Thais refers %o all the
theatrea im the City of Albany.

o smployee shcll have ‘charge of 1more the: one derartment, All
stage hands, flymen and elsctricians shall be at the theatre one-half
hour beZore the curtain raises for the ,orformance end azsist in
detting the stege and setiing and etriking only the scengs used in
the play at that time. Regular hands shall report aach rmorning at

nine o'clook. Teh scale of wagea 3hall bo us follows:

Cerpenter or sStage Danager - - - « - « - 824,00 par weal,
asst. " m o om ool - 1.0 " v
Property man - - - - - = - - - - - - -« lg.0c "
Eleotrician - - - - - - - - - . .- - - - it.c0 " ¢
A8St. " o e e e e oo i oo - 16.00 " v
PIFWAR = = = m - m e m e e m === - @00 v m

Tne scalo of wages Zor extru htage nands, dny work, thirty cents
per hour, or fraetional part thersof.

Sxtra unioa men, $1.50 : performance, or 315.0C per weak, to
report the same &s regular nen. Operutor, $1.00 a rerformance.

411 exployses ehall EXEIXKXXX receive doudble time for Sunday work.

All extras moen shall aseist the rezular men in pustting out the
acenery and effects of the shaw after tie performance without extra
chargs. The dusiness agent of ths local union shall have the right
to go on the stage at all times except during and one-half hour before

the performanoce,
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T ranag2rs o tha sanesictes o2 Jdtany sikall ltazz -~ cvew cf ot
iazs {henm thr2a e, namely, carpenier, Ironarty ko and elasirisicn

)
by Lha sazzenm, ’

In cess o asquittul or ddacharga a .otice ol Lo Weolks ehall
T _iven Ty

. " o
s T owirloyer oy empioyee. .2 Iiig: mongger ALoil have

v hining ont o Algeborging of 2ll mar acsloyor v, 0 il stage.
Te, ..a Srvarel oanagers, G lerety ugT

r aT3 10 Tha larzms an’
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cadnialore writte.
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Appendix K

Appendix K:

Summary of J. F. Harley’s trip through Canada, 1910

(Source: Shubert Archives)
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Appendix L

Appendix L:
“Pink Lady” Correspondence (Source: Shubert Archives)

L P
- . ey
i f = et T - % i "l
“ |! TorowTo 6.--'.’.'1*..%".3;] GENERAL OFFICES | gl
i ]| coMadmaTic TiEATRE _ | g e IR o Bt
V|| T A i, rmeazan 0 - e S O St
GRAND OFERA IIOC“_ %w‘
HAMILTON . Popalmies 100000 § " Oue Do, .
- _URAXD OrERa movsx | |i c—n'h-'&:'u: Cobingad.
N . Pepalsties H » . Midand.
| o GRAXD ovema movws : | QCEV—Q.EE%:
KINCS' -+ Popantien 2 ! 3
’ .—TEN...' - f... e 000 ! A J.SMALL. . . . SOLEPmO®. O Hom, Cokrm Mot |
GRAND OPRRA BOCEE  § |} . R R ; Come Hown. Porth Biws Theate. Pema
" THOMAS - Popeiaten 10000 Raals-— V-~ N
__ORAND OVRRA TR . ’w“- c-"frhf l
PETERBORO - P ~ :
GaAND Opkna BOCSE . | ALL CONNUIBGATIONS TO TAE ; w‘*’?ﬂ%&.‘au E
— H ]
1 T Shaxp o snonee . || GRAND OPER A HOUSE o T W
CRAND KRR mOnE TORONTO. CANADA. ~ "'""‘o.: e
TORONTO, a7 6th., 1914, 49
cakape
Yessrs Ylzw % Erlanger,
{faw York.
Gentlemen—/

Replying to yours o? ¥ay Sth, will hold the folloving for
*The Pink Lody":-

Brockville Sapt. 12

. Xingston 13 - nat & evg
iy S (Oprem ) 15
Renfrew 16
Ottavwa 17-18
Bellewille 19
Peterboro X - nas & evg
Lind s=y 22
darrie 23
Hanilton 24-25
Woad=stock 26
Jrantfo 27
St. Catharines 289
Galt k o
Berlin Oet. 1
Sty atfore 2
St. Thonas 3
Landon 4 - nat & evg
Guelph [
Orfllga ?
Horth Bay 8
Suddvury 9

You ¢id not mention Sept. 15th fn y3ur letta=r, S0 presume you sre zoing
to place this gate at Osmtensburg. However, should you wish me to'ﬁ.u
fane, plecse vise and [ will arramc2 the route accord ingly, .
Yours vy truly,

Y
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- -
TORONTO . Popdatos 425,000 GENERAL OFFICES ! sy
o ORAND OUKRA LOLSX . - !
GTTAWA" . Pogaleann 100000 | | 7 (HE | uars Hm,
RUMMKLL THEATRK -
GRAYD OPRRA MOTNK .
TON . Pogaleis 100000 :| |;
GRAND OPERA uoc-g-." HE g
GRAND ;wu:A lu;l'-r Quwrs Mo Sepamar.
.- e et . Orwes Heww, Reafros Ovevs Hame. Code. .
KINCSTON . Popalsee 35,000 | "‘-3.;:,', i e,
(revee vast rn 2ecw sannt : A ). SMALL. . . SOLE PROP. Ovpars Hume Prade -
__ SRAND OPRRA MOUWE . - . Oome Hume. Aurth.  Bipms Thuawe. P -
ST THOMAS . Pogulation 18,000 | Ogwrs Howm. Primbe.
%" Graxp ovkna aovyr: Ownis Howw., ‘P-ﬂH-us"
; PETERBORO - Pemuls ' Cound Owen Howe, Sovll Ste Mavie
i PETERBORC mmq-!-!‘zg:—uém ALL COMMUMICATIONS TO THE c.uo-;‘d}a.-.:.a.s‘ s
ST.CATHARINES Pogulaten 20.000 - T e
Gaaxp oeruaaosk . | GRAND OPERA HOUSE | run D tetogin: o
BRANTFORD - Popelaien 25.000 - e ol e O
GRAND OUYRA HTOUNE . TORONTO. CANADA. Orers Huamen, Heaferd.

