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Abstract

Abstract

Supervisor: Dr. Jennifer Wise

In the month o f December. 1904.420 theatre companies were "on the road" 

in North America. This volume o f touring was made possible only by the 

centralisation o f the commercial theatre business, a feat o f organisation accomplished 

by three partnerships that came to be collectively known as the Syndicate: Marc Klaw 

and Abraham Erlanger; Charles Frohman and A1 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 o f  these firms throughout the period 1900-1916.

The first two chapters o f my dissertation provide a general context and 

information on theatrical conditions up to the foundation o f the Syndicate with 

special emphasis on tours o f North America. In the second chapter. 1 pay special 

attention to the makeup of the combination companies that ruled the road during 

1900-16. My third chapter investigates the organization o f the Shubert main office. 

Included in this chapter are examinations o f the various contracts the corporations 

used to form and control their empires. My fourth chapter examines the road 

companies. Topics 1 cover in this chapter include company operations, route 

changes, employment o f 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 

o f road theatres to choose from. 1 selected circuits that conducted operations in 

Canada as the basis for the chapter (circuits operated by Ambrose J. Small and 

Corliss P. Walker). 1 conclude my dissertation with a discussion o f the road in the 

late 1990s because many o f the conditions o f touring today are reflective o f touring 

in the early 1890s. The road at the end o f 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 o f the records there have never been analysed by academics 

and they provided a fertile field for my investigation. Contemporary periodicals, 

especially The Mew 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.

Examiners:

Dr .Jen n ifer W iseW iperv'isor ( Department o f Theatre)

LÎRcf^Hardy. Departmental M em bj^^^pâ^ jïfe i^  o f Theatre)

Ï^S tichbu ry . D jp àn h i^ ta l M em berTD epgrnnot^^ )

Dr. Ar thdnV^Jenkins. Outside Member (Department o f English)

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

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 o f information is much less than is found on later dates. The majority 
o f the early information is contained in a series o f letter copy books, while the 
later dates are covered by volumes o f  letters, contracts and other materials.

2. Chapter Titles
Chapter titles are composed o f words found in the Variety "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. I have taken parts o f  this vocabulary and used them in my chapter titles. 
The words 1 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 o f  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 o f  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 

o f  small towns.- The immense scale o f commercial theatrical activity in the early part 

o f the twentieth century must rival or exceed the scope o f theatrical endeavour in any 

other era. Ultimately, the producers o f this theatre were capitalists for whom the key 

measure o f  success was monetary gain. In this, they were like other financiers and 

businessmen o f the era. However, their business practices had to be tempered by the 

particular nature o f 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 ofNorth 

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 o f  the staple products o f the North American economy. The main focus 

o f my investigation is on how theatre producers ran their organizations at the turn of 

the century. My examination o f the logistical and financial aspects o f 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 comers o f  the continent. My investigation encompasses a wide variety
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o f subjects ranging from the daily management o f  companies on the road to the 

choice and optioning o f plays and stars.

My reasons for investigating this subject are twofold. First is the popularity 

and resulting proliferation o f  theatre at the turn o f the century. While the volume o f 

theatrical activity was great, the amount o f theatre scholarship on the period is 

meagre. Among works published on the era there is a lack o f financial information, 

a deficiency caused by a general neglect o f the commercial theatre o f the time by 

scholars because o f its profit-motivated character. Secondly, touring theatre seemed 

to be making something of a comeback in the final decade of the twentieth century, 

and by understanding both its success at the beginning o f 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 o f 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 o f the attitudes o f 

performers and managers at the turn o f the century.

From 1896 until the second decade o f the twentieth century, touring theatre 

flourished in North America. In fact. 1896 marks the formation of the first large 

theatrical business association -  or in the argot o f the time, “trust" -  known as the 

Syndicate. The founding o f this organization marks the beginning o f "big business" 

theatre. With the control o f  hundreds o f touring companies and theatres falling under
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the direction o f  one organization, a true economy o f scale was achieved by these 

producers, allowing them to increase profits to a level heretofore unknown in the 

history o f  theatre.

The ending date o f my study is 1916. While this year does not mark the 

definitive end o f 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 o ff 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 o f more importance, the Syndicate, which had ushered in the 

era o f  “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 o f the .American 
theatre for twenty years. For nearly fourteen o f those years it enjoyed 
a virtual monopoly in the theatre. Having successfully maintained its 
monopoly in the face o f several revolts against it, it finally lost its 
complete control o f the theatre in America in 1910. as a result o f the 
Shuberts" intensive campaign. From that time to the time o f its 
dissolution, the Syndicate was held in check by a faction which had 
as much power as it had. Through the retirement o f  Hayman. the 
dissolution o f the Nixon-Zimmerman partnership, and the death o f 
Frohman, the Syndicate was managed entirely by Klaw and Erlanger, 
its only remaining members, in the last year o f 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 o f a monopoly. The end o f the Syndicate, like its 
origin and growth, was simply another logical step in the 
development o f  the American theatre. Thus, when its fourth 
agreement expired on August 31. 1916. the Syndicate came to an 
end. ^

The years 1896 to 1916 w ereatim eofgreat producers, star actors and legions 

o f now nameless men and women who provided entertainment for the ever
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expanding masses ofN orth America. Entertainers travelled thousands o f 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 o f theatre at the turn o f the century. But 

there were many other forces that helped shape the expansion o f theatre at this time.

For the first time, the urban population o f  the United States outnumbered its 

rural population. While Canada by contrast remained largely rural in 1900. the ratio 

o f urban to rural population was fast approaching parity. The increased urbanisation 

in both countries led to a set o f  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 o f  the century and were spending it in markedly 

different ways from their parents and grandparents. Instead o f  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 o f the city. In this era 

we see the rise o f 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 o f 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 o f  the century in all big cities.
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In addition to that growing nightlife, a host o f 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 o f  the chorus o f  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 
I don't care if I 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

o f the song, does not "care i f ’ she "never never” gets "back" to the everyday world

o f 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 o f 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 bom. The Syndicate was a combination o f 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 m ore/ 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 

o f the profits flowing to Syndicate coffers. 1 will discuss the Syndicate in detail in 

Chapter Two.

The first two chapters o f this work are concerned with the social and 

historical context surrounding the economics o f 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 o f 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 o f the 

proliferation o f key technologies in the era. A key requirement for continent-wide 

touring was the increasing complexity o f  the railroad network in North America. Of 

course, at the turn o f the century, railroads were by no means a new invention. 

However, the use made o f 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 o f theatre in the era. 

Predominant in this chapter is the rise o f the Syndicate and Shuberts as large 

international theatrical concerns. Included with the story o f  the two great firms is a 

discussion o f the “combination” touring companies originating in the theatrical 

centres ofN orth  America: San Francisco, Chicago and especially New York. The 

conclusion o f Chapter Two contains a discussion of the causes o f  the decline o f  the 

road, well underway by 1916.

The last three chapters are the heart o f the dissertation. These chapters 

consider the logistics and finances o f  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 o f personnel, fixed and 

variable expenses, route booking, communication, and the acquisition o f  talent and 

properties, both plays and theatres.

Throughout this dissertation 1 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 modem 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 o f  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. 1 concentrate 

on the differential between profits and expenses and the percentage o f income spent
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on maintaining a given production. These chapters also include a comprehensive 

study o f  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, 1 conclude with a brief comparative analysis o f 

the resurgence o f touring activity at the end o f  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 o f a new 
era that is to liberate moral forces o f 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 o f new birth.

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

- Louis Sullivan, Kindergarien Chats (1924)

Life in America began on the farm and was continued in the small 
city or town. In the eighties and nineties o f the last century the 
fathers and mothers o f  most families had been bom 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 o f urban, suburban, and 
rural, which was the background o f the nineteen-hundreds, into an 
intelligible, if somewhat generalized, explanation o f why we are what 
we are today.-

- Henry Seidel Canby, American Memoir 
(1947)'

Canada, in the twenty-five years between the election o f Sir Wilfred 
Laurier and the resignation o f  Sir Robert Borden, was a country being 
transformed.^

- Ramsey Cook and Robert Craig Brown, 
Canada: 1896-1921 {\974)
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Change pervades almost every aspect o f  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 o f  Canada and the United States and both countries 

experienced the process o f 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 bom. People living at 

the turn o f 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 o f whom 

had more free time than their grandparents or parents, desired leisure-time activities. 

In order to serve this desire, and employing modem technology, the theatre 

expanded.^

1.1 The United States and Britain

In theatre circles, the public's high opinion o f 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 o f both countries, an alliance between the 

United States and Great Britain promised to assure world peace, but even aside from 

matters o f national concem, 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 o f friends, but all the time they have a hearty feeling o f 

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. O f course 1 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 1 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 o f them took advantage o f  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, 

tfiroughout the period 1900-1914 approximately 214.000 people immigrated from the 

United States to Canada.* William R. Stewart in Cosmopolitan magazine, under the
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title *‘The Americanization o f the Canadian Northwest,” wrote:

When the Hon. Clifford Sifton, Canadian Minister o f  the Interior, told 
a number o f delegates from the London Chamber o f  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, o f  one o f the most 
remarkable movements o f population which this continent has seen 
since its settlement.

Five years ago the number o f dwellers in the Northwest of 
Canada who had crossed the border from the United States was 
insignificant. Today, outside o f the city o f Winnipeg and such o f 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 o f the two countries."^

While many Americans were pouring into the 'last, best West” o f 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 o f  Canada increased from 5,371,315 in 1901 to 7,206,643 in 1911 of 

which 1,751,246 were immigrants.” The population o f 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 o f about one million per 

year.”  The total population ofN orth America went from less than seventy million to 

over one hundred million by 1912, an increase o f  almost fifty percent. Most o f these 

new North Americans, as well as more established elements o f  the population, were 

moving to the cities o f  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 o f the population was 

urban in 1867, thirty-five percent in 1900 and fifty percent in 1920.’'* One result o f 

increased urbanization was a rise in potential audiences for the theatre.

13 Classes in North America, Unemployment and Depression

The new urban centres and styles o f living gave greater influence to the 

“white collar” worker. The white-collar class was composed o f 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 o f  the workers in 1870, they only

accounted for about thirty-five percent o f workers in 1900 and twenty-seven percent

in 1920.'* Meanwhile the workforce grew by about 139 percent from 1880 to 1920.'^

A result o f the percentage o f  farmers, traditionally non-theatre-goers, decreasing and

urban classes increasing was an expansion o f 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 o f depression. The 

depression from 1893-7 began our period; in the middle o f 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 o f  war in Europe. Despite these times o f  depression, the 

relative affluence o f  society increased overall from 1900 to 1916. However, these 

depressions did have some influence on the health o f  the theatre. The 1893-7 

depression corresponds to the combining o f assets to make the Syndicate, a 

consolidation that made the three component partnerships more secure in a time o f 

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 o f  the nineteenth century, railroad suburbs grew outside 

cities. With the considerable cost o f suburban railroad fares and housing, however, 

only middle- and upper-class citizens could live in them. The huge growth, starting 

in the 1890s, o f  suburban population was fuelled by the construction o f 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 o f  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 etfmic 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 o f  the theatre's immediate local area to journey to the theatre and back home
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within a reasonable length o f time. Trolleys were not the only reason the suburbs 

grew; the growing affordability o f  housing and the increasing prosperity o f society 

after the depression o f the mid-1890s contributed to their growth. The rise o f 

Building and Loans associations and the ease with which people were able to obtain 

mortgages helped them acquire their own part o f 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 o f 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 o f  communication increased through the growing 

use o f  the telegraph and telephone. This became a key to the business o f controlling 

theatre companies on the road. The faster rate o f communication allowed closer 

control o f  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 o f the companies and changes to be applied to any facet o f company 

organization to maximize profit-making potential. The producers could also control 

other members o f their organization, such as advance men or bill posters, from a 

central authority.

While new communication networks were speeding up the dissemination o f
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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 o f  time-saving inventions entered the kitchen: 

electric devices and prepackaged or condensed food. In the 1890s, major national 

brands o f food, such as Jell-0 , became popular. Because o f  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 o f 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 o f 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, o f  the modem beauty parlour.’’ The newfound 

respectability o f  cosmetics helped strip away another layer o f the contempt that 

surrounded the theatrical profession.

Electrical lighting affected the perceived length o f the day and the perception 

o f time 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 o f the sun and the change o f the 

seasons, now the pocket watch or factory clock set the pace. The final stage in the 

alteration o f  natural time was the institution o f 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 o f local times. Time was now defined 

by regular train service and the conductor's watch instead o f  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 o f 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 o f  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 o f  .American Railroading” stretched from 1866 m l9 1 6 .l t  was marked 

by the construction o f 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” o f railroading made possible the "Golden Age" 

o f 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 o f  every fair-sized town on the continent. The frequency 

and reliability o f train service made the economical movement o f  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 flill acting companies as well as sets, props and 

costumes for an entire production. A discussion o f the combination company will be 

conducted in Chapter Two. Prior to the rise o f combinations, local stock companies 

dominated the theatrical life o f 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, louring the West was very difficult for full

companies based in the East. Transcontinental lines had been thought o f as early as

the 1850s, but until the joining o f the Union Pacific and Central Pacific Railways in

1869 at Promontory, they were not a reality. Within twenty-five years o f the

completion o f 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 o f the Northern Pacific Railway in 1883 and the Great

Northern Railway in 1893. Canada was finally bound from shore to shore in 1886

with the completion o f the Canadian Pacific Railway at Vancouver. Canada also

gained a second transcontinental with the completion o f  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" o f  New York and Chicago:

New York is without doubt the theatrical metropolis of America. It is 
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 o f the country."^

However, there was also a downside to the increased movement o f people and

theatrical companies by the railroads. Wrecks were an all-too-common experience

in the unregulated and unsafe environment o f early rail travel. Approximately 10.000

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

injured."* The pages o f  the New York Dramatic Mirror were rife with accounts o f
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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 o f 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 o f an Uncle Tom's Cabin company caught fire in a collision and ”[t]hree 

musicians, members o f  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. Illinois.’* 

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 o f this suit is not known, damages 

o f $600 for lost performance time was awarded to the Byrne Brothers o f Decatur, 

Illinois, on October 9, 1897. Two years earlier, officials o f  the Illinois Central 

Railroad had refused to move a car containing the Byrnes' scenery and properties 

with the result that the company had to miss a performance in Bloomington, 

Illinois.^®

While catastrophes on the rails were still an all-too-common experience.