TORONTO.__ H2y 2Bth., 1913, 19

dr. Edw. CThurieer,
Lew York.
Xy cecr 'r. thurnser-/
Tiie time quoted in lir. Pisher's latter 1g zll risi.

Y

W-th tre 2xceplion of Sept. 2Uth ~t Lomdon, tere ve ere holéing Sent.
25-26-27 lor 'Yhe Garden of Allgh® 35 requested ir 7lam & Drloiru-er's
letter of Mor, 7th, #.closed [ou Nerewith, and vhich you richt kirély
ratirm ofter rasginpgs.  sncther thing, ft is not likely thrt the new hcuse
in Sarlin will ba yesdy Safors Mov, 1lst, rc ‘hey cre not girs tc cormrercs
aparstions 91 sxa na“ore tha middle ¢ June., Torevar, I zertoinly tvon
to meeg Xr, Tighier's wishes in the arran;erent ¢f *The Pink Lzdy® time
over here. ar? mn sffar nip Chathen to teke the place of Tarlin, vid
the understard ing thnt the lrtter ot 5 to bte supstituted ir ccse th
a2 theatre i~ ready ir time to play tlhe shom. IS "The “arden of AL
482 roinc to claim Sept. 25-33-37 at London, it will of course te necessary
to moke o slicht revizion in tte route sur-ested ty Mr. Zislher for *The
Pirk Lagy", s folloum: -

Winrston Sept. 15 J

Brociville

St.Cesrarin

Farilton

Srantford

Foadstock

St. Thooos

Chetham

Lorndon

Stres ford Oct.

Calt

Cyelph

Earrie

Widlang =

Jeillia -~

tiorth Loy

Suchiry

P
a0

commonnp~dBIRRIHF

(o

[
m
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Hire put in Midlard- to follow Barris, in order to avoid doubling
the road -~ Opillia to Mlidlamdi to Opilliz to North Bsy. Of course, if
*The Garden of A lah® i6 not going to clmim' the Lomion dates, Sept.
25-26-27, the tipe will be all right ea quoted by M. Fisker, with the
single exception that we may have to substitnte Thatlem fr Berlin, zs
already steted. sbove,

Yours very trulg
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{ |

. Popalass GENERAL OFFICES ! , TS .
GRAND OPERA WOURE et
MAJERTIC THRATRE i TaroTe
OTTAWA . - Pagelesien 100,000 Cours Home, Guslot. Ovese Hamae, Samiford.
RCANILS. TITKATRE . Opm Hamm, Chothan. Badia,
OIERA BOUNE | | A*da-““’. Liadoow.
HAMILTON . Pepelass 100,000 | i
ND RRA UOUSE t Casd Qpeve Hemor, faz“
(GNDON . Popalaies 60000 1 |! Qo e St M s ot
GRAND oprRA ROVRE | || i s Qo i ey
KINGSTON -  Populerion 25000 .| |! R e Theam: Gt P,
{.s000 noet 1o sesw rvesn) | A JSMALL. . . . SOLEPROP. s Moo Pratssbe.
_ORAND OPERA NOUHE ! - o c_.ﬁd' e -
ST. THOMAS . Popustea 18,000 Hane. Pewaiia.
_ GUAXD OPgRA IOCAE O e e e S,
PETERBORO - Papalaties 20,000 Coand Coms Souk Soe Mom
GRAND OPRRA WOVAT: _ ALL COMMUMICATIONS TO TRE Cond oy Hme, Sodbo

LT A e ™ | GRAND OPERA HOUSE || fu T fokoisa

ad TORONTO. CANADA. Sorer Mg, Oy Sl

- Populstion 29,
GRAND OPERA HOUAR

TORONTO. __Aigz. §th,, 1913

camama

r. dw. Thurreer,
et York.

Daoy Edq la-/
Zhe deley i returuinr "The PYm-Laay" tont1-cts hif -een
cansad sclely it .

erests cI tre snow, &5 T hewe i a-r srdacoring

with 2]l my aight 0 n.2ter the route yor had lrds out “or ki€ ~Tirzct-
ian. Ho *.sa plijing 't in tomus like Darrie, Yialas o oP01lia if
Te cen get 1t uto Uie lops citiew.
Tire rie Sho0f tha Lte fellating routes 1. Liavers
ora‘erss - .
TOUZE ¥0. 1. “__EOVTE ID. 2.
Jdzgston  Sept. 1S L — pBellavrille Sep:. 1%
Brackrille ° 15 . pErocirille 16
5t.Cncharines 23 e St.letnnrines 23
/.‘:'ani:z on 2 - ASrTationd % ) -
- 3] -
felleville e Berlicz >3 2 g
Ottam I5-2F - not. Sniurdoy o~ Toodsteck = < J 5’
¢ Paterborc 2 St. Tromzs - -
2 Brantforg o) h Stracfore -3
/1 Talt Jct., 1 ,/‘ Iordor Mo
Y, Woad ste & 2 Celt Oct. 1
St. Thonmas 3 Guelph 'z
Laxion £ - itk oowm Merilton, "3 .o
Stratford 5 /\?_!m-:stcn ¢ gAmrinEl
/>.G|:e1ph 7 Ottama ' s
Aforth Tay 8 f Yorth Py * | A
Q EREA S18 o' D

//-, Sugsury

Siaply ne tion ir rour wire to fix ur “fhe Pird lady* conmtracts or
HOUTE NEIEIR QUE or ECU™H TITLR TWQ and I wiil thar 5f% the contracts
back 2o you Ly Tirs: zucl. . .
- 4
Yours vay -Omiy, - S
:;. g 7. _X,. i . —64;0’& e
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I.ronomg, # P’-:f:cgml l[— GENERAL OFFICES - SaoQrm Hem. G i
Nawseric TanaTan | ' ! O ORI bt |
LTI A i, T 00 ! o e G O, St
GRAND OIKRA MOUNE___ Acwtms df Mowr. Lootoss t
TON . Pepdaine 100000 R G Tleag S :
URAND OPRRA HOUME w&:‘-“&a Cobhagurs : i
N . Popelation 60000 ¢ Owste Howr Novonay. Moos |l Cormad’
__GRAND OrR#A ROIAK | Qe Moves. %“;2:"}‘—":“‘" ¢
KINGSTON . Pepaluion 25,000 P e T e,
{ataw voot 10 SRaw sona’ A J. SMALL, . . . SOLE PROP. Ooma { bume Pembmie.
| GEAND Gii Wt ! o Howe, Prrik o oo, Prms. |
ST. THOMAS . Pogpdaton | ] A
~ GRAND UVEMA um_'xg‘ E m':&’:‘m’:"b-. i
ORO - P woa 20,0 Cond Opme Jw Mag - . '
m_cnm ,,m;-‘-&p,_ﬁ_mm ALL COMMUYICATIORS T0 THE D G O o, So8ey I}
' . CATHARINES a—ﬁ . o Lrne Thoune. :
| T armanaree . | GRAND OPERA HOUSE || fn i fioiea™ ™ B :
BRANTFORD . Pepeaves 25,000 ; . . 1\_...33 Sowad :
GUAND OUKNA nor-zzsm ! TORONTO, CANADA. O o Mot !

ToroNro, _&g. 7th., 1915. = 19
rapala
My, Z&%. Thnrncer,
Yer Tark.
Degr 3d~/
Some A2 sl chout the new house in farlin reins recdy in time
L opley "The Pinr Lrev® In Septanber, So hove suhsti

an2 3f the hest nointe O unrto, viich wili elec 7

H e
into tlinrson i n - tire {ir the patinee on Stivrd:zy, C2i. 4th,
TLieut anindiling rxmy eniva roilrozline., vith Znie I'r erclsaing you

sirned conirazete =c follovar-

o
th

cellacille Sept.
Zrcckvylle
St.Catharines
Tarilson
rratfors
Foodstack:

Sz. Thotas

Strat fore

Lorgan

Galt Oct.
Selph

Petarboro:
Kirgston

Qtsawa

Bopth By
Sudtmry

\

.,

MNHESJESR&\RE?.E

wmﬂe{
AN

Ao vepy glad thol this route it clesned up «nd out of the way, o we
certainly did 2 Ist of figurieg on it up here to get the show plocad &0
the best pogsitle mPrvartage, &
i s / /_// 4
- o -.'_'/._,_M
. Yours very, troly;-
. /;//
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Appendix M:
Sale Documents of Ambrose Small’s Holdings to Trans-Canada
Theatres (Source: Shubert Archives)

LEWORAULUR, OF AGREE- =UT made thic seventeenth day of
October A. D. nineteen hundrea and nineteen, by and between
ALY ¥, BEAUCL D2 of tha City and bictrict of ilontreal,
Mnencier:

Perty of the First Part;
and
A. J. SKALL of the City of Toronto, Province of untario,
Theatrical . anarer;

Pariy of vhe Second Parst;

YA it 1o nropefcd Lo incorporate a Comneny to e
znerm &8 the Trans-Canade Theztres, Limited. havins for its
object the purchesse and overetionr ol certain theatires and
bookins offices in the lomirion of Cenada wiih & carital
stock of ,;Z,750,000,00 civided into (1,500,000,00 first
preference stocs, of which $28C,000.00 will be Treasury
stocz cnly to be issusd st the rate of 7% of purchase price
of eny .roperties acquired oy the lJompany in the Iuture, and
:750,000.C0 seconé preference stocs frented w0 the ferty of

the Second Part as hereinafter provided, and ;1,500,000.00

"HETHAS the Zarty of the Second Part is the o mer
or the theatres cnu tre o'mar of the boovizinc contructs which
it =ill be necestary t3 vurchise Zor the ovurcotes of the said
Company.

For the consiueration ¢f :5,000.C2 paid by i‘he Pariy ol
the Tirst Part to the ferty of the 3econd Jart, receipt whereof
is herehy acknowledmad by +he Farty o the =econd Part, —hich
it iz hereb: amriaed is not roid ac carnest but {nsrms ths
considerztion thet <he van or undertakss to keep this option
evailable uniil 4he end ol tite beriod hereinafter stated.

Trhe contiracteats he,2t) have entered in:zo the folicrizr

arreenent, tret is to sey:
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- 2, -

1. The Party of the <econd fart does hereby give,
rrant and demise to the Perty of the PFirst Part an option
to purchazc on the termc &nd conditions hereinafter sot :iorth
tha followins properties with the buildings thereon situated
precently uced as thoutre buildinges:-

Grund Opers Housc, Toronto Ontario

Grand Upcre House, Eamilton, tntario

Grand Upara House, London, tntizrio

Grond Upers louse, iingston, untario

Grand upere llouse, St. Thomas, Ontario

Grand Ypere .ioune, “eterboro, untario
a more complete dcoceription thercvof will be furnivhed by the
Party of the Sccond Tart and incornorated in a later agreement
~hen czid comnlete descrintion is furnished.

In addition (o tre ontion of purchazing the ehove
propertiecs tho Farty of the second “art <ocs herehy rive
grant and demise to the -arty of the First <art an option
ta =l e A1T =0T il A intama b i Thiaes papdtalgy
bockins cantruels cwuel by the lzily of the oscond tari in
relation to the following theatres:-

Grand Opera XHouse, St. Catharines, Untario
Grend YUpara House, Brantford, Untario,

and All booking contracts ior all other theatrec now cxisting.

It is agreed that the herein granted opiion to purchase
the theatres aud booXxins contracts hereinabove set forth chell
bs rood and valid and mey be exercised at eny time between the
datec of inese pre.ents and ieccmber lst, next, 4. D. 1919,
such acceptance L0 be simified to Lhe Party of the Second
Pert by registered letter posted to hic lest imiowm address.