Chapter 1 21

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 o f  wood and building flexible vestibules between cars). As well, the 

introduction o f 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 o f 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 o f 1 to 2 per mile (at the time the standard fare 

was 2 to 2 ‘/20 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 o f 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 o f  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
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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 o f 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 o f charging an extra ten pounds o f weight per inch for 

trunks over forty five inches high. Trunks over seventy inches would no longer be 

carried. If the raise were implemented, "a large number o f theatrical performers will 

have to go out o f 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 o f touring 

continued to increase. While the railroads still wanted theatrical traffic, their main 

goal was to turn a profit. Marc Klaw, one o f 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 o f  [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 o f  a production o f 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 o f 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 o f  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 o f grooves for sliding scenery. The author o f 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 o f  another modem institution that dominates life in the latter half o f 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 o f  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 o f  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 o f 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 tum-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 o f  choice.'"*' Thomas Schlereth writes that consumerism 

between 1876 and 1915 grew because "[b]riefly 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 o f  living went up. Wages did not rise by appreciable 

levels, but perhaps with smaller families and lower prices on foodstuffs (a package 

o f Uneeda Biscuits was still a nickel) families could afford more. Robert Chapin in 

his dissertation titled The Standard ofLiving among Working M en's Families in New 

York City (1909) found that "one o f  every three families went to the theatre, with 

those having higher incomes partaking o f these activities [parks, visiting friends, 

theatre] to the greatest extent.""*^ While the size o f  recreational expenditures 

depended on level o f income, almost all families enjoyed some form o f 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 o f 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 o f  their leisure time. Many industries

arose at the end o f  the nineteenth century to take advantage o f  the expanding market.

Legitimate theatre was only one o f a number o f entertainment choices that included

vaudeville, burlesque, motion pictures, amusement midways and professional sports.
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Information on audiences for many o f these activities is scarce, but the impression 

given is that such audiences were composed o f  no single class. I shall briefly 

examine some o f  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 o f  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 o f the number o f street cars fans had to 

avoid to get to the games. One o f  the most important developments in professional 

sports was the fostering o f a star system. Fans began to idolize their favourite players 

such as John “Honus” Wagner, Ty Cobb or the Chicago Cubs’ infield o f J. J. Evers. 

Joseph Tinker and P. L. Chance. This star system also occurred in theatre, vaudeville 

and later motion pictures. While it is true that a "star system” o f theatrical and 

musical stars had existed prior to this era. with the increasing means of 

communication and the larger circulation o f  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 o f  the early nineteenth 

century. The sport was still somewhat savage, but was now better governed by the 

Marquis o f  Queensbury Rules. It was outlawed in New York State, but was still
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carried on in the back rooms o f bars or in farmers’ bams. Boxing and theatre merged

when heavyweight champion John L. Sullivan toured the country giving

demonstrations o f boxing and later actually acting. For Sullivan,

The theater developed into a lucrative source o f 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 51,000 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 Hopped in its Australian leg. Later, after his defeat at the hands o f 

Gentleman Jim Corbett, John L. took to the stage for many seasons as the star o f 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 (“'W ho owns 

your black body?’ says I, sockin’ him again.”). ’̂’ After the failure o f 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 o f the 

day. It is a prime example o f  the “star making” capability o f  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 o f  success in Australia may be traced to the absence o f 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 o f  a boxer.

One o f  legitimate theatre’s direct rivals was vaudeville. Where burlesque was 

somewhat coarse, vaudeville was clean, family entertainment. Many types o f 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 o f the considerable amount 

o f 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 o f 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 o f the theatre. In 

many vaudeville theatres, films were used to chase people until the popularity o f film 

outgrew that o f  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 o f  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 o f  people attending films every day quickly reached 200,000 in New York 

City alone.^' The operation o f 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 o f the nickelodeon also had to pay for the movies, but since 

the production companies were distributing the films to a number o f locations, the 

actual cost o f  creating those movies was spread out over a number o f businesses. 

Conversely, a legitimate theatre would require a number o f personnel in the front o f 

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 o f legitimate theatre in the era 1896-1916. 

However, there were many other leisure activities that occupied the free time o f the 

populace. Family outings to great urban parks, such as Central Park in New York 

City, were quite popular as a means o f 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 o f 

phonographs also became popular in the early part o f the twentieth century with sales 

numbering in the tens o f thousands.’-" .Admission o f the phonograph to middle-class 

homes was eased by the Victor Talking Machine Company's introduction o f the 

“Victrola."’ The Victrola was an elegantly finished cabinet containing a phonograph 

player that enhanced the look o f the parlour, rather than making it look like a 

machine shop.

I.IO Department Stores

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

sense, perhaps the new religion o f consumption found its idealization behind the 

plate glass windows o f the new department stores. The new architects, including the
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likes o f  Louis Sullivan and H. H. Richardson, were actually erecting new religious 

sites for the country, temples to consumption. The fantasy o f  design did not stop on 

the outside: “in their unprecedented use o f color, store managers transformed the drab 

interior o f  the dry goods house into a sumptuous theatrical set.“”  In fact, some o f the 

shimmering window displays were designed by members o f the theatrical 

community, notably L. Frank Baum, author o f  TTte Wonderful Wizard o f  Oz ( 1896).^^ 

Finally,

Marshall Field had a particular genius for satisfying both society 
matrons and shop girls in his theater o f shopping and spending... 
[m]aking everyone actresses in their consumer indulgence in the era's 
'pecuniary canons o f  taste.

The variety o f merchandise housed under the single roof o f  the department store.

which put control o f  all facets o f  the retail industry under a central management, in

many ways reflects larger developments in business in general in the country.

Increasingly, in many industries o f  the United States, including theatre, "trusts."

■‘combines*’ or "syndicates” were formed to achieve higher profits by cornering o f the

supply o f  a service or product.

1.11 Trusts

The businessmen engineering these great trusts were often derisively referred 

to as "Robber Barons.” Notable, or notorious, e.xamples o f  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 o f  the twentieth century, "trustified” businesses were found in many sectors 

o f 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 o f over $7.2 billion, "covering every line o f 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 o f the theatre -  Charles Frohman, Marc Klaw,

Abraham Erlanger, Fred Zimmerman, Al Hayman and Sam Nixon -  created a trust

or syndicate o f their own. The Theatrical Syndicate was destroyed by another

syndicate, the Sam S. and Lee Shubert Company.^* However, 1 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 o f 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 o f 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 ‘til 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 o f 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 o f stock companies in major cities in British

North America and the United States in the early decades of the nineteenth century.

The era o f the preeminence o f stock companies lasted from the beginning o f the

nineteenth century until the rise o f 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 o f  different productions. These companies were self- 
sufficient units, content for the most part to remain in one place and 
capable o f producing old and new plays with the same nucleus o f 
actors.'

Even as those stock companies were flourishing, the seeds o f their decline were being 

sown in the form o f 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, 1825).

The travelling star would whet the appetite o f 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 players with him

(such as Charles Kean did when he visited Victoria, British Columbia in 1864'*); then

the majority o f 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 o f  the 
entire company to tour the country, instead o f the single star, or the 
star supported by one or two leading satellites. This is the birth o f  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 flying 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 o f the nineteenth century. When the local theatre
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managers in remote communities realized that a good deal o f 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 o f 

creating productions. Typically, the combinations played a given road house for a 

percentage split o f 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 o f money. In 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 o f plays an important touring star might 

carry:

• The Bells
• Charles I
• The Belle's Stratagem



Chapter 2 36

• Richard III
• The Lyons Mail
• Louis XI
• The Merchant o f  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 IV
Francesca da Rimini 
Julius Caesar 
Othello 
Richard III 
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 o f the great 

production organizations o f the Shuberts and Syndicate and as such require a detailed 

analvsis.
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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 o f  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 o f nineteenth-century stock 

companies, Rosemarie Banks suggests that the first American touring 

company/combination was Howard A iken'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 o f companies to populate the road at one time were the 420 o f 

December, 1904.'- The number o f  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 o f 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 o f 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 o f them) o f popular productions would usually

be scaled-down versions o f the original companies meant to play less profitable

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 o f a combination company would be the

advance agent. He was responsible for arranging hotel reservations, cartage o f

scenery from the train depot to the theatre, train bookings, finalizing contracts with

theatres and for discussing the physical needs o f 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 o f  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 o f 
their "paper." and so jealous were the advance agents lest one should 
present a better "showing" than another, that this feature o f the
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agent’s duties soon came to dwarf all others.

The main mediums o f advertisement were handbills and posters. In the 1880s and 

90s, the agent himself had to sally forth with his bucket o f glue and bundles o f 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 o f within mere moments on arrival in 

a city, the main publicity duties that fell to the agent were newspaper liaison and the 

staging o f 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 o f the number two company o f 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 o f 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 o f publicity materials for all their travelling 

agents (he later took over the management o f 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 o f 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 o f  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 o f 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 o f the Eddie Foy Company, you are to take

hold o f  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 o f their

company, the home office would pull rank if they did not produce suitable financial

results. In this letter to Thomas McCarthy, the manager o f 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 o f interest shown and a 
tendency on the part o f  most o f 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 business? Is your advance man 
satisfactory? How is his newspaper work?

I 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 
o f conditions as you find them -  as to whether your show has 
received the right sort o f publicity and the reasons for the poor 
business.'®

Not only does this letter underline the direct accountability o f the manager for the 

performance o f 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 o f 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 o f the century was more concerned with 

directing the company than with modem stage management duties such as calling 

cues and supervising the technical crew. However, the stage manager o f 1900 was 

not usually responsible for the original creation o f the production, but rather for 

maintenance o f 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 o f the company's performance fell on the 

shoulders o f  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 o f the performers and the maintenance and

deployment o f 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.

1 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.

1 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.

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

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 Whitiington Company. While Evans seems to have had control 

over movement on the stage by the tone o f his letter, his authority was limited by the 

possibility o f  an appeal by the star to the home office or the need to spend large 

amounts o f  money (such as for new costumes). The conduct o f 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 o f star. At the top were the performers whose 

companies were billed with their name(s) rather than the title o f a play, such as Julia 

Marlowe and E. H. Sothem or Sarah Bernhardt. On the next level were stars who 

were billed with a play title, such as De W olf 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 {\%99. adapted by Gillette from Arthur Conan- 

Doyle's short stories). The third and most numerous group o f stars were really just 

leading performers who received little or no individual billing.

The stars received preferential treatment in terms o f hotel rooms, sleeping 

berths on trains and dressing rooms in the theatres. The more famous stars, such as 

Bernhardt or Marlowe and Sothem 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 o f her contract requires her 

to play a minimum twenty-week season o f  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 Pullman 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 o f 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 o f her contract are reflective o f  the highest level o f star."

Eddie Foy, a Shubert star, was ranked amongst the second-tier stars whose 

billing was usually placed before the title o f 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 o f the net 

profits at the end o f 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 

o f  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 o f 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 o f the producer. If a 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 o f 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 o f production elements carried with the combinations. For Elsie 

Ferguson’s company playing The Outcast under the management o f Charles Frohman 

in 1914. the set, lighting and properties lists cover some four pages o f typescript. 

Included were thirty-seven set pieces (drops, flats, borders, tormentors, etc.); eight 

crates o f  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 o f eleven.’^

The scenery inventory for the Shubert production o f 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 o f 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 o f 2c to 2!6C 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 o f the Marcelle Company touring in September 1908, requested the general 

agent, passenger department, o f the New York. New Haven and Hartford Railway 

Company to write up a quote to move eighty people with two si.xty-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 o f  $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 o f  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 wTote
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H. Canby, manager o f 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 o f 

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 o f theatres all over the 

countr)', managers came to New York City in the summer to book acts for the 

upcoming year. During the earliest part o f 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 

o f  performers. In the 1870s, many o f the agents only provided office space in New 

York for visiting managers and stars rather than comprehensive booking o f acts with
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theatres. The system was still somewhat chaotic, with actors, agents, managers and

railroad agents rurming 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 o f the business o f 
the theatre was conducted on the sidewalk, in hotel offices, cafés, 
and, I regret to say. in barrooms. In those days managers o f 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 o f what are called troupes or 
combinations.^'

The managers hardest hit by this chaos were those o f 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 

o f continuous booking dates. Circuits formed in all areas o f the United States and 

Canada (see letterheads in Figure 3 for some examples o f 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 o f the 

1890s were those o f  Harry Klaw and Abraham Erlanger, and Charles Frohman and 

A1 Hayman.

2.5 Formation of the Syndicate

Before 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 o f 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 o f 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 o f  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 o f  Texas. Bemheim estimates that they 

controlled about two hundred theatres at the time o f the formation o f 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 o f 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 o f  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 o f 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 o f 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 o f  the six managers, supplying many of the productions that toured the 

Syndicate theatres.'* Al Hayman also began as a manager o f road companies and later 

began acquiring the management and leases o f theatres in the West. The first theatre 

o f import that he managed was Leavitt’s Bush Street Theatre in San Francisco. While 

based in San Francisco, he gained control o f theatres on the coast as well as a chain 

o f 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 o f Leslie's Monthly Magazine wrote that Hayman 

“dislikes theaters, plays and players, and worships art if the box office is o f the same 

opinion."'*

Nixon and Zimmerman were definitely the junior partners o f 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; N ixon was a salesman and 

Zimmerman a baker. Both became managers and later lessees o f the theatres in 

Philadelphia, Pennsylvania and Ohio.