Upon the cnereiss otif the herein rranted option to
rurchase by the meoanad hercinabove croviaced, the Tarty of whe
Secons Part undertakes promiccs and agrees to zell to the
Party of the Jirst fart or hic Succe:sors or assigns b7 rood
title free and cleer of all charges and cncumbrances the

propartics hereinabove provided to be sold and the risht

8%
o
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(5]
O
(O8]

3.

title and interest in the booking contracte hereinabove
proviiecd to be Lgnasferrcd and in cobbecetion with the above
mentioneé properties to cxecute ~ocod enc valid deedis ol gale
in favour of the ltarty of tho Firct art or his succecnaors
or assirns, und in relntion to the rnid bookin~ officc
contrects . pood valid intercct to all right, title and
fruterost in the came, with the apreemont of the othrer
contractin~ pariy in the same to the end that the Tarty of
the Pirst fort ~ill heve all rirhtis titles and rrivilenes in
said coniracts preGently owned by the :eruy ol the Second
Part,

In the event of the exercire of the aaidAop:iou
accordinm Lo the sbove stiuvulated terms the urchase oI tre
sa:d propertice wnd contrrcts shull be mede on the Zollowing
terms to whick the parties hereto hereby agree:-

{e} The -arty of the oeconc .Jart thail reoceive the
sum of 1,000,0C0.00 in good lexful money of Canaia, and

interest thercon at the rete of 31 ler centum wer 2anum irom

<

Jertenber 1lst, 1919, to be paid to him upon ithe exercise

o

this option s aforesaid and not la‘er than Deccmber lst 1919,
{b) The tranczicr to him of $750,000.00 all rully paid

up and non-essestable second preferred shares oI the cavital

rh

ctock ¢ the Trans-Canada Theatres Limited, the Company
propcsed to be incorporated to acquire the progpertics herein
mentioned, szid shares to ve nonm~-interect bearing and to be
cencelled ani retired at the rate of y37,500.00 per ammum
paid by the Party of the FTirst Fart to tke Farty oi the

Second ert, the .ircst payment wherz0f tc ve due and exircible

'
on .eptembz=r lst, 1920,
(e} Shouls trhe caid option herein granted be exercised
% is mutually agreed that the propertiec ena contrecis pur-

chase¢ shall belon~ to the :arty of tke Tirst Zart {rou

Septeuwber lst, 1919, sad he shall be considered wvs owmer =2f

.
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4.

the same from that date ané as such entitled to'all earnings
end other profits accruins since that date,

It {s understood and sgreed and is the esscnee
ol +his arreement that the oplion heroin_grnnted and the
consideration paid iherefor and 2ll other agreescnts herein
made are so made by the parties hereto upon the statemecnis
furniched by the rarty of the Second Zart of the eernincs
of the said theatras {or the past three years, ané should
such ctatements be found incorrect the ésrty of the Tirst
Part shell b2 entitle: o0 caucel this afreerent and cutzin
beck from the ZTarty o: the Seeccnd Part all money ani other
considarstions peid trerefor.

IN WVITHEZST WEZTEZOT the parties hereto Lhave hereunto
set their hends and ceals on the day, month and year herein-

above firsct written.

(Sed) H. J, 3SAUCLIZE.

" A. J. SIALL.



Appendix M 295

THIS AGRZE!FIT made in duplicate this First day of

lecemoer A, D. 1919,

BETEEN:

AHBROSE J, SHALL of tke City of Toronto,
Province of untario,

02 TEX FPIxST PANT:
~and-

H.IRY . B.iUCLiRE of the City and District
0f ~ontreel,.

0" TH. 3aC0iL PLET:

WHIPEAS under date o the Twenty-eighth of lovember
A, L, 19191 the parties herato have entered into an Agreement
wherein the party of the first pert hes agreed to sell to the
perty of the second rart certcin properties and buildings there-
von, situdted in tee Cities of Toronto, Hamilton, London, Peterdo
end St. Thomas respectively, and to transfer and assign certain
leaces, booking coutrécts, goods and chattels, the whole in
gccorcance with the terms and conditicns in said Agreement more
spe¢ificelly set forth:-

LHL VEZREAS it is provided in said Agreement that the
party of the First part will receive irom the party of the secon
part, es consideretion Tor the aforecsaid engazements, the sum of
One uillion Lollars (y1,000,000,00)in food and lawful money oI
Canade to be paid on December PFirst, 1919 ard interest thereon
at the rate of 6% per enaum from September 1st, 1915, ane the
sum of Sevén bundred snd f£ifty thousand dollars (3;750,000.) to
be pald in twenty equsl consecutive aznnuul puayments of Thirty-
seven thousand rive hunired doilars (,Z7,500) each, without
interest, pecyable or the detes &t stated in geid agreenent; and
as security for the paymeat thereof the party of the second part
will receive Seven hundred and Fifty Thousand Dollers ($750,000)

of fully paid up non-assessable, non-dividend bearing, mon-voting

second prererence chares of the capitil siock of Trans-Cancca
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Theatres Limitec:

Allu WHS324S in tkhe examination of the titles of the
properties transferred by the said Agreement of Hovenmber Twenty-
eight, 1919, certeir questions have erisen which make it impossible
for the »arty oI the first part to give ebsolute title thereto
‘free axc clear of ell encumbrsnces and charges whatsocver:

107 TREPERQ-E IT IS AGTZZD

(1) That the party of thz second cert —ill pay to the party
of the first pert tke caid sum o. Upe iiliion ~ollars ($1,000,000.)
agreec to be peid, receipt whereol is hereby acinovledged.

(2) THAT the party of the second part shall be entitled,
in the eveut of his being disturbed iz his ormerskip or being
called uvon to suffer any finencisl loss or damasgs by reason of
the defects in the titles above mentio.=2d, to retsin an amount
or amounts equazl to an¢ in compensation for the seid demage or
financial less Irom the sum of Seven hundred and fifty thousand
dollars (3750,000) agreed to be peid iz instelments by the seid
Agreement of the Twenty-eighth lNovember 15919.

IT IS FURTEZR AGRSZD that the party of the first part

herein will meke all declarations end will obtain such declaratiouns
deeds or acts [ which it is possible Zor him %o make or obtain)

as may be in the opinion of the Solicitors of the party of the
second part unnecessary to convey to the said party of the second
pert the properties intenced tu be conveyed by good and sufficient
title.

IN TITIESS 'MLCFFOF the said parties hereto have hereunto

set their hends and seals.

SIGNED, SEALED and ITLIVEZ:D)
In tre presence of } "A., J. SZALL™ (s=aL)
)

" Q. J. SHAUGEMZISY."



Appendix M

THIS AGREELENT mede in duplicate this First day
of September i. D. 1919,
BETVIEEN:

AiTBEOSE J, SUALL of the City of Toronte,
Frovince of Untario,

0® TIZ FIRST TiRT
-and-

HoIRY %, BSAUCLZITK of the City and Listrict
oI wontreal,

OF TH. SZClli- PaiTe

YH:RZAS under date of the Twenty-eighth of
lovember 1519, the varties bersto have eatereé.inio es
dgreement wherein the party of the Zirci part ped zgredl W
sell to the pariy of the second part certaia propertics and
buildingzs thereon, situated in the Cities of YTorontes,
Hamilton, London, Peterboro, and Si. Thomas respectively, and
to. transfer and eassign certain leases, bookinz con:racts,
zoods and thattels, the whole in sccordance with the terms
and conditions in said sgreement more specifically set forth:

Allo WES2EAS these presents are intended to more
particularly describe end identify tihe booking contracts

mentioned above:

110 PMIS AGRUUILNT JITINISSETE  thet the perty of the

first part hereby assigns, transiers and sets over unto .the
perty of the second part in pursuance of the said Agreement,
the booking contracts mentioned and enumcrated in the Schadule
hereto snnered marked "A", togeiher with all Ris ripht, title
and interest thereto enc therein and all benefit and advantage
to be derived therefrom,

L7 JIRIESS UEEDLO0R the caid perty of the first part

has hereunto set his hand ea. seul,

SIGN=. S:4L: end [2LIV:ZE:y)
in preseace of )

) "s. Jo SCALLT {s:5L)
"i. J. Shau ‘hpessy" )
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SCHZDULE "4"

Refereed to in the annexed igreement.

Pembroke, J. H, 3rucz to 4. J. Small, ius.1,1919 to
Ang. 1, 1920,

Brockville, J. iclLemnen to a. J. Smell, lov, 1,1319 to
l'ov. 1, lu20,

St. Catharines, Coloniel imusement Co, t0 4. J. Small,
Aug, 1, 1915 to Aug. 1, 1920,

Worth 3ay, John 3lanchet to i. Y+ 8mall, Sept. 1, 1917
Yo Sept. 1, 1920,

Brantford, James T, .hittazer to A. J. Szell to
Sept. 6, 1920.

Galt, Galt Opera House (ompeary to &. J. Small, aue, 1,191¢
o Auz, 1, 1922,

Stratford, 4. I. Zemp to i. J. Small, Aurm, 1,1919 to
Aug. 1, 1922,

e

Lindsay, %. H. Roenigk to A. J. Small, aug. 1, 1919 to
aug. 1, 1922,

Sudbury J. 2. Bissett to 1. J. Small, Aug. 1, 1919 to
sug, 1s22,

Sarnia, Jobn 7. iLyers to A. J. Small Dec. 1, 1319 to
Dec. 1, 1922,

Trenton, R. E. Weller to i. J. Small Aus, 1, 1917 to
Auz. 1, 1920,

3arrie, Jokn Powell to .. J..Smell Jfus. 1, 1917 to
Aug. 1, 1920,

Orilla, 7. . Roubins to . J. Smell, Aug. 1, 1917 to
Agze l. 1920,

Migland, Arthur Eugg to i. J. Small, Aug, 1, 1917 to
Aug, 1, 1920

Renfrew, Ottawa Valley amusement Compeny to 2., J. Small
Aug. 1, 1917 to augz. 1, 1922,

This ic the schedule of coniracts mentioned in the

»ithin Agreement.

i J. zrall,
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Appendix N:

Contract Between Lawrence Solman, Shubert Theatrical
Company, Lee and J. J. Shubert (Source: Shubert Archives)

AGCHERBMENT, mdethia 22770y
of December, 1908, betwesn LAURRN7TE SOLUAN, of Teranto, San-
ada, party of the firet part, IHE SHUHERT THEATRICAL 20M.
PANY, @ corporstion organiged under the laws of the 3tatsof
¥ow York, party of the gecond part, and LEB SYUBXRT aend
JAZOR J. SHUNRRT, ef the City of Wew York, State of New York:

parties of the thirdpert, VYIT T RES SR T @

YHERBAS, the party of the first part is
about to acquire = leage of the ROYAL ALRXANDRA THEATRE,
Toronto, Tanada, for a ters besinning January 4, 1909, and
expiring the last Saturday of “ay, 1910, at a reantal at
the rete of Twenty thousand Dollars (tzo 000), per year,

9..-..,»’/7 ) S
\ynhlc in cqun mxnntuhé?q 3 udvaneo o’

%‘/ o?;t of ald rwﬁﬁhtouﬁonﬁ’ﬁ th ‘éc%;‘%
% changes in the building, which lease is to contain & prive
ilege of renewal for three additional years, nuc!; privilege

t0 be exercised at the option of the tenant and gondition-

) od only upon the faithful performance &4 the tenant of all

/7 of tha covenants in the lease and upon the cperation of the
@; theatre by the tenant 'ithnui financial 1loss, and

YEEREAS, - thepasty-of the first-part 18
about tc form a corporatiem for the gperation of the said
theatre duringz the said tera, which corporation ghall have
an authoriged capital stoock of Ten thousand Doliars (610,00Q)

all paid in cash, and

YTHEXREBAS, the party of the gecond part is

desirous of aoquiring the right to book high class dramatic
e2d masical shows and entertaimments in and fof gaid theatrs

1~
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. 2nd upon the terms hereinarter get forth,

LY}
«©
‘4
)
<
[4)

YEBRRAS, the partias of thes third part are
the managers and principal stookhelderg of the party of the
seoond part, and ere daairous of soquiring, by purchase, &
part of the oapital stock of the gaid corporation to be forme
od by the party of the first part,

EOY, ZEBRBPORSZ in considerstion
of the guz of One Dollar (§1.00) by each of the parties to
the other in hand paid, the receipt wherecf isg hereby ao-
huowledged, and in consideration of the premisse and of the
mtual covenants and agreemonts by eqch of the gaid parties
hereto hereinafter agreed to be Xept and performsd, IT IS

—— .

RERXSY AGRNND ERTWEEN THE PARTIES HEHETO AS JOLLOWS:

¥IRgT: The party of the first part will, ae
speedily as poesible, after the exmcution hereof, obtain
from the omners of the ROYAL ALEXANDRA THBATEE a lease
thereu? for the period and at the rental ahove mentioned,
said leass to contain g privilege of renswyl for an additicme
a3 three years upon the terms and conditions adove reeited;
he also agrees t¢ take immediate stepsg for the organisstion
of a corporation tha ohject of which shall be to operste
the said thsatre, swhich corporatien is to have an muthorige
od capital steck of Ten thousand Dollars ($10,000), all of
shich the said party of the first part will cauee % be
subgaribed and paid for at par, in oash.