How did the Syndicate come about? Most scholars see this organization as 

a natural development o f 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 o f  specialized actors and facilities were required. New York, the 

largest metropolitan centre o f 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 o f 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 o f  theatre could manage it. The members o f  the Syndicate, with 

the notable exception o f Charles Frohman, were concerned only with the business 

side o f theatre.

The Syndicate’s genesis was also partially due to more general trends in the

economy o f North America.

In the late nineties, the postdepression merger movement virtually 
completed the domination o f most capital-intensive industries by 
publicly held corporations, a move facilitated by the liberalization in 
the “traitor state.” New Jersey, o f general incorporation laws.^"
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While the theatrical industry was not as capital intensive as many o f the other sectors 

o f  the economy (such as railroads or manufacturing), considerable outlays o f 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 o f theatres large enough to provide 

thirty-five to forty weeks o f bookings without too much repetition. Since the majority 

o f stops were only one-night stands, the number o f theatres required to book a 

company for a full season was in excess o f 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 o f stops, a road theatre needed just as 

many weeks o f 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 o f  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 o f fully booked theatres without 

having to pay the cost o f equipping hundreds of companies.

The increased velocity o f  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 o f  theatre, road companies) on such a large scale 

and control the operations o f 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 o f  mass production in North America was a "response” to the opening 

o f  mass markets by the new transportation and communications network/^ In this 

light, the forming o f the Syndicate, a mass producer o f sorts, was perhaps an 

inevitable response to the changing demand for entertainment. In general, under the 

considerable influence o f 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 o f 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 o f is land  communities' into a far more homogenous and integrated 

community.” "̂* The growth o f  large-scale businesses in other sectors was echoed by 

the development o f 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 o f the century, the Syndicate controlled theatres in all the major 

cities o f  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 o f  all sizes/^ Not all o f 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 o f  the theatre's operations. The Syndicate member was due profits from the 

theatre’s box ofTice 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 o f the 

house.

The majority o f 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 o f 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 o f A Thoroughbred Tramp 

through John Cort’s Northwestern Circuit in 1905-6. From this table, we can see that 

the company covered a good deal o f territory in just over two months (including a 

Jaunt into British Columbia). Population size varied greatly from one stop to another, 

from the low o f Oaksdale at 882 to the high o f Seattle at 237.194. The practice of 

stopping in such towns regardless o f population size is indicative o f how hard 

managers tried to avoid any unproductive travel time. Facilities at each o f these stops 

would vary greatly from fully-equipped purpose-built stages to converted buildings 

where the actors shivered in front o f a couple o f cracked mirrors in a damp cellar. 

Most o f these stops were less than three hours travelling time from each other (with 

the exceptions o f 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 

Esquimau and Nanaimo Railway lines. In fact, multiple daily runs were conducted 

over many o f these routes. The Canadian Pacific Steamship Company provided daily 

service to the mainland from both Nanaimo and Victoria. The availability o f regular 

train and ship service made this type o f 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 expenses many times over. The route for A 

Thoroughbread Tramp is not unique. Cort booked a large number o f companies for 

the Syndicate over this territory every year."**

The anecdotes concerning the hardships o f  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 o f  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 o f  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 o f  brooms at 
that "best hotel in town."

And the rueful mood which the awful food calls up 
with an awful frown.

But the '‘temple o f art” makes you sick at heart, 
the saddest o f  all sad things.

With its miniature stage, where you dress in a cage, 
or are forced to make up in the wings.

Next mom you hump for an “early jum p” on the 
only train your way.

To another tank o f  an equal rank with the one you 
played to-day.^’

With the booking rights o f so many one-night stands in their possession 

(through personal contact and the ability to supply productions), the members o f the 

Syndicate could convince, some might say coerce, theatres in major cities to give 

exclusive booking rights to the Syndicate. With control o f 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



Chapter 2 58

theatres, but that the managers were being made to agree not to book any productions 

other than those provided by the Syndicate on pain o f being penalized by having their 

supply o f attractions cut off. William Archer, in The Pall Mall Magazine, commented 

on the practice o f  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 o w t i  

"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 o f the 
house, who wished for a higher class o f 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 
o f  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 o f what brought

the theatres into line. The productions, without the Syndicate's booking, could not

play strings o f 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 o f 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 o f 
New York or Chicago, to jum p him hundreds o f miles between 
performances -  in short, to ruin h im /'

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 o f the industry made quite good profits from the Syndicate's

systemisation o f 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 o f  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 o f their rivals and successors, the Shuberts, they were definitely profitable. The

Syndicate had many ways o f 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 o f the theatre's gross

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

[T]he 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 o f  the gross receipts, in other cases one-third 
o f 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 o f 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. I 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.”

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 o f 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 o f Klaw and Erlanger -  
Belasco swore an affidavit that, in response to a letter from Mr. 
Erlanger representing the firm o f Klaw & Erlanger, he called at 
Erlanger's house to consider the question o f a route for his new star.
David Warfield. "After some discussion," to quote literally from this 
enlightening legal statement o f the deponent, (Mr. Belasco), "Mr.
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Erlanger finally agreed to furnish a route, provided the firm o f 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 o f 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 o f the firm o f 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 o f the road, 

abuses o f  the system such as that related above took place and caused some 

discontent that would result in rebellions against the Syndicate's power.

The longest-suffering enemy o f the Syndicate was Minnie Maddem-Fiske. 

This actress, in league with her publisher ( The New York Dramatic M/rror)/producer 

husband, Harrison Grey-Fiske. stayed resolutely independent o f the Syndicate until 

the Shuberts’ abuses o f 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 o f  the Syndicate. However, by the 1910s. with the rise o f 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 o f the Opera 

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

in North American theatre and on their wav to establishing a Svndicate-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 o f an immigrant family that settled in 

upstate New York. Sam began his theatrical career as a candy seller and later 

treasurer o f Syracuse’s Wieting Opera House. Early in their career, in 1894, the 

Shuberts acquired the road rights to Charles Hoyt’s A Texas S/eer (1890), then to A 

Stranger in New York ( 1897) and The Belle o f  New York ( 1897). All three o f these 

plays were quite successful both on the road and in New York City.^’ Building on the 

success o f those road companies, the brothers, led by Sam, began to build their 

empire in upstate New York. In quick succession they acquired control o f  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 o f 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 o f  the theatre and, with the help o f local businessmen, 

moved swiftly into theatre management. In the earliest era o f  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 o f 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 o f 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 o f the commercial theatrical scene in 

North America, but not before the great days o f touring on the continent had come 

to an end.

In 1903, the Syndicate, still doing bookings for the Shuberts. accused the

brothers o f  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 o f Klaw and Erlanger or any other 
producer, believing that the true interests o f the one-night-stand 
manager lie in a policy that admits the booking o f  any and all 
attractions that may seem profitable to him."’
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Quickly the Shuberts became the leaders o f  the independent movement which 

included such stars and producers as Minnie Maddem-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 o f $75,000 and owned a string o f over fifty 

theatres. In 1904, the company Sam S. and Lee Shubert, Incorporated, was formed 

with an initial capitalization o f  $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 o f 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 o f the road and 

the decline o f the Syndicate.

Many factors figured in the decline o f the road and the majority of the blame 

cannot be assigned to any particular one. Table 3. excerpted from Bemheim, shows 

the number o f  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 o f  a lower quality than previously. O f course, there still were first-class 

companies touring, but often the one-night stands were seeing duplicate companies 

o f  popular productions with second-rate casts. If we look to the Shubert roster in a 

typical week in 1909 (see Table 4). we can see the duplication. With the exception 

o f  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 o f  touring were on the rise while audience members 

already thought that the price o f  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 o f 

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 o f even just one quarter o f a cent per mile 

cut deeply into theatre company profits.

The story o f the decline o f 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 o f which, no doubt, had 
some share in the metamorphosis. No one, perhaps no two or three o f 
them would have been effective; but a combination o f  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 o f the decline o f the road to return

to an analysis o f 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 half a dozen or a dozen, the total amount is quite a sum. 
and the theatrical manager instead o f being something to be merely 
tolerated, looms up as [a] business man o f 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 o f  business is still further increased.'

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

Financially, the magnitude o f 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 modem

office, modelled after those o f 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 o f  the nineteenth century and into the first two decades o f 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 o f  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 o f 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 o f  how the Shuberts' main competition operated, but the bulk o f  the 

material will be from internal Shubert Corporation memos, letters, contracts and 

other documents.

To give some idea of the scope o f the Shuberts’ activities, 1 will begin with 

an analysis o f  the articles o f incorporation for both Sam S. and Lee Shubert, 

Incorporated, and the Shubert Theatrical Company o f New York in 1905 (and its re­

incorporation as the Shubert Theatrical Company o f New Jersey in 1911). Some idea 

o f  the business dealings o f the brothers pre-1905 will also be included, but the 

beginning o f  their large-scale business began after the first incorporation. After the 

larger Shubert picture is painted, an examination o f  how they acquired properties, 

physical and intellectual, will follow. There 1 will analyse a number o f contracts 

dealing with various topics from theatre construction and booking to concession 

sales, talent acquisition, merchandising and other subjects. An examination o f how 

companies formed and equipped themselves for the road will pay subsequent
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attention to the acquisition o f  sets, costumes and other physical elements. Finally, 1 

will move into a discussion o f 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 o f the Shubert business empire up to the incorporation o f 

1911 is difficult to sort out. Until that year, they were involved in a number o f 

different companies o f differing organizational levels: proprietorships, limited 

companies or corporations. Jerry Stagg, in one of only two full-length book studies 

o f the Shuberts, wrote about their penchant for theatre acquisition and company 

formation:

A statistical breakdown o f 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 o f  dollars for his companies; he had performed an 
incredible money-raising job. and miraculously, he had achieved all 
o f it without once surrendering control o f any [S taggs 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 o f  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 kevs to an understanding o f how the
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Shuberts were able to form their corporations and how their organization differed 

from the Syndicate’s. The scale o f  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 o f 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 o f 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 o f 1905, the Shuberts armounced a partnership between 

themselves and George B. Cox and Joseph L. Rhinock.’ Cox was the Republican 

“boss" o f  the city o f Cincinnati, Ohio. While some o f the money he used to form the 

partnership may have had dubious origins, it was readily available. Rhinock was a 

member o f  Congress from Kentucky who was heavily involved in race track 

ownership and real estate speculation. Cox, in the early phase o f 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 o f  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 o f  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 o f the Shubert holdings. These two corporations 

were the keystones o f 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. It was initially capitalized at $ 1,400,000 divided 

into $ 1,000,000 of common stock, consisting o f 10.000 shares at a par value o f $ 100. 

and $400,000 o f preferred stock, consisting o f 4.000 shares also at a par value o f 

$100. To the best o f 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 o f “eternal life" for the company.^ While 

the influx o f funds brought on by the Shuberts' incorporation was probably the key 

reason for their action. C handlers second reason, limited liability, was also 

important. Since the theatre industry was such a volatile sector dependent on the
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whims o f  the public and the vagaries o f  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 o f an incorporated company would 

reduce the effect o f 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 o f 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 o f the corporation covers just over two pages in the articles of 

incorporation and is fairly inclusive o f 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 o f  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 o f 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 o f  dramatic and operatic performances...*

In 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 o f 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 o f 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 o f the board o f  directors o f  the Sam S. Shubert Amusement 

Company (the precursor o f Sam S. and Lee Shubert, Incorporated) took place on 

January 9, 1905 with the three directors o f the company in attendance: Lee Shubert. 

Sam S. Shubert and J. W. Jacobs. Sam Shubert had Just completed preparations for 

the opening o f the Lillian Russell Opera Company’s production o f Lady Teazle (a 

musical based on Sheridan’s The School fo r  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 o f the company were examined by a 

committee appointed by the board o f 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 o f 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 o f stock. The motion was unanimously accepted and the secretary 

authorized to issue the stock.'” A special meeting o f the directors o f the company 

took place six weeks later to confirm that the assets o f 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 o f 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 o f investors' 

funds. One also has to wonder if during these meetings, especially when a 

"committee " o f  one is struck, the directors o f  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 o f  the company was $300,000 divided into 3,000 shares with a par 

value ofSlOO.'* Why the Shuberts founded two corporations at this time is not clear. 

The purpose o f  the second corporation reads much like the purpose o f the first, 

covering theatre and office construction, acquisition and creation o f stage plays and 

other entertainments, purchase and construction o f production elements such as 

properties or costumes, and conducting any business pertaining to entertainment or 

amusement. The duration o f both corporations was to be perpetual. The Shubert 

Theatrical Company in reality was more o f  a holding company with stock in a
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number o f  production companies and theatrical holdings. The Sam S. Shubert 

Booking Agency was perhaps the most important subsidiary o f  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 o f the turn o f  the century, the Shuberts still founded two 

corporations, both with the same board o f 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 o f Sam S. and Lee Shubert might have endangered the almost 

instant profits o f 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. O f interest are the 

legal signatures o f the presidents o f both companies at the end o f  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 o f 

this contract would have required only Lee Shubert and a lawyer to witness the 

document.

The last major Shubert corporate event o f the period was the reorganization 

o f  the Shubert Theatrical Company o f  New York ( 1905) into the Shubert Theatrical 

Company o f New Jersey in 191 l.The articles o f  incorporation for the 1911 company 

were published in a booklet o f  over one hundred p a g e s .W h ile  its purpose stayed 

the same, the new corporation took control o f a number o f  sub-leases and subsidiary 

companies that did not exist at the original founding. In a series o f 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 o f 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 o f some stature. Formal contracts were made to assign 

subsidiary companies over to Shubert Theatrical (1911) noting the legal name o f 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 o f  the century New Jersey had

attracted "nearly all corporations doing business in New York.*’’̂  There were many

advantages o f  doing business in New Jersey:

Incorporation fee 1/50 o f  1% o f the par value o f  capital stock 
Annual tax 1/10 o f 1% o f the par value o f capital stock 
charter could be obtained for any business or purpose 
only one director needed to be resident in the state 
amount o f capital stock unlimited 
no liability on part o f stockholders for corporate debt 
property and property rights could be basis o f stock issue.'*

The most direct results o f moving to New Jersey were the reduction o f taxes and the

further reduction o f  Shuberts' liability for business losses. The move to New Jersey

was in accordance with the larger business trends o f the day. By 1901. out o f all the

corporations in the United States, sixty-six percent o f firms with SIO million of

capitalization and seventy-one percent o f 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 o f the core documents that contain the organizational clauses o f the 

root Shubert corporations lie a plethora o f contracts and other documents that detail 

the many sources o f income the Shubert companies had available to them. Perhaps 

the most important types o f 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 o f theatrical 

real estate, even if  only for a limited time.