SR7OND: The party of the first part further ggreeq
that immediately upon the formation of the eaid corporation

=2

300
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and the issuanoe of its aapital stock and the paymsnt imto
its treasury of Ten thousend Dollars (§10,000). in eash, ke
will aseign to the said corporation the lsase of the theatre
80 aoquired by hia, and will entsr into an agreemwnt with
the gaid corporation during the term of the said lsass and
any reneval or extension thersof, 10 aat as its general man-
ager and a9 the general manager 07 the gaid theatrs at s
salary of One hundred Dollars (§100). per week, payable sach
week during ‘uch.pubuc perfornanaeds ghall be piven at
seid theatre; he also agrees that in the By-Laws of said
eorporation, it will be provided that mo elective offieer
of the said eorporation shall receivs any salary whatsver
as such; he further agrees to ascll %o the parties of the
third part, at per, forty-nine per cent (49%) of the oapite
al atoak of the said corporation, and %0 daliver the sams
t0 them at their office in the 7ity of ¥ew York as soon as
practicabls qfter the sams shall have been iasued, upon
recelvins from them the payment and egreement hereinafter
provided. Upon receiving such payment ant agremment from
the gaid parties af the third part, he further sgrees to
exscute and deliver te the said corporation g0 to be formed,
Ris written agreament to pay into the treagury of the geid
corporation weskly at the end of each week, & gum equasl t0
one=half of any loss Which the gaid new corporation may have
sustained until that time, FHe further agrees, as the gon-
eral manager of the said new corporation gnd of said theatrs,
to employ as assietant treasurer of the said theatre such
person as the parties of the asfoond and third parts may des~
ignate, vpon conditien that he shall perfora any and all
dutieos that may be required of him in the dox officex gen~
eral office of the gaid theatre and to which he may be as-
o3
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signed Yy the mid general manager; oOne of such duties
shal) at all times be to agsist in the “counting of the
house” during each performandge at a time and plaee te b
fixad by the general mmnager, and to receive st the come
clusion of eash performance a statement siemed dy the gen-
eral manager or treasurer 0f the receipts of each perfora-
ance, $Should the pogition of assistant treasurer become
vacant at any time by reason of the resignation of the 1z-
cumbent or his discharge by the general maager, the party
of the first part egrees t0 amploy as sssistant treasurer
to £411 such vacancy, as often as it may aeeur, esuch per-
oCH Or parsons &s the parties of the second and third parte
sAy from time to time designate, upon aondition, however,
that no dssignation is made 0f any person previoualy dig-
charpred by the said general man-ger or of any person per-

sonally repugnant to him,

The party o the first part further agreocs for
himael? and his assipgng, that he will give 18 the party
of th: gecond part prompt notice of the exscution of the
leage adbove mentioned; that from and after the berinmiing
0f the term of the gild leas® and until Sh_e expiration theree
¢f, and of any renewsl or extension :;:;r;:f. he ii‘{l.;md -
hereby does give and gran_t_. to the party of the gecond part
the cdmlﬁ/\wt to°procire -é_ontr.séu for the appearance
at said theatre of the companies or showg as hereinafter
provided, and 80 long as the party o° the second part shall
fully keep anc perform its agrecment as hereinafter provid-
ed, he will make no gontract far the appearence of any com=

N htnennkl, Ctdin T an

punies or ehews at said theatrs, &xcept as hereinufter ex-
!

pressly provided.
-4
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THIRD: Zhe party of the second part does here'y

agree that durinc the balance of the present theatrical ses
son and beginning January 4, 1909, and during each theatrios
al season thereafter until the expiration of the lease a~
::: rg‘o‘r&gd to and my renen:. q‘tr‘_emcnt thoroot iw_}i
furaigh to thc pu'ty of ﬁ?:firlt purt u nneral |manager
of the said theatre, contracts sismed ‘by the managers or
owners of not less than fifteen (15) first clags drematic
and musical shows during the remainder of the present soa~
so8, and of not less than twenty-five (23) first clases dram=
atic and musical shows during each succeeding season, each
of which shall pryide for the appearance of the first cless
copany and show therein designated for one specific week
therein aentioned during the them current season at the

said theatre upon sharing terms, which shall provide for
the payment tc the manager or proprietor of sald show or
company as compengatio- for its performance at said theatre
8 percentage O0f the gross receipts from smich performances
during such week, provided that the said perdentage of the
gross raceipts 80 to be allowed to the manager or propriet-
or of the gaid shovw and company, shal] in no event e
greater than that theretofors allowed or/paid to the mane
agsT or owner 0f the sgae show and company for performances
theretofore given by it or them at the Princess Theatre in
the gaid %ity of Torontc, Tanada, md provided, further,
that the sald compensation shell in no event be greater than
seventy per oent (70%) of the gross receipts; ocontracts
for all ether shows and companies to be :Mﬁ to the

N Qarva, & 4 .
arty of the first part, as manager,

SoPediieaaGpIoNa=00a
mﬁmw~www~~ww
WM
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It is understood that by a first class show and company is
meant euch as prior to the date of the contract for its ap-
pearance at theabove named theatre, shall have appesred and
% /J /?,:.ZTpmz’lé’?ep"hTrmc" at amht(h%’gtr_o 3:20 8ity of \mqé
{,’Z Yurk/u.t -hid{“tﬁchuge or the greater portion of the Ore=
1"‘ chestra seats during such performances was Two Tollars (82.06)

ety e Oty o ot aond - ) (13) et

2] e 6 Gk i, demitol .

“’% POURTTI: Nothing in this agreement shall be decmed

ﬂ«J to prokibit tho making of a contract for the sppearance at

* said theatrs of a first class company and show containing

a well recognised first class star at a greater rate of com-
penaa.ion to be regerved and paid to the said company and _
show than seventy per cent (70X)., of the gross reeeipts, ,
provided 1t has the approval of the party of the first part;
and such coempany and ghow when booked and engaged shall be
deened to be one of the shows and companies by the party

of the seoond part agreed te¢ be furnished, a8 aforesaid.