3.2 Booking Contracts

Booking contracts for both the Syndicate and Shubert organizations contain 

a number o f similar provisions. In every contract, the corporation is named as the sole 

and exclusive booking agent for the theatre for a minimum number o f 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 o f 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 o f Shubert or Syndicate (usually Klaw and Erlanger or Charles

Frohman) productions. The New York/cosmopolitan connection was desirable as it

lent an air o f  sophistication to the theatre and helped draw audiences through the

gate. For example, a clause typical o f this arrangement appears in a 1906 agreement

between Oliver Morosco o f Los Angeles and the Shubert Theatrical Company:

It is clearly understood that the parties o f the second part [the Shubert 
Theatrical Company] will book with the party o f  the first part at his 
Theatre exclusively, all attractions which play or appear in the City 
o f Los Angeles during the term o f this contract, owned, managed, 
controlled or booked by the party o f 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 o f co­

partnership. This clause was inserted to protect both parties, but particularly the 

booking agent, from any liabilities contracted by the other part)'. The second clause 

is a schedule o f the division o f profits or payment o f fees for the booking service. The 

terms named in these clauses vary wildly from one contract to the next. The highest 

booking fee found 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 o f the net profits o f the theatre. However, it also 

made the booking agency responsible for fifty percent o f  the losses o f  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 o f the profits; 

some contracts name a set annual fee. However, since the majority o f the attractions 

supplied to the theatres were Shubert- or Syndicate-controlled companies, the two 

corporations would also have reaped an additional portion o f the profits as the 

company owner. Finally, additional clauses provided for contract extensions such as 

procedures for a change o f theatre ownership, and/or provisions for the parties to 

withdraw funds beyond their share o f the profits to maintain their office 

organizations.

33  Road Companies

The booking agency and the road theatre made up two parts o f the 

organizational triad o f touring theatre. The third was the production road company 

itself. While the large majority o f  companies were supplied by the Syndicate and 

Shuberts for their respective houses, there was also a number o f  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 o f  the play and the 

formation o f  the road company. Included in this group are contracts for authors'
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royalties, acquisition o f  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 o f how productions continued to make money 

long after the original road company disappeared.

3.4 Play Acquisition

The first set o f  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 aimotations covering quality and royalty prices.-' Three months later, on May 

22. 1909, Shubert wrote Amberg with instructions about many o f the plays, such as

The Hawk: I wish you would let me know what you can buy this piece 
for outright. If I can get it cheap enough may arrange to buy it. Cable 
me at once upon receipt o f  this letter.--
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Although Am berg'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 

o f  the first part) agreed to deliver to the Shuberts

an English translation o f the stage manuscript promptbook and one
piano score, as part fulfillment o f  the provisions o f this contract, said
English translation having the preliminary title "Marriage in Sport."’-’

Some o f 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 o f 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 o f 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. 1905, 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.) o f the 

following works:

• Angelo (Victor Hugo)
• La Sorcière (Victorien Sardou)
• La Tosca (Victorien Sardou)
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• Adrienne Lecouvreur (adapted from A. Scribe by Sarah 
Bernhardt)

• La Dame aux Camélias (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 Maddem Fiske, Alla 

Nazimova and others, the above type o f  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 Cornelias 

and the plays o f  Gabriel D’Annunzio.

After a play was discovered and the possibility o f 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 o f  plays have six or seven 

clauses in common. First is a statement o f the intention o f 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 o f Shubert contracts were concerned 

chiefly with North America. The main clause o f all contracts outlined the amount of 

royalties due when the property was performed. Usually, the author would be granted 

an advance on potential royalties o f  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 o f 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 o f 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 o f the gross 

weekly receipts.’*

For Augustus Thomas, a very "bankable ” author in 1907, the royalty rates

would be higher: ten percent o f 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 o f  the second part [Thomas] is a dramatist and 
playwright, and the party o f  the first part [Shuberts] is a theatrical 
manager and producer o f plays and is desirous o f  producing a play 
written by the party o f the second part as hereinafter provided, and

Whereas, the party o f the second part has agreed to write a play for 
the stage presentation by the party o f the first part, in which John 
Mason. Esq., is to appear, and agrees to exert his best efforts and 
ability for the purpose o f  making said play a success.

In addition to the royalty schedule noted above. Thomas' contract also provided for

the Shuberts to pay him a $1,000 advance and fifty percent o f the net profits at the

end o f  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 o f  the second part [Klaw and Erlanger] are 
desirous o f  producing a play by Henry Arthur Jones, and

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

Jones was also granted an advance o f $750 as well as royalties on the weekly gross

receipts o f five percent o f the first $4,000; seven and a half percent o f the next

$2,000; and ten percent o f  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

Maddem Fiske in Sheldon's play. Salvation Nell. If Mrs. Fiske played the part.

Sheldon received five percent o f the first $10,000 and ten percent on amounts over

$10,000. If another actress played the part, Sheldon received five percent o f the first

$6,000; seven and a half percent o f  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 o f  how and

where the author's share o f  the proceeds was to be paid. Usually this clause would

name the author's agent and what percentage o f 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 o f 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 o f production. 

Each contract require the author(s) to be identified prominently in all advertising and 

programmes. The wording o f 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 o f high standing might have final approval o f the cast and production

elements. Playwrights such as Clyde Fitch. George Bernard Shaw and Henry Arthur

Jones had direct control over all facets o f the production o f their plays.

According to the majority o f contracts, the manuscript o f a play could not be

changed without the authors approval. However, if the producer did make changes

or introduce new songs or any other interpolations, these became part o f 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 o f 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 o f the song. Royalties paid to the 

composers were usually based on the number o f sheets sold and commonly ran 

between 20 and 50 per sheet. While this amount may seem somewhat low or its 

manner o f calculation unpromising, considerable sums o f money could still be made. 

In March o f 1905, 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 o f 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 o f $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 o f  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 in repertory, and particular plays might not be mentioned or associated with 

their contracts.

In general there were two types o f 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 o f contract could vary widely from one star to the 

next, but still contained all the elements o f  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 o f Actors' 

Equity and its “Producing Managers' Association-Actors' Equity Association 

Minimum Contract” as well as the institution o f 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. O f course, the exclusion o f 

certain rights (such as being paid for rehearsal time) lay behind the actors' strike o f 

1919 that finally forced producers to recognize Actors' Equity and use their standard 

contract. However, for the purposes o f this study, 1 will examine clause by clause the 

standard contracts used by Klaw and Erlanger and the Shuberts, then discuss some 

o f the differences encountered in custom contracts from the period.

While the language varied and the division o f  information between clauses 

was different, both Shubert and Syndicate contracts contained essentially the same 

provisions. The first and fifth clauses o f the Shubert contract and the first and sixth 

clauses o f  the Syndicate contract contained the heart o f  the agreement. Within these 

clauses were the name o f 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 

o f baggage and the Syndicate 200 pounds o f baggage for free. These figures roughly 

corresponded to the amount o f 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 o f 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 

o f 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 o f  the first part in obtaining a successor to the party 

o f 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 o f [the performer's] successor to join the company."

Clause two o f the Shubert contract and seven o f  the Syndicate contract 

guaranteed the producer the exclusive services o f the performer during the entire
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duration o f 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 o f costumes or property o f  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 o f 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 o f 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 o f the correspondence between company 

members and the home office. While some o f 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 o f  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 o f 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 o f standard 

contracts shows that, at the day-to-day level, the workings o f the Shubert and 

Syndicate machines differed only slightly.

Since Shubert and Syndicate custom contracts for featured performers 

differed little as well, the gulf between the terms of the journeyman performer and 

the featured performer was wider than between stars o f 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 o f repertoire 

and final approval o f casts. The contracts can be loosely divided into three groups; 

those engaging a star for a particular play; those engaging the personal services o f a 

performer for a number o f  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 o f  $700 as well as fifty percent o f the net profits o f  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 o f 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 o f the media 

and what was thought o f 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 o f 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 o f clause is quite common in many star contracts and underlines the dichotomy
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between the star and company gaining prestige from playing in New York and the 

enhanced profitability o f  the company playing on the road. Even where the stars had 

a share o f 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 o f 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 o f 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 o f the net profits as well as a drawing room in a sleeping car and 

a lower 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 

o f 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 o f the profits.^' Templeton’s contract could be seen as more o f a "personal 

services ” contract, with little definition given to what she would actually perform. 

She agreed to place herself at the disposal o f Klaw and Erlanger for the life o f the
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contract whereas Russell would only perform in Lady Teazle during the tenure o f 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 

their entire companies) were usually made only with overseas visitors. Although each 

contract o f this type did cover many more performers, much o f  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 o f  £75 per week with Forbes- 

Robertson. The rest o f  the company’s salaries were not to total more than £500 per 

week. Forbes-Robertson was also entitled to fifty percent o f  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 o f  the continent he covered many thousands o f  miles, travelling from the East
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Coast o f  the United States to the West Coast and throughout Canada. Irving carried

his entire productions, acting company and some technicians. Initially Irving tried to

tour on the grandest scale; however,

by the time they reached Philadelphia, Irving and his lieutenants 
realized the impossibility o f  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.^"*

Irving 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 Becket

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 o f his company quite dissimilar from the majority o f the touring

companies which were specialized combinations created around a single play.

Another actor-manager who toured in the style o f Irving was Sarah Bernhardt.

In the case o f  her 1905 tour arranged by the Shuberts, she was to bring a number o f

plays (noted above) on her tour and play them in repertory at her discretion.

However, instead o f  the producers paying the company directly, the Shuberts paid

Bernhardt $900 per week plus thirty percent o f the box office gross over $ 1.800. She

then paid her entire company out o f  these funds. The Shuberts still paid for all

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

accommodations for Bernhardt and others o f her company that she designated.



Chapter 3 96

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 o f 75,000 francs (about $ 15,000), which they would recoup at the rate 

o f 1,000 francs per performance after the sixty-sixth performance, and travelling 

expenses. Klaw and Erlanger agreed to pay for the entire production o f 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 o f 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 1 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 o f $9.984 in 

Kansas City in front o f 6,543 persons.B ernhard t received thirty percent o f 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 o f .Actor’s Equity, star contracts continued to be 

written and changed little into the twenties. Stars who received a percentage o f a 

play’s profits could make great sums. However, no stars relied exclusively on a 

percentage o f the box office; they always received a weekly salary in addition to the
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payment o f most o f  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 o f the Syndicate or the Shuberts. that seldom occurred in the first 

fifteen years o f the twentieth century. There still were many independent companies 

on the road after the turn o f the century and the danger o f 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 o f 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 o ff than performers, receiving smaller 

amounts o f  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 to 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 o f  life. He 
must sympathize with the aim o f  the author and understand how to
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develop and graduate the scheme o f 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 o f 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 o f stage director as we conceive it today.

A producer who often personally assisted in the direction o f his productions was

Charles Frohman, Daniel’s younger brother. John Drew, in his autobiography My

Years on the Stage, wrote that for the production o f The Masked Ball. “Frohman

came to rehearsals himself, and he did a good deal o f the directing. Often he made

suggestions; and good ones, but he never assumed the job o f general stage director

or producer.”-’* In fact, Frohman appointed another man, Joseph Humphreys, to be

his general stage director.^'^

In the case o f  Havana, a musical comedy the Shuberts produced in 1908. they

engaged Ned Waybum to supervise staging. The hiring o f Waybum 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 o f 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 o f Havana. Waybum was to be paid
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$ 1,000 divided into five equal installments and compensation at the rate o f $500 per 

week if  required after the initial rehearsal period. He was also entitled to equal billing 

with the composer o f 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 o f  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 o f old were creating a limited number 

o f  productions for a new season, the Shuberts and Syndicate were preparing literally 

hundreds o f  companies to go on the road. To launch many o f these productions out 

o f  New York economically, older scenery which satisfied merely generic scene 

requirements (such as a forest or similar outdoor scene) would be taken out o f 

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 o f a great deal o f  stock scenery around the coimtiy'.

In a letter 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 o f "Gloria,” together with 
the properties, which are stored in the Sothem [sic] storehouse, and 
also the new set built for [actress Alla] Nazimova called the 
transformation and designated as the little interior.

For the Lottery Company which opens a week from Monday night at 
the Bijou the second act set o f the [Lulu] Glaser show, which is the 
black interior, tapestry set. together with furniture, and fire place, the 
latter o f course to be taken care o f from the storehouse.'*'

The mixing and matching o f  sets from different productions was merely a

continuation o f the time-honoured tradition o f 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 o f  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 o f  this season’s shows will 
tour:- "Marcelle,” "Hamlet o f Broadway." "Havana." "Mile. 
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 o f 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 o f  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 o f the scenery; one from the design studio and one 

from H. Robert Law, scenic artist. Young Brothers and Boss quoted a price o f $1410 

for the work and Law quoted $1000. Law’s bid was accepted.''^

The Shuberts commonly used the firm o f 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 o f $200 dollars for the first five weeks and $ 100 per 

week after that."** While all payments were to be applied to the purchase price, 1 found 

no evidence pointing to a costume storage facility in the Shubert organization at the 

time. Perhaps the Shuberts would not take final possession o f the costumes at the end 

o f the season, instead selling them back to the costumer, if a revival o f 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 o f Colonial Style furniture for the 

final act (which they could purchase for about fifteen percent o f 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 o f bric- 

a-brac and three vases. The production also required six pairs o f lace curtains, vines, 

flowers, grass mats and cocoa matting for horses in the first act (the purpose o f 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 o f 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 o f sub-contractors offering their goods to theatrical producers on a time- 

purchase system, to spread the initial cost o f a production more evenly over a season, 

was quite prevalent, as seen in the case o f the furniture and costumes for Mary 

Mannering’s production above. Since the managers were outfitting a number o f 

productions at the same time o f the year (June through August), they needed to
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spread out some o f 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 De W olf Hopper production oïA nd  Whal 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 o f $274.75 for thirty-eight wigs and one beard and on the bottom is 

the note ” C‘ proposition rejected” in what looks like J. W. Jacobs' handwriting. The 

goods were offered at the rate o f twenty-five dollars per week for the season. The 

second proposal, with a total price o f $237.75, was accepted by Jacobs, but was 

amended on September 16'*' to include another beard, four pairs o f 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 DeW olf 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 o f  high quality and one o f low, as well as an overall 

discount o f  five percent. In the margins o f the Miller estimate is a note accepting all 

the lower quality and priced items instead o f 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.

In addition to such standard production items as costumes, sets, painting and 

properties, more esoteric design items were sometimes required. For the Hippodrome 

production o f 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 S 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 

o f  fVhat Happened Then, the Shuberts hired one Edwin Wakefield to “construct, 

maintain and operate a wire apparatus.” Wakefield was to receive S 125 per week for 

the apparatus and the following billing: “Aerial Evolution o f Mr. Hopper. Devised 

by Edwin Wakefield.” ®̂

3.8 Other Production Costs

Production costs also included many other items. To take care o f 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 o f 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 o f flats and risers made o f wood and canvas, the contract is mostly 

concerned with prices per square and running yard o f these materials. The contract 

also covered other kinds o f material (such as netting) and built-up scenery.'-

3.9 Routing Schedules

The final set o f  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 o f the Association was in Seattle. Washington, and it administered theatres in 

the states o f  Washington. Oregon. Idaho. Utah and Montana, and in the province of 

British Columbia. It also had connections with theatres in Alberta. Between March 

and September each year, 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 o f 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 o f  one-night stands in such “good show business towns” as Billings (Montana).

Pocatello (Idaho), Pullman (Washington) and Nanaimo (British Columbia). Split

weeks o f 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 o f route schedules). Occasionally.

an explanation o f portions o f  the proposed route accompanied the schedule:

Replying to yours o f  March 24'*' regarding route for “The Maid and 
the Mummy,” we have marked off as per your letter o f March 24'*' 
with the following expections [sic]. Have cut out Glendive as it is 
impossible for Glendive to play a company o f 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 o f 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 for this production (a large-cast musical). Cort likely added

Everett to the schedule for one o f 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 jum p would require a costly special train to be hired, thereby cutting profits.
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Another kind o f  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 o f "The Kiss Waltz” and 

included stops all over North America.

3.10 Contracts Between Road Companies and Theatres

The only kind o f  document created while companies were on tour were 

contracts with individual road theatres. There is little difference between Shubert 

and Syndicate contracts o f this type. Reduced to its simplest, this type o f  contract 

lists the two parties in the agreement; the name o f the theatre; the length o f contract 

(noting if any matinées were included); the name o f the play (or star); and the 

division o f  the receipts. These contracts also generally include a series o f  pro forma 

statements, which covered the responsibilities o f 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 a complete combination company and 

all publicity materials (which the theatre would usually distribute). Usually the road 

company took from 60% to 85% o f the total gate receipts. This amount would vary 

depending on the stature o f the star, the size o f the theatre and the size (or 

importance) o f the road city. In general, road companies took a higher percentage of 

the gate in smaller cities. This type o f contract was the final written step in the chain 

o f more or less verbal agreements between the booking agencies in New York and 

the theatres on the road. See Appendix H for examples o f  these types o f  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 o f the century

significant sums were made by producers from merchandising rights. The first set

o f 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 o f  these contracts was spelled out:

The party o f 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 o f merchandise hereinafter 
mentioned, also the rental o f Opera Glasses and to solicit audibly by 
means o f  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 o f  merchandise, the majority o f 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 o f 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 o f Shubert 

theatres, came to $19,300 per year or a total o f $96,500 for the lifetime o f the 

contract.^^ In return for essentially no investment on their part, the Shuberts would 

have earned almost $100,000 from the sale o f 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 o f the cost o f erecting a new theatre.

A related type o f  contract regulated the selling o f souvenir books at the Klaw 

and Erlanger production o f 'T h e  Sleeping Beauty and the Beast” in November 1901. 

For the privilege o f 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 o f the selling price. The contract called for Towers and Curran 

to pay Klaw and Erlanger an advance o f $500, which would be forfeited if  the book 

was never produced. Klaw and Erlanger also reserved the right to final approval o f 

the book or album. ”

3.12 Stock and Licencing Rights

The second set o f post-tour documents were for the stock and licensing rights 

o f 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 o f  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 o f 1908 and running until June o f  1909. The 

contract granted them

the sole and exclusive right, license and privilege to produce and 
perform the said play entitled "The W o lf, in the following 
territories:- Maine. New Hampshire. Vermont, Massachusetts (with 
the exception o f  the cities o f Boston. Worcester and Springfield). 
Connecticut (with the exception o f the cities o f  Hartford and New 
Haven), Rhode Island (with the exception o f 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 o f this contract and would have been subject to individual 

contracts because o f 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 o f these rights, the 

Shuberts were entitled to ten percent o f  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 o f twenty weeks or 

pay the Shuberts a penalty o f $250 per week below twenty. The Shuberts retained the 

right to approve the cast selected by the licensees, but the name o f 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 o f North 

America. In the particular case o f  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, o f  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 o f 1910-11. G ilm ore's contract was similar to the one noted above, 

except the Shuberts had no say in casting and Gilmore was to pay only IV2 % o f  the 

box office gross. In an additional agreement appended to the main contract. Gilmore 

was granted the use o f  all the original props and scenery o f the production for a 

further 5% of the box office gross.
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The contracts for The Bachelor and The W olf were made soon after the 

original productions left the road (actually multiple productions, three o f The Wolf 

and two o îT he  5ac/je/or). 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 o f  weekly rental prices for individual cities (See Appendix 1). This is similar to 

the way rights are acquired today, from a play broker, except that the weekly rental 

was determined by the size o f the city rather than the size o f the theatre. If the play 

was not sold to an agent, it could be acquired by a touring stock company, as in the 

case o f 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 o f 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 o f the myriad 

duties that members o f 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 all the day-to-day responsibilities o f  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 o f  the home office was a reflection o f a larger trend

in business management in general:

...a constant flow o f information was essential to the efficient 
operations o f 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 o f improved methods for collecting, collating, and analyzing 
a wide variety o f data generated by the day-to-day operations o f the 
enterprise.*'

The above passage is really discussing larger firms such as the Pennsylvania 

Railroad, but still rings true for businesses the size o f 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 o f Klaw and Erlanger, 

the main Syndicate office, were probably as large as the Shuberts' but. due to the lack 

o f  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 m anager’ Charles A. Bird. 

Sub-units o f  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 o f the 

departments o f  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 o f 

DeGrasse and Ascher. but they sometimes went on the road to fit up a company or 

to retrieve stored scenery. The functions o f 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 o f all press matter o f every attraction.
3. To maintain a clipping bureau.
4. To secure photographs o f 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 o f town opening.
8. To keep in close touch with dramatic editors in all of the cities and
supply them with press matter and photos o f all Shubert attractions.
9.1f 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 

o f productions the Shuberts had on the road each year 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 o f the increasing centralization o f control o f 

theatre on the road. Formerly, advance agents operated autonomously, gathering 

press matter and having photos taken o f 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 o f  the road companies using the advance agent only 

as a distributor o f material. Jerry Stagg, in The Brothers Shubert, emphasizes the 

importance o f 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 o f the art.'̂ ^

While all departments o f the home office needed to operate well for the Shubert

corporation to be successful on the road, the swift and decisive nature o f its

leadership was the key. For this reason, the myriad responsibilities o f 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 o f the Shubert
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Corporation. He made the majority o f  the announcements concerning new theatre 

construction and anti-Syndicate measures. J. J. seems to have had control over 

casting and directing plays, but o f  course Lee still had some input. For the most part, 

if  an issue required delicacy and negotiation, J. J. was kept out o f the way on account 

o f his usually pugnacious behaviour, while Lee imparted at least a veneer o f civility. 

Members o f 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 o f  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 o f the actual brothers themselves. He had been 

an associate o f  the brothers from their earliest time in Syracuse, and many decisions 

were left up to him, the only member o f  the firm other than Lee and J. J. to have this 

authority. The greatest indicator o f 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 o f 

telling those involved that they would be receiving less money. Jacobs also received 

notice o f  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 o f authority or a more direct line o f  communication with the 

brothers. While the brothers and Jacobs set policy and authored many memos. Bird 

was responsible for the actual implementation o f 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 o f  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 o f 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 

o f  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 o f theatres that a corporation owned or controlled. 

In Bemheim’s The Business o f  the Theatre, charts o f the numbers and names o f 

theatres controlled dominate the statistical representation o f the fight between the 

Syndicate and the Shuberts. While the number o f theatres controlled was important, 

especially those in larger cities, a statistic o f this kind discounts the importance of 

production companies and other sources o f 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 o f  theatres controlled does provide an easy and concrete 

example o f their relative power, few o f 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, o f these 

companies that would be a major factor in the decline o f  the road, not the lack o f 

theatres. O f course, as discussed in the previous chapter, the lack o f  companies was 

not the only factor involved in the decline o f the road. The centralization of control 

over theatrical production allowed the Shubert Corporation the flexibility to change 

the focus o f  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 o f 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.



Chapter 4 119

Chapter 4 

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

Nowadays, although you hear a great deal o f 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 o f  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 o f 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 o f  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 o f 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 o f these theaters are leased. In fact I 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. I suppose if we owned our property we would be even harder 
to get along with -  from the viewpoint o f the actor and the author.

Take the Garrick -  our Chicago theater. The expenses o f this house 
alone, exclusive o f what salaries may be paid to the members o f the 
company, are over $1,500 each week. The rent is large enough to 
represent an investment o f  a million dollars.'

- J. J. Shubert, The Business Side o f 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 o f their lieutenants and soldiers slogging
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through the trenches in the road theatres from September to May o f  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 o f  

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 o f theatres the Shuberts or Syndicate directly owned or leased. For 

this reason, most o f the discussion in the correspondence deals with the operation of 

the theatre rather than the booking o f  attractions. To begin my analysis o f conditions 

on the road, I 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, 1 will investigate how stage crew and technicians 

were paid and organized, both for the road and locally. Included in this discussion 

will be some comments on the International Alliance o f Theatrical Stage Employees 

and Allied Crafts o f  the United States and Canada (l.A.T.S.E.) because the union was 

solidifying its position throughout the first decade o f 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 o f this 

unpredictability, 1 will cite a few examples o f unexpected road events and the 

reactions o f companies and road managers to them. Finally. 1 will end the chapter by
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analysing the financial performances o f 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 o f the 

twentieth century. They both sought to run their organizations at the greatest degree 

o f 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 

o f 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 o f 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 o f  theatres not owned or leased by the Shuberts or the 

Syndicate, almost all the correspondence dealt with production quality and the 

division o f  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 o f the correspondence about the theatres' physical plants took place

between the beginning o f August and October, when the theatre managers were

preparing their theatres for the coming season. In a letter to the manager o f the

Shubert-contro 1 led 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 o f 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 o f 
Buckwheat coal, I wish you would try this quality o f coal, for the 
reason that you can save a great deal o f money by using it and obtain 
just as much heat. I think 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. I find no difficulty, whatever, in the East, in making 
contracts o f this character and I 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 o f  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. I 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 I have 
previously endeavoured to impress upon your mind, one o f the great 
successes in conducting a theatre is the keeping o f all expenses down 
to the minimum.^

Almost all o f the road theatres, if they were controlled by the Shuberts, had to submit 

a weekly rental cheque to the home office. The amount o f  the cheque would be 

deducted from the gross income o f 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:
R ent $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 original cast against us and the week following that "The
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Third Degree” is against us. Now "The W olf’ 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 o f  Burr Macintosh and the 
original cast in " The Man from Miss.” But 1 am a little worried 
about the next week, I 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 I ever saw a good 
show get. But I am hoping that John Mason and the original cast will 
get them, 1 am also placing a lot o f  hope on the fact that so few people 
saw it last year.^

After O. B. Sheppard, manager o f  the Princess Theatre in Toronto, had some 

trouble with the company manager o f  a Syndicate company over free passes. Charles 

Osgood, the manager o f 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 detail at length how to save literally 

pennies on house expenses. Considering the number o f  theatres they were 

controlling, such cost-cutting measures would o f course add up to a large amount o f 

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 o f an item or wage scale for labour in the road city, it was cheaper 

in New York. For example, when George McLeish, manager o f the Princess Theatre 

in Montreal, submitted an estimate to the home office for an electric sign to be 

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

sign, the drawing of which you submitted me. is entirely out o f  the question. 1 could
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have the same sign built in New York for less than one-half the m oney/’' In regards 

to wage scales. Bird wrote Bainbridge on September 27, 1909;

If Mr. Howe is capable o f acting as assistant treasurer, 1 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 1 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 o f 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. O f 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 o f the daily telegrams about box-office receipts, most correspondence 

was carried out through the regular m ail.‘°

All managers of the Shubert and Syndicate companies sent their profits to 

New York every week. While many stars were due a percentage o f the season's 

profit, they usually drew it through the Shubert home office rather than directly from 

the company. Some companies, instead o f 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, o f  the eighteen companies on the road belonging to 

the Shubert Theatrical Company, seven paid S i50, 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 

o f  a profit-sharing arrangement with a star or outside interest, the net profit o f a 

company would be reduced and the amount o f  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 o f course does not 

afford the same protection to an investor. Taking a cynical view o f 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 o f 

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 from 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 o f nine companies that owed between $1.12 to 35.04 

per week, along with instructions to make sure he collected the amounts named.'’ 