TIWTH: The party of the second part “urther a~

greas that if 1t will fail, neglegt or refuse to furnish

i at lesast fifteen (135} such comtracts for the remainder of
; the pregent geason and at least twenty-five (25) contracts

for each of the succeeding scasons, or if the shows and oom-
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panies which will egree in and oy sare contrast to sppear
and perform at the sgaid theatre, shall fail, neglect or re-

fuge t0 80 appear and perform, then md in every such event

zof the ncond?utnnpctothl arty of the
R R e e
pu-t , &8 liquidat u-qn. on de-

mad, s sum squel to One thougend Dollars ($2,000), for each
week that it ghall fail to furnish a contraot as hereinbe-
fors provided, or during shich any company oT sheiT may fail
10 give parformances &8 in and by thie contract provided.

It 18 further agreed that ell of the servioces to be render-
ed by the party of the second part gre to bo free of awy
coet or expense to the party of the firat part or his as
signee, It is further agreed that if the party of the sec-
ond part shall fail, neglect or omit to “urnish to the party

of the rirst part, as goneral manaper of the said theatre,
v and pat et & ) T iy / ~-

[ eontrl.ot for eny
veek or weeks @uring the periocd c¢f the above mnc!oned %

leass, or auny extension or renewal thorcot up to ﬂ.o weoks

5 G/ Fael
¢ prier to the deginning of any nek. then and in such svent,

bei2

the party of the first part, as such general manzger, may
be at liberty, directly or through any agents whatever, to
beok any company Or shOw Or entertainment he may deem best
and ¢egiradle for guch week or weeks; but in mo such event
shall the pasty of the ueon;i or third parts du- or de
entitled to any deduction from the liguidated dasages Hore-
indefore fized and agreed to he paid hersunder.

nyry: The party of the gegond part further agrees
that when the corporation to be formed by the party of the
first part as hereinbefore mentioned is fully formed and or~
ganiged, it will exscute and deliver to such corporatien an
sgraement with it for the booking of the sald theatrs for

e
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tne foriii aforesaid, wd upon like teras and conditions and
sudbject %0 the payment by it of like dgmages for any breach
thersof, as aforessid, and the party of the first part
guaTantees to procure the exeoution of the said agreement

by said nsw corporation, when “ormed.

SEVEITH: The parties of tho third part o each geve

erally agrae to guaraniee, and hersby does guarantse the
full and fatthful performance of this contract on the part
of the party of the second part, md alsc that it will ex-
scute a similar contract with the agsimee of the party of
the first part when fully incorporated and organised, axd
will carry out gaid contract, and will make the payments ir
and by them or either of them required, and in u.r..e event
that the party o the sscond part shall fail to promptly
pay any damges hereinbefore or theroin required to be paicd,
they will, upon demand, and without sny previous notice of
such defanlt, proxptly pay the same, The partieg of the
third part do further agree when ihe agsiznee of the party
of thc firgt part shall be fully incorporated and crganized
and Ten thougand ($0,000) Dollars shall have baeen saad in-
to ity Treasury for its stock, md the party of the first
part will tender ud dcunr to e punn of the third
part an uu(n-z: of, roxzy- "{p/or om‘:ﬁq of the qap~
ital stock thereof, <that they will acoept the amme and pay
to the party of the first part therefor the sum of Yorty-
nine hundred Dollars ($4900)., in cash; they do. further
agree that tke managemont of the said theatrse throushout
the term of the said leass, or any resewsl thereof, shall
be in the hands of the party of the first part, save and ex
oept that they shall have the right, subject to the forego-

06

ing provisions, %0 nams an assistant treasurer of said thea:rs

«8e
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and his succegesors. They do further agree that if during
the operation of the gaid theatrs, the gaid agsignes of the
party of the firsgt part shall sustain a loss end ite egpit-
al becoms thersdby impaired or reduced, that thev will, dure
ing the periad of such loas, Or the impairment of .ats.cap~
ital, pay weekly at the end of sach week, upon demand, one-
nalf of the amount necesgsary to keep the treasury of the
said corporation at Ten thousand Dollarz (4$10,000), it be-
ing the intention of the partiss of the first and third
parts that there shall at all times be in the treasury of
the said corporation at least Tem thousand Dallars (§10,000)

The parties of the first azd third parts do
hereby agres that upon the formation and organigation of
the corporation, assignes o7 the party of the first part,
they will enter intc s separa?e agresnnt with thu gafid core
poratlon t0 eave 3nd xeep harmlags the same from any andall
loss and 11adility in sccordance with the farepoin provi-
sions each of saicd parties to assume and agrec 20 pay one-
hal? of such 1loss s8¢ and when it ghall be sisgtained; mch
sgreement alao 40 contain a provision that all of the gtock

of tho corporation shall bear an endorasement that it is is

“sued and held suheet to the tetme of sudh agreement,

It is mutually sgredd dbetween the parties here
to that provision shall bde made for the distribution of
sevonty-rive per oant (75%), of the profits of the corpoers
ation, go to be formed by the gaid party of the first pari,
as aforegaid, on o> about Septamber lst of each year, by
way of dividends, and the balance of the pro¢its to remain’
in the trsasury of the corporation as security againat poase

ible future loes.
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It i6 further agreed betwsen the parties of ths
first and third parte that at the expiration of the tera rae
sorved {n the said leage, or sy renewal or sxtension there-
of, the parties of the thn-dA parts will endorse, deliver amd
return to the party of the first part any and all oertifice
ates of sgtock theretofore igmued to the parties of theﬂthird.
part in the ea:d corparation to de formed by ths party of

Rl crmad
the first part, as aforesaid; if the parties of the third

/" part aball-hase Suldyieeptoand posformoi-th mrgromTTt=mn

.

SATLIIL AR P OSBRIt e 0-—b0-ado-horcunden—ane ghall

hays made the esveral payments by them requiredto be made,

thu ’hca and in such event the pmy of the f£&r at part wil}
s b g b b,
A pq te tho p es of the thu" part Xhe e

.