The manager o f  the "Gay White Way” company. Melville Hammett, noted in a letter 

to Bird that his company had eleven arc lights, seven strip lights, two "6X8” 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 eye on all 

members o f  the company. Bird wrote a letter to "the Managers o f Shubert 

Attractions” telling them "to keep in constant touch with your advance 

representative, and report to this office three or four times a week relative to his 

work... On August 31. 1909, Bird wrote again to attraction managers:

1 desire to caution you particularly regarding the capability o f  your
working crew and to notify me o f any weak spots you have in your
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staff. We naturally expect these men to take excellent care o f 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 o f  five plays: Hedda 

Gabier, A Doll's House, Comptesse Coquette, The Comet and The Master Builder. 

For the first part o f  her tour in the Northeast and North Central part o f 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 o f 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 o f 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 o f 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
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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, 1 
imagine that you favor the idea because o f the receipts. But you must 
not overlook the fact that we have always made it our “get away” 
play, presenting it on Saturdav Nights [his emphasis]. I 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 o f it, but I am sure the play has not given satisfaction. 1 am 
much afraid the far-Westem people will say very, very [his emphasis] 
frank things about it. Madame realizes this. too. and is quite willing 
to give it up. 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. O f 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 o f her success had already been publicized:

I believe she will draw big business in Tacoma. Seattle etc.. for these 
towns have had a great deal o f press stuff about her in the past two 
years and they might even precede Frisco. Los Angeles has been 
splendidly informed and 1 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 o f 

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 o f route determination was ongoing throughout the season, and the route 

could be changed at any moment to take advantage o f a company’s success or 

minimize its failure or to exploit a particular city. Contracts for a company’s stay in 

a particular stop were signed only about two weeks in advance o f  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 o f 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 o f The Office Boy (a 

Syndicate production). Nixon agreed, sending contracts to Small naming certain 

percentages o f 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 difTiculties he would close the show in
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Toronto. If a show was closed for 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 o f how routes could be changed "on the fly" in response to the 

local conditions which were beyond the control o f the home offices in New York. 

N ixon's case is an extreme example o f route manipulation; more common were 

slight changes in route when companies lost money in certain stops or because o f 

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 o f closing of the theater in Everett,
[we] had to play there.*'

In the case o f The Blue M ouse'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 o f company discipline. Sometimes home office wanted to
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discipline company members, as in the case o f  Sam Freedman. Freedman, advance

agent for E. H. Sothem, was directly discussing booking problems with the star o f the

road company. In response, Lee Shubert wrote:

You are becoming a disturbing element in your relations as advance 
man for Mr. Sothem. There is no necessity for you to take up any 
matters with him, as his business is taken care o f from this office, and 
if there is anything you wish to know you should communicate 
directly here, instead o f 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. In a letter to J. J. Shubert on January 17, 1909, Nazimova’s manager, Canby.

noted a transgression by two members o f the Comptesse Coquette cast. Only five of

the company were required for this performance in Akron, Ohio, and the rest o f the

company had gone ahead to Cleveland, the next stop, after the afternoon matinée o f

A Doll's House. Two members o f the cast persuaded Nazimova to rush the

performance and have the last Cleveland-bound trolly o f 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 o f schedule, he began to worry that

members o f  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."’"’

final indication that the cast members had intentionally rushed their performance
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occurred when the conductor o f 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 o f  the detrimental effect this type o f 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 OtTice. At worst it might have cost 

the Shuberts money as a penalty for not providing services as promised by contract. 

In a company where transgressions against company discipline were more common, 

the manager had two avenues o f punishment open to him: fines or dismissal. The 

dismissal o f  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 o f 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 o f the Royal Chef Company

One o f 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 o f this company. The intent o f 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 o f the 
above will be sufficient cause for instant dismissal. [Signed] JJ 
Shubert.’*

The ban on extra-curricular relationships was enforced, not out o f  any religious or 

moral bias on the part o f management, but because bad publicity might keep 

audiences away, especially in the more religious areas o f the countr>'. In addition, 

society in general frowned on extra-marital affairs: a company 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 o f star disapproval would 

not likely be black-balled, crewmen who were discharged from any department o f the 

organization would probably not be hired by another one. To make certain o f this, 

warnings were sent to managers such as the following:

To the Managers o f N.Y. Theatres:
Three employees o f 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 o f 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 o f 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 o f  “Going Some”
No. 2 is a fellow that I dumped out a year or two ago. I 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 o f  fines was entirely at the

discretion o f 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. 

Sothem’s, most o f the actors had multiple roles to perform in the various productions 

carried by the company and that would increase the possibility o f 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 o f a saloon Just across from the 

stage door and gave him one w eek'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 o f

E vef- 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 1 
finally found him drunk and asleep in the carpenter’s room. Needless 
to say I discharged the carpenter that evening.^^

Following my wire in answer to your letter regarding dismissal o f 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 o f  drinking and on Saturday night was absolutely crazed 
with liquor. 1 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 o f a member o f the stage crew o f a travelling production must not

have been easy. The crew o f a show travelled earlier than the acting company, stayed

at the theatre longer than the actors and was paid less per week than a typical actor.

In the case o f a large production, technical crews could work in advance o f the

company (in this case for a production o f Kismet):

Carrying a troupe o f  fifty people who were augmented in each town
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by a regiment o f  supernumeraries and an enormous quantity o f 
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 o f  seven company salary lists"’ shows that the average performer was paid

about $40 to $50, with the exception o f  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 o f 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 o f  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 o f the stage hands who worked in

the theatres were members o f  the International Alliance o f  Theatrical Stage

Employees (lATSE) by the tum-of-the-century. The first local o f  lATSE. Local One

Theatrical Protective Union, was formed in New York City in 1886. In 1893. the

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

a charter by the American Federation o f 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 o f 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 o f its local import, but because the Tulane and Crescent in 
New Orleans are the base where Klaw & Erlanger and their allied 
interests and the I. 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 o f an lATSE contract from the

period. The document is quite simple by the standards o f the 1990s and only

established a pay scale and some very basic working conditions. The rates o f pay.

$24 per week for carpenter, S18 and S16 for the other positions, are lower than those

o f 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

o f the I.A.T.S.E. executive and a stagehand at the turn o f  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 o f 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 o f 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 o f  the 
inevitable presence o f  a plentiful array o f "stage struck” gents, who 
were willing to work, "just to see the show.” The owners and 
managers o f theatres always encouraged the overtures o f these 
impromptu "stage hands.” It is a fact worth noting that the wages of 
stage mechanics, in the past, for a period o f five seasons, did not 
equal the amount paid for one season's service at the present time.

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

4.5 Events and Conditions on the Road

The quality o f theatres encountered by road companies on tour varied widely

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

deplorable conditions encountered in road theatres:

In the revival o f  Rosemary. 1 was booked to appear for one night in 
the Metropolitan Theatre at Rochester, Minnesota, the home o f the 
Mayo brothers. When I reached the theatre I found it was a horrible 
hole. The condition o f things behind the scenes was shocking, to say 
the least. I 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.

I wrote the health officer, who happened to be one o f the Mayo 
brothers, and told him o f the desperate condition o f  the theatre. He 
went with the mayor o f  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 Maddem-Fiske had to play

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

Bellingham was another Trust town, but Minnie secured a ghost o f a 
theatre. Bellingham had resulted from the merging o f  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 o f 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 plant

failed and the performance had to be given by candlelight:

Every available shop was sought for candles, of which only a meager 
lot o f  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 o f  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 o f 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 o f  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 o f  burlap hung from the flies twelve inches from the backdrop to give the

appearance o f  solid columns.

While many o f the theatres in the smaller stops were o f 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 o f people who really want to see the play and 
have only this one chance to see it. One o f these audiences in Little 
Rock, Arkansas, was the best I ever played to. I 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 o f just under $2,000:

“From this time on you may count me as one o f  the most enthusiastic 
laudators o f the one-night stands." she told reporters on her arrival in 
New York. “Leaving the kegs o f  money that we made quite out o f the 
question, I 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 o f  the Toronto. Hamilton and Buffalo Railway, 

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

Daniels Company was supposed to move from Brantford to London in time for an



Chapter 4 143

afternoon performance o f  The Belle o f  Brittany, but the baggage car was so late that 

the performance was cancelled/* Ruggles replied that the letter should have gone to 

one F. P. 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 o f 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 Thome company was almost buried under

a snow slide outside Provo, Utah. After the train was stopped, the manager o f  the

company sent for a team o f  horses to get to the next town:

After 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 o f the company 
literally had to run for their lives. Millions o f tons o f 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 o f 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 nmg 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 o f the “Doll's House” 
at the Oliver Theatre last night threatened to prevent the continuance 
o f 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 o f stage effect 
until the sudden fall o f 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."'^ I 

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 o f the refund o f  an entire day's box- 

office takings was perhaps more frightening than the prospect o f a star in physical 

pain. Canby finishes his letter by writing that he wired ahead to the next stop, 

Omaha, 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 o f  being cheated in 

Kansas City, the management there must have had a reputation on the road as being 

dishonest. This leads to the question o f  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 o f 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 sheriffs 

receipt while submitting a letter o f protest.^ J. J. Shubert wrote Canby on December 

15 that he would reimburse Canby for the sheriffs bill and that he would no longer 

play Shubert attractions in Mr. Woodward’s theatres in Kansas Cit>', Sioux City or 

Omaha.^' O. D. Woodward with his partner Burgess operated a string o f  theatres in 

Missouri, Nebraska, Iowa, 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 o f 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 o f  the early successes o f 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 o f $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 o f the Merry Widow for the season 1907-8. The Eastern Merry Widow 

company began its tour in the week o f  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 o f this company did quite well, too. Their season lasted only 

thirteen weeks and netted a profit o f  $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 controlled 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 IVidow 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 o f $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 o f 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 o f 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 o f 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 o f her
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season. It 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 o f 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 o f the poor profits o f those 

few weeks and the loss concurred in Duluth, Nazimova's season was relatively 

successful when compared to those o f other Shubert companies on the road at the 

same time.

Chart 2 shows the total profits/losses o f Shubert companies on the road in the 

period January to July, 1909. No other single production during this time equalled the 

profits ofNazim ova’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 o f companies that ended the year with losses. 

When the Shuberts’ total losses are compared with total profits, a positive balance 

o f  $151.773.54 is obtained (profits: $259,002.36, losses: $107,228.82). Almost half 

o f  the year’s profits were eliminated by the losses o f  fourteen companies. Even 

though a slim majority o f companies posted a profit, sixteen in total. ifNazimovaand 

the three Blue Mouse companies are removed from this total, the season would have 

to be Judged only marginally successful, with a net gain o f $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 o f  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 o f 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 o f 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 o f their 

losses. As well, one or the other o f 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.

If we compare Nazimova’s box-office performance against those o f 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 o f  many better-established stars. Her success is a justification o f 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 o f 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 o f 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 o f  the 

1913-14 season, the seventy-one theatres they operated yielded a net profit o f 

$601,437.40."

4.7 Conclusion

The road company was a living organism on the road o f the early twentieth 

century forged by the profit-conscious industrialization o f the commercial theatre. By 

the first decade o f  the century, the personnel structure o f the combination company 

was well set and able to be mass produced as easily as Henry Ford's Model T". 

Unlike the troupes o f 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 o f the nineteenth-centurj' actor-manager 

where even the newest actor had immediate access to the head o f the company. 

However, the greatest difference between the actor-manager on tour earlier in the 

nineteenth century and the large organizations o f the early twentieth was the degree 

o f centralized control exercised from New York. While early tours operated 

autonomously, all o f a producing company's tours taking place after the turn o f the 

century were coordinated in such a way to maximize profits through better



Chapter 4 151

scheduling and the reduction o f daily expenses.

The Shubert generals had succeeded in removing themselves from the scene 

o f 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 o f  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 o f one battle to 

the next.
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Chapter 5 

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, o ra  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 o f  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, Vancouver and 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 o f movement was a lack o f  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 o f Northern Ontario were even more sparsely populated than the 

rural areas o f  the Prairies and British Columbia. The movement o f Sarah Bernhardt’s 

tour was typical o f  touring patterns in the first decade o f the twentieth century in 

Canada.

The purpose o f  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 o f  theatre in Canada, its second objective is 

to give some idea o f 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 o f  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 o f 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 o f'N ew  York comic 

gentry”’ who performed The Schoolfor 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 o f 

Canada, theatrical development also took place later than in other parts o f 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 

afte r/

Two patterns dominated touring in Canada after the foimdation o f the 

Syndicate in 18%. From 18%  to 1913, louring 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 o f the theatrical scene in 

Canada sum up the situation succinctly: ‘There is no Canadian Drama. It is merely 

a branch o f the American Theatre, and let it be said, a most profitable one.”’ Three 

main circuits covered the majority o f 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 o f  many o f the theatres in Washington, Montana. Idaho, Utah and 

Oregon as well as theatres in Vancouver, Victoria, Nanaimo and New Westminster.* 

All three o f these circuits were booked first by the Syndicate and later by the 

Shuberts. As well, both o f  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

“foimded the first successful circuit in that section o f the country and has operated

it profitably not only for him self but 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 o f 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

o f  C. P. Walker in Winnipeg as well.

Walker was the true pioneer theatrical manager o f the Canadian Prairies.

Through his New York contacts and the fact that he controlled theatres in North

Dakota and Mitmesota as well as Winnipeg, he was able to lure touring combinations

north into Canada. However, Ruth Walker Harvey (W alkers daughter) noted that

when Walker first tried to bring companies up to Winnipeg, a New York manager

supposedly exclaimed: “ Wirmipeg!... How do they get there -  by dog sled? What

do they play in -  an igloo?”" But after years o f hard work. Harvey noted:

Now [circa 1914-15] my father's booking chain o f theatres stretched 
across the prairies into the foothills o f the Rockies and companies 
from New York could move from Minneapolis into the circuit 
through the towns o f the Red River Valley, and so north to Winnipeg 
and on through Western Canada, playing Regina. Saskatoon. 
Lethbridge, Calgary and Edmonton."
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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 o f the Canadian road. Robson Black wrote in the New York

Dramatic Mirror in 1913:

In point o f 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 o f  the United States until today New York is as much the 
source o f  supply for Toronto and Montreal as for Pittsburgh and 
Buffalo... few evidences are available that the people o f  Canada feel 
disposed at this stage o f  their growth towards independent or 
"nationaf control o f visiting amusements.'^

Black also comments on the lack o f  touring in the Maritimes o f  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 o f patronage grinds joyously; to others it has 
the astringent odor o f  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 o f making the jumps 
profitably; another is the unwillingness o f some o f 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 o f  two theatrical societies whose main purpose was to bring stars from 

England for all-Canadian tours; The Briiish-Canadian Theatrical Organization (1913) 

and the Trans-Canada Theatre Society (1919).'^ These two societies reflect the 

second pattern o f touring in Canada, that o f looking to England for theatrical 

salvation. The operations o f the British-Canadian society were severely curtailed by 

the onset o f  the First World War and the resulting danger o f  Atlantic crossings. 

While activity on the road reached its zenith in about 1905 and declined thereafter, 

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 o f 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 o f  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) o f A. J. Small's circuit, C. 

P. Walker’s circuit and theatres on the West and East Coasts. Unfortunately, this 

venture also failed, and bv 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 o f the syndicates waned as a 
result o f  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 o f the 
touring company was ending and there was nothing to look forward 
to .”

5.2 Shubert Opinions on Canada: 1910

Before the onset o f the First World War and the virtual elimination o f the

road as a viable business option, the Shuberts (especially J. J.) were quite bullish on

the theatrical future o f Canada:

Regarding the Russell Theatre in Ottawa[,] we must have that house.
With that theatre, we will have absolute control o f Canada. 1 really 
think we ought to get hold o f  the house in Quebec also. Do you think 
it is o f 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 o f the circuit in 
Canada. This is a very important proposition and one to be reckoned 
with in the theatrical business in the future, as 1 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 o f great 
value later on.’”

J. J. Shubert, writing to Shubert ally Lawrence Solman in Toronto (manager o f 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 o f  knowledge about the viability o f  sending an English language 

company to Quebec for an equal amount o f  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 P. Harley, an agent for Liebler & Company, to tie up booking contracts 

for the Canadian Prairies and West Coast in 1910. Harley toured the Canadian Plains 

in February and March o f  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 o f 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 o f which 
he [Mr. Groves o f 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 o f  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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O f 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 o f 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 difTiculty 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 o f acquiring

the booking rights for the Edmonton theatre. Lougheed replied on March 4:

I might say that your proposal is about the first concrete proposal of 
the kind that has been made to us, and I should therefore be glad to 
avail myself o f its possibilities.'*

In Harley's reply to Lougheed's letter, he provides us with more information on the

local situation:

I do not think it would be advisable for you to extend operations to 
Lethbridge or Saskatoon. It is other m en's territory; Lethbridge
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already has a house that will answer all purposes for a dozen years to 
come, while Davidson o f  Saskatoon informs the that a Mr. O 'Connor 
from Prince Albert, I 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:

... I 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. I am afraid 
we will be up against it in Winnipeg, but when 1 get there, we will 
make arrangements to get a house if Walker will not take care o f  us.
I'm going to coral [sicj the coast this time if it is ever to be done.
Keep right after them hammer and tongs and advise me o f 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 wTote 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 o f  one night 
stands or one and one half weeks with Calgary and Edmonton two 
nights each. Should 1 succeed in Lethbridge it will further enhance 
the value o f  [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 o f

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 o f  the Victoria Board o f Trade approached him to have the Shuberts
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subscribe $50,000 to the erection o f 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 o f  Victoria as the old house here [the 
Victoria Theatre] is supposed to be turned into an office building the 
first part o f 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 o f  this promising new Canadian circuit was somewhat

overshadowed by the mass defection o f  former Syndicate allies to the Shubert camp

in April and May o f 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 o f his trip

in a memo to the Shuberts on April 10, 1910 (for the full text see Appendix K).

While the tone o f  communications in 1910 was mostly optimistic, by 1915

conditions had deteriorated to the point where J. J. wrote Lawrence Solman in

Toronto that

[i]t is 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 o f  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 o f issues including the war.

the quality o f the companies, and the subject matter o f the plays -  business was poor.
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In fact, the impact o f  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.

\^4iile 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.

It is 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 profitable, 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 o f the yearly profits in Montreal for the Princess).^” If

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

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

In spite o f  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 o f 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 o f 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 o f his riches.

Robert Grau, writing in 1910, gave Small

... the credit for placing Toronto and the province o f Ontario in a 
position where the best o f  the traveling combinations are induced to 
visit.... this dauntless young Canadian, after years o f 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 o f correspondence -  o f the circuit 
conducted.^'

Grau’s very positive evaluation o f  Small only reflected the financial success o f the

producer; however, critic and journalist Hector Charlesworth painted a very different

picture o f  Small in 1928:

Despite his ability and despite his wealth he seemed to take a positive 
pleasure in petty acts o f  meanness and villainy that left incurable 
wounds. Some o f his actions seemed as motiveless in proportion to 
the possible consequences as those o f the villains o f 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 o f  his Guelph theatre because the manager had neglected to 
obtain a voucher. There were also grave suspicions among travelling 
managers as to the honesty o f statements with regard to advance sales 
and like matters.'*^

The story behind Small’s disappearance in December o f 1919 is well covered in 

Char les worth's book and in Mary Brown's article “Ambrose Small: A Ghost in Spite
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o f Himself.” While these sources cover personal details o f Small’s life and some 

details o f  his business dealings, they provide little information on the day-to-day 

matters o f  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 o f  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 o f negotiation with New York over the routes would 
take place.

3. 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 o f negotiation would take place over the 
terms.

4. Finally, the time would be set and completed copies o f  the contract 
were held by all parties involved.

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 o f 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 o f the dates, but he might make 

suggestions:

Replying to yours o f 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 o f his superior knowledge o f 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 o f a more general route request is contained in the 

following letter from Klaw and Erlanger to Small concerning their production o f 

"The W olf’:

Please submit us 5 ‘A 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 o f  correspondence: a proposal or confirmation o f  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



Chapter 5 168

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 o f  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 1. 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 Thumaer. 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 Thumaer confirming

the company’s route:

Am very glad that this route is cleaned up and out o f the way. as we 
certainly did a lot o f  figuring on it up here to get the show placed to 
the best possible advantage.^

This letter, which is really a part o f round three o f the booking correspondence.

acknowledges completion o f 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 o f

correspondence was often dispatched. The usual round-four correspondence was
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composed o f 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 o f negotiations about the contract’s terms began. The most contentious

point in these contracts was usually the percentage division o f the box office:

Respecting the enclosed telegram from Jack Welch, dislike to trouble 
you in the matter, but if  not asking you too much I 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 
o f  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 o f “Officer 666” was already agreed on. but.

according to Small, the show’s manager was asking for an inequitable share o f the

box office. While on occasion Small directly wTote 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 o f the production was less

powerful. Small would deal more directly with the problem. Writing to Klaw and

Erlanger about the production o f  “Madame Sherry" in May. 1911. SmalTs 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 o f  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 o f course cancel the 
time held for this attraction in the Canadian cities next season.^'

On the same day, Small wrote an even sterner letter to R. V. Leighton, the

representative of the Woods. Frazee & Lederer firm:

D on'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. It is a matter o f  perfect indifference to me whether the 
attraction comes into this territory at all and I may say to you here that 
the pleasure o f doing business with your office has diminished to 
such an extent that I prefer to discontinue any further communication 
with the firm o f Woods, Frazee & Lederer while the booking remains 
in your hands.”

Small definitely picked his fights carefully; instead o f 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 o f “Officer 666.’’ for "Madame Sherry” "[i]t is a matter of 

perfect indifference to me whether the attraction comes into this territory at a ll....” 

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.
I doubt very much if  you will find in any other part o f 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 o f 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 o f the methods Small used to manipulate

the percentages in his favour:

In later years one o f Small's favourite methods in dealing with 
touring managers desirous o f 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 o f its agreed 
percentage. During the signing process Small was always in a hurry 
and full o f  genial quips to divert the manager from the text, and if the 
individual happened to be a stranger, or a man o f  guileless nature, the 
ruse usually succeeded. If the 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” o f  that kind.”

O f 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 o f  his

profits from the Russell Theatre in Ottawa for the next season as a ‘‘token o f

gratitude.” Small was entitled to one-third o f 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 o f the letter:

The Russell is the only house 1 have on a percentage or booking basis, 
where 1 can suggest a d iw y  o f this kind, to say nothing o f the fact that 
1 play it principally with the line o f 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 o f the one-third profit would be higher. Since these extra shows

would probably also be booked on the rest o f Small’s circuit. Small would ultimately

reap even higher profits throughout his empire by sacrificing a part o f 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.. it is 
possible for them to reach Guelph about 6 p.m. next day. However, 
during the month o f  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 o f 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 o f  the principal cities 

and towns o f  Ontario, as well as many o f 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 o f Sm all’s empire (see 

Appendix M). In the years between the creation o f the promotional brochure and the 

sale o f  his assets, Small’s holdings had actually shrunk. That contraction was 

probably due to the general decline o f the road. The timing o f  this sale was 

impeccable because in a few short years the road would become truly a ghost o f its 

former glory.

In the early evening o f  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 o f  his wife might have done it. In any case, his disappearance 

deprived him o f 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 o f Chicago -  who 
encouraged my father to come to Winnipeg in the nineties. Papa, 
living in Fargo on the Red, had visited Winnipeg and thought o f 
extending his circuit o f  theatres north. One day over lunch in St. Paul 
when Jim Hill could talk o f  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 o f the mushrooming town.“

Walker was bom 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 bom.

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 o f the box office take:

-  by investing $300.0001 have made it possible and probable that the 
gross business o f  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  I must play attractions at the 
same terms as in the old house my share o f 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 o f  $50,000. This is figuring that I get on an 
average one-third o f  the gross. Which is probably rather more than 
I do get. So, you see, if I am to get no increase in sharing terms 1 
have made a very foolish investment.
1 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 o f 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 1 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 I 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 o f 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 o f  his bookings lay with the New York office:

As you have absolute control o f my time, and I fill none o f it without 
first communicating with you...^^

Am referring to you all applications for time, so there is no chance for 
conflict in dates.®*

As I book nothing for next season without confirming with you...®’ 

However, Walker could request time at his theatre for local acts, and the Syndicate
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usually granted it. The booking o f  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 o f  correspondence (between 

step 2 and 3 in the above list). In the case o f a local production, Walker sent a letter 

to New York, and the home office replied in the positive or negative. The first two 

exchanges o f 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 o f booking letters arrived at Walker’s 

theatre in June, July and August. The exchange o f contracts might take place 

immediately after the exchange o f 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 o f changing 

their plans if a more attractive proposition came up in any o f 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. 

In a letter 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 o f  January and the first week o f  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 o f 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;

In this mail I am sending you ‘'The Prince o f  Pilsen” contracts. Think 
you should cut this show out o f 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. I 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 o f their regions and to

offer amended schedules designed to increase profits.

Besides the volumes o f correspondence dealing with bookings. W alker'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, o f  course, be marked 
Winnipeg. By this arrangement I will save you some money. Please 
treat the matter as confidential.^'

W alker’s man in Grand Forks must have had some way to smuggle 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 o f stops in Canada, or intended to cross

the border multiple times in different regions o f the continent.’"

Some o f Winnipeg’s own unique characteristics were also detailed in

Walker’s correspondence. Walker felt that the subject matter o f George Bernard

Shaw’s Mrs. Warren’s Profession was too racy for his audiences:

I fear I 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.
I 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
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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 o f  late. I think our business will show 
decided improvement when winter sets in. Weather has been too 
delightful.”

Discussions o f  the relationship between business conditions and the weather are in

fact quite common in Walker’s letters:

Business is ver>- good, considering the handicap o f weather 
conditions. The severe cold has had a very bad effect on all lines o f 
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 o f 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 1 doubt 
if  “The Heir to the Hoorah” will get in to open tonight.”

However, the depths o f winter did feature one o f 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 year.
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 K.law and Erlanger about the Bonspiel 

was to secure better terms for the production that was due to play that week (Cohan 

& Harris). If the 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 o f  local events and the onus was on the local managers to remind them.

Finally, W alker's letters provide some insight into how companies moved 

between Wiimipeg 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 o f times every season.*-

Almost two years later, the home office's understanding o f local conditions had not

improved:



Chapter 5 181

Please note that I have changed Crookston to May 3, as movement 
from Winnipeg to Crookston cannot be made without loss o f a day.*^

Once again, the local manager had to keep notifying the New York office o f 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 o f  Prairie Theatre:

Walker’s efficient and effective organization contributed significantly 
to the spread o f  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 W alker’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 o f 

Lawrence Solman. 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 o f  the two 

theatres, they did have a good deal o f  authority over their operations.