¢

-

4§“

hundrsd dollars ($4900). by them originally paid for said
stock, and in addition thereto, oma-half of the undivided
profits and surplus which the gaid corporation ghall then
have iz its treasury, the intent hareof bein: that the pare
tieg 0of the third part ghall not only receive the cogt of
sald atook, dut the proportion of profit nd. any ourplus
which the said corporation shall hive in itg possession at
snid time,

BIGHTH: It is further agroed that the parties of-
the second and third parte shall, st all reasonable izemy
have access to the sacount books O0f the said eorporation,
and shall be entitled to make extracts therefrom from time
to time, eud to examine them am well as &1l wvguchers and
any other oontr:o:* paper which unl for the paynent of
any Unz’ and no qzmﬂw ;my £
&hg\ot over s-unnun dred Dollars (@900}, other than

«10=
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7 the paynents required tc o =il WWZW
all be psd by such corporation, other

then by and with the congent of thu holders of -Ltw-dpnd

two-thirds per cent (66-2/3%). of the total outstanding stock

thereof; said corporation, when formed, to agree %o kaep

o

fully, true, just and correct books of aceount, wherein
shell bhe entered all rsceipts as well as all dishursencnts
made by it, and no diaburgement in excess o~ Ten Lollars
(%10). anall be made exoepting upon a voucher and receipt,
There shall bc sent to the parties of the thirTd part weekly
statements of the business of the gald corporaticn at the
end af each week, and at the end of each six months a bal-
4nce gheet ghall be struck and a true copy thereof rendered

to_the parties of the third part pereto,X m oyl
ade Ao ol
ey »&-7/-_:, i i ST e oy e fiae

7 X thestrada’ season, within the zeaning of

this agrecaent, shall be deemed to consist of the time be-
tween the first Honday of September in each year and the
tast S:mu'dcy of Xay in the fouonnv year, i ptes % o

/7{7 DS R R o TR
'ﬁ WITRRSS "‘mﬁwf' the parties of the 7
- firast and third parts have hercunto set their hands and aeals
and *he party of the seoond part has hereunto cansed thees
prosmta to be simned in its corparste name, by its duly
suthorised Presidpmt, and its corporate seal to b= a®?ixed
therato, by order of the Board of Dirsctors, the day and

”

year first above written,

- o n -
‘ , %..3.)
_IN PRRSEITE O7: 2 >

. P T (Il's-)
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Appendix O:
Amusement War Tax Documents sent from Toronto to the
Shubert Home Office, May 22, 1917 (Source: Shubert Archives)

coPy.

Toronta,May 22/17.
Yr, J,J.Shudbe~"L,
Shude~t Theatr{:=al Co.
223 ¥.44th, St,.

New Yo-x City.

Dear =, Shube=t:e

Iwing to thp . Jolmur’'s wi’e the 3the” duy,he nas

nat kean in the of’{ce un asked me %o wrile you in answer to
your lazter,vs, the “Wa~

1 hava the sum o’ $500. de fo~ "Wu~ Tax" receipts anly, lbuy the
tickeis 7-0a the ’{=m who /is % the Goverment to maka same. The ticket
u~q sold in rolls of 2300\tq nef fallowing ~utae,that {s to suy,when !

buy a =oll of 2g War Tax” wh to 340,00 1 give thea $35.00 taking of?!

oy

the 10% wafca ls allowed

90 w "oll of 2000 ¢ 5¢ 1 3iye '-.’.‘0 tuking off 7% walch !s ullowed -
on <23 five's.

On a "oll of 2000 ¢ $190.9C :aking off the S% which is al-
lowed us on the ten'e,:-thus

2300 3 zee=cascceatsl 00 lamn 107 ---¢ 36.07

2000 § Sgemwmmnan +=<100.99 less 7H%eee=e  $2.CO
2000 @lGtecmmancacs 200,00 leay She-ee-- 190.00
9240.00 4318.00

313.09

Coma. § 21.30
Now as you will see f=33 the lllust-atlon,the
“coamisslon” an t1ls mmount of ticcots purcimsed
wauld be #21.30,wnich la creifsed to yau~ cash ~scoipts,

L3
fo- thia week ani not put back ints the “wa~ Tax Fund”
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(2)

Now acco~4ing to illustartion, 1 haves on hand $160.00 in cush end value in ticka!
9340.00.3hau1‘14 raqui~e the roll of flve cent war tax } put same in =ack ‘ov
use, taking $100,00 out of this weoks attractinns =eceipte,putting the £100.00
back inta the wa~ tax funi. ! 4g 1ltkewiee ¢ith the othar tickets | have on hand.

In Satu=iny the tickets that are left In tha ~"acks o™ the pa~tly used
*olle 1 taka count of and {f {n all counting the 2g,5¢,%heve rearine ticrets to
the value: of 2173.72,1 ake ’vom the wur tax fund this emcunt,putiing aume back
into this weoks attractlon,

In apening Yonday, tha hing 1 do,1is to tuke 2123,72 aut of thise

woeke attruction putting the wu~ tax ‘und. 1 sell us {2 were,

what 1 have 1a‘t ot he t the end of the week to the ’‘ollowin

weok.

The =waney tadan i aus: bea «<apt in the Arawer~ containing

the mane; of :ne olaying tjla o sny,if,when sclling a £1.C0 tick

et’o* the coming attractia pit ints the 4ruwa~ kopt for the monie:

of that ait-uztion und the five cents you [5uvo chu=gzat fer= the wur tax you will

put inis tae i-awa~ o’ this week fie

In maxing up ihe Govevmen ~eps~t,which {8 kept up to 4amte daily
by me,1 tuxke, ‘o~ inatanca,or “onday the =augh bax ofica stutement and a4
to it mentaly,ine nuuber {st un4 news papn~ prases.
Encloand youi will find capy a 1 tuke count an Saturduy Night of pae

i1s0d ~olls.
Teusting 701 will be abla to sem my wray of tarxing ca=s of the war 2ax.

1 ~emain,Yyour Vary Truly

Asst, Trous.

Gean s b e “ e
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WAR TAX ON HAM T MAY 21lst,

2z

168,090

135, %64

Tickets 1.133
2y

26,72

in Vault

1 roll o~ 2000 ¢ S geemcaancncaen 2100, 00
1 r011 o™ 2000 § 2 Zeccecceccuece

actia)l ¢ ash 9n MuNdececcaccacnanaacea

¢

& 89.32

410,19
500.09

W
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