Included in the files o f the Shubert Archives concerning Entertainments Ltd. 

are three series o f documents:
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1. Contracts between the Shuberts, Entertainments Ltd., and 
Lawrence Solman

2. Annual reports o f 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 o f  the Royal Alexandra. Prior to the

construction o f  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 rebuffed 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 o f  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 o f Entertainments

Ltd. in which Solman will own 51 % o f the stock, with an investment of S5.100. and

the Shuberts the remaining 49%, with an investment o f $4,900. The new company

was to acquire the lease o f the Royal Alexandra from the builders at the rate o f

$20,000 per year and the Shuberts were to supply enough attractions for twenty-five

playing weeks. The contract also named Solman as the resident theatre manager, at

a salary o f$  100 per week, and stipulated that a dividend o f  75% o f the annual profits



Chapter 5 183

was to 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 

o f Entertainments Ltd. and noted that the conditions o f the December 22. 1908 

contract had been satisfied. Near the end of the 1909 season. Entertainments Ltd. 

acquired the lease o f 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 o f $22,500 per year.*^ Two contracts from June o f 1909 

amended the December 2 2 .1908 contract to include the lease o f the Princess Theatre 

in the assets o f 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 o f  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." In tandem with this contract was an amendment to 

the June. 1909 contract, dropping the lease o f the Princess Theatre from the list of 

assets o f 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 years was quite profitable for both the theatre owners and the
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shareholders o f Entertainments Ltd. The Royal Alexandra's first season, before the

formation o f Entertainments Ltd. in 1908, produced a profit o f approximately $8,000

(against a building cost o f $750,000).’’ After Entertainments Ltd. acquired the lease.

the theatre owners were relieved from any financial responsibility for the operation

o f the theatre and were guaranteed $20,000 per year. While this amount was not

overly large, it did allow for a steady recovery o f  the owners' initial investment with

little risk. The Shuberts also garnered decent profits from the arrangement. Since the

Shuberts owned or controlled many o f the road companies they booked into the

Royal Alexandra, they would receive not only a share o f the theatre profits but also

the profits from the road companies. Considering that the theatre itself usually

received only about 30% o f the box office gross, the Shubert road companies must

have earned fairly good profits, especially when the earnings o f  Entertainments Ltd.

were high ($43,519.28 in 19l2and $43,492.35 in 1913).The profits rose a good deal

between the $5,370.79 o f  1911 and the $43,519.28 o f 1912 and then fell off shortly

afterwards. From the tone o f  managerial correspondence after the 1913-14 season.

we can gather that business fell even more. Much o f 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 o f  the war on business:

Replying to yours o f Oct. 2/18. There is only one explanation that I 
can give for the poor business o f  “Eyes o f 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 o f the "Belgium R e lie f. Both are going 
after big money and what is more they are getting it.
It is not the fault o f  the show, nor o f  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 o f 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. O f course an awful lot o f 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 I cannot understand what they are thinking about.

When you consider that the Government demands 1 Oc on every ticket 
purchased, that is if a man buys a $ 1.50 ticket he must also purchase 
a 1 Oc ticket. They are also demanding 25% o f the net profits on all 
companys [sic] and businesses. This money o f 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 w ar's end. a great influenza outbreak occurred in many regions

o f the world, including Toronto:

The poor business is accounted for by the influenza epidemic and by 
the press warning the public to keep out o f  crowded street cars, 
theatres and places o f  amusement in general. All theatres here are
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affected the same way.'^*

Much o f the rest o f  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 o f  Sm alf s and W alkers 

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 

o f  the booking o f  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 o f road theatres in the period 1900-16. First 

were theatres more or less directly controlled by one o f the large New York firms 

such as the Shuberts. The other category was composed o f  theatres controlled by a 

minor circuit that had a booking relationship with either the Syndicate or the 

Shuberts. The subject matter o f  managerial correspondence differed considerably 

between these two categories. Correspondence from the first category, such as from 

the Royal Alexandra in Toronto, takes the form o f box office reports and reviews of 

house operations. On the other hand, the majority o f the correspondence between the 

minor circuits and New York concerns route plans and negotiation over contract



Chapter 5 187

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 

ofN ew  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 o f poor business), but during a successful season would reap much higher 

profits than if  they only had a booking contract. Since these two types o f business 

arrangements had their advantages and disadvantages, the Shuberts and Syndicate 

employed both. In larger centres, they tended to opt for control o f 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 Erlangen due to

retirements and deaths, and the Shuberts were left in full control o f the road. Their

empire was broken up in the early 1950s by federal antitrust legislation.'

Eighty years after the disappearance o f the Syndicate and forty after the

breakup o f  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 o f companies and length o f 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 o f 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 dropped 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

o f some kind is underway. The main difference between touring in the 1900-1916

era and the present day is the elimination o f 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 o f an afternoon, a late-century production such

as Phantom o f  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



Epilogue 189

elimination o f  the one-night stand is the cost o f  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 o f the latest 

Broadway success is very large. For the 1997 production o f  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 o f  New York company for the season 1901 -2 were $2700.09. The 

company’s average weekly gross was $3631.49.^ If the Belle ofNew  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 o f six. ticket prices have only doubled in the last 

hundred years.

However, the large touring musicals o f 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 

o f  the Opera in Chicago in 1990. the advance sale topped $12 million.' The 

production o f  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 o f  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 o f touring and 

today by placing a photograph o f  the Denver Auditorium Theatre in 1908 beside a 

photograph o f  the new theatre in Denver in 1998. 1 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 o f  the Broadway road.'"'

Such an expression o f  concern sounds very similar to that expressed by Harrison

Grey Fiske at the time o f  the foundation o f  the Syndicate. Independent theatre

owners, too. are increasingly alarmed about the return o f a theatrical monopoly. Their
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anxieties about SFX directly echo earlier concerns about the Syndicate:

‘'All o f  this consolidation means that the deals for presenters 
are becoming much less user-friendly,” he [Pat Halloran, an 
independent presenter] say s .

“W e’re being told through agents that producers will partner 
with us whether we like it or not. They want a share o f all our 
income, including all 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 o f our 40%. The industry has gone 
hardball.”

“If I want to book a show," says Doug Evans o f Hartford 
Bushnell Center, “and SFX is the producer, and they want to put the 
show into a theater that they control. I’m not going to get the show."'®

Variety's description o f touring conditions between 1978 and 1998 could in fact be

applied equally to the road exactly a century ago. before the rise o f  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 o f  at least eight different booking agents representing the 
wares o f  a good many more producers.

Halloran's colleagues from other cities were mainly people 
like him self -  independent folks who knew one or two hinterland 
markets inside out. Full o f risk-taking, competition and legendary 
inefficiencies, the road was a ramshackle collection o f  small-time 
entrepreneurs all cutting deals on a handshake.”

One almost has to take a second look at this copy o f Variety to make sure the date on

the cover is 1998 and not 1896. Only time will tell whether SFX will duplicate the

success o f the Syndicate, and whether the road is due for a comparable boom and

bust -  or perhaps just a boom. In spite o f all the changes in the past one hundred

years in North America, the road may once again become a place where legends are

bom and fortunes are made.
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Notes____________________________________________ _________
***Note: all letters, telegrams, manuscripts, inventories and contracts are from the 
Shubert Archives, New York, unless otherwise marked.
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Figure la: Advertisement for The Pere Marquette Railway {Julius Cahn s
Theatrical Guide. 138)
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Figure lb: Advertisement for the Great Northern Railway (iV ew  York Dramatic
iVIirror, November 18, 1905: 6)
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E th el Sarrym or*  
addj h tr  praise

O L'R «trn>iv<*
cll^r.rclcis the 
rn o ■< t; e x - 

in Amcric.i, 
.ru-\vc. :htfrcTorc, Jc 
::nr at liberty to 
puotijh h e re  th e  
names of our private 
c u s to m e r s ,  b u t  
ar.ontr the :)rofcàû- 
tonal patrons of this 
house wc may men- 
t'on:

M i 't  M a o d r  A d jm t  
M>'« M a n r» r« t Amglim 
M :'»  E t h p l  n * r r y t r n r *  
M rne S a ra h  rir .-rh .srtir  
S t :  .  ^ j t r » c k  I
M .*s S«U tc K 'U ifr 

Hfl*T H a >M D \f-; • r '•Ii-v Cirii'ir \tjfr'.vnal.!
'a»-,, r, r '<-h»"pr 
\i •

f- ! T«
\ \Ji lVy  you :Vt’ 

t  II a  t y o u  
want a 'CO'.vo 

of t h e  type that sai- 
'.•fie's ’.%'omcn of their 
cr.actir.^? r c q u  i r e -  
nents, come andcon- 
iu l»  w i t h  us .

20-22 E ait 46th St.
N«w York

0 » p n * « I h *  f c t i  C t t li f i J
Figure 2a: Celebrity Endorsement by Ethel Barrymore for Maison Jaqueline.

(Vogiie, May 1, 1912; 84)
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21 W. 38th St. 
New York City

MME. GARDNER
T«L «Id

■

The J.e Piif-iVon C^rret O ^m tany, 21 W a t  ^ t h  Street. S .  Y .C ity. 
ticnlU m en:

W i i h o ' J i  t h e  j l i f i h t e s t  l i e s i t a n e y  / c a »  j a y  t h  t t  t h e  P a p i i l o n  
C o r s e t  i s  t h e  m o s t  s u t i s f a e t o r y  /  h a z e  z s 'O m ,

It embraces every quality that u  Jesirvble in a high’Ciass corset, 
T ru ty  yoHrs,

M u i  P e»rscn  th e  r t k  e f
D u " ty  IN lAf .Ynr
:ti*n o f  '0 " H t y  y m U t t h e  S t r i n g t . ' '

The m asterful dcsigu. 
skillfully cut. correct shape 
and perfect adaptahihty fcr 
the prevailing modes dis­
t in g u i s h e s  Le Papillon 
models as the w orld 's jest.

O u r goods are univer­
sally admitted to he of 
superior style, fit. fini.sh and 
workmanship.

Bo«sklet mailed on re­
quest.

Figure 2b: Celebrity Endorsement by Miss Pearson for Le Papillon. ( Vogue. June
15, 1912: 62)
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Mme TETRAZZINI
uAa pieuurT in 
rteemmendint

[ 4« »lim d N mwfT rm '*•«» tfit»
« a .u c  wmj r w  rtC M n « tn n u  t
-1-1 :» itoi t i j r  3
r v  iT »i I.

L»'' f  I I'M '«.m#. « I:"I •!• ' w »:».Un«*
kwnllC#' *t 12# *r#
>«v.ufT f * W  Z»#̂

NI^Si'L *#̂
#»«1 w  #  M i#IU«

«•1% ^  i-«4 I#
» (IvaitM# # t ikMv #*.«%#» #4(«rt »»K## -( "W u-n itM $#.#$) tt •• «■• 

II #mt »J1 •-..
•  p#-#C si MU.

M# «<•«• H'KW IS# ««(«Mvt I»- 
*̂#1 4 ^  Ik# #ti#>i#<n -

" '•k fllU *  «#### #1 #ti ha#

4Hn«fl n e w  VXD n c  m
ftcc an a n a  o u a o t  vn>»t. as zsi
TSm TAlffC AM

M*M»# d lM I
M xlbte lUvwJ

r TTi ?  eeanete

OttM ftemete*

•f a"#», ti .AA a## .><•#

FORREST D. PULLEN
fAtZ AMClAtUET

ns tMW Am- AMaAZft S. T.
i f f  •#» **#A«M. 4mj««Atm 

»«A## AT«##4 i#«#f jrya#>i«x.
a* m >« #f»«

Figure 2c: Celebrity Endorsement by Madame Tetrazzini for Creme Neroi. 
( Vogue, March 15. 1912: 111)
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,K

#
C»<l2k;

9

/

\ \ 'I 1 K K I - ',  a  lom iiara tiv fly  few years ago 
grand » |,era  was a luxury (or the  select 

lew. millions now enjoy it every  day in their 
own hom es on the  \  ietor

lliis  wonderful instrum ent not only brings 
to  Mill th e  ni.isterpieres of opera, but they  art- 
rendered by the  sellsanie .artists who are  capti 
va tin g  hosts of opera enthusiasts in the  leading 
opera  houses—tite world’s g reatest a rtis ts  who 
m ake records only for the Victor.

And the  next m oment you can he listening 
to  the  gem s of song from the sparkling musical 
comedies, or being entertained by the  leailing 
fun-m akcrs.

It is only a  step  from grand opera am i the 
classical to  the  lighter forms ol music, for th.- 
V ictor is wonderfully versatile and changes at 
will from  grand opera to  ragtim e, from m instrel 
show to  sacred  music, from vocal selections to 
instrum en tal num bers: the  very  music y ou like 
liest a t  th e  very- tim e you want to  hear it.

Victor
VictroU«

$i< tn Sico

V ic to r - V tc t r e U  I V .  $»«

A n -  \  .«‘t f t r  d e a l e r  in  i i i v  r t t }  in  lU c  » i l i  p U
4rt> \  i r t o r  n t i iv c  »«m « i* il l u  IVMr J liti t. t h
th e  \  a 'to r  \  k t r u U .

V ictor T a lk in g  M ach ine  Co. 
C am den . N . J . .  U . S . A.

f .
S ch  im 4 n n -!{e> n k

3«m m arco

S to  lo  S to o

Figure 2d: Celebrity Endorsement by many musical stars for the Victor Talking 
Machine Company. (Vogue, March 15, 1912: 1)
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Ne.VaVOMRCN\v-.%M. 1*1 A l.n K R T  A ( .# s  I %U.U .1. J .  >1 r.-« IK mciN n 0 « r* r

- ifS

yS!ç3/iaae. 
I2 S 3  Üfvant

Pock StKiCK Jllüo-

kOO«C»S tLL COMMUNICinaNX TO « M (R IC * N  THCATHICAL EXCHANGE

N*w OilcAAa. La. CfAttWAO 'rKcJtr*
N** 0(l*A«m BaU * m Theura

Oriraa*. -  Elfsrwo nwoa*
OWUa. Ttxav Dili A* OsvTA Hooao
Fort Wwth. ÜfwawAÜ OpoTA Howe

" HatiOoo nwAiro
Calrmlom. C«*md Opw* Howao
W «n.
Sia AoiotKA, 0 » n d  Opors How*

Haacock O p«» How*
KtU Tlwair*
W^lkAAlk OprtA How*

ShcTOMfl. OpnA How*
Dmaton, CfMd Opera How*
T y l ^ Grand Opcra'Hou**

Craad O pwb How*
Oprra Huwa

ElPw o. To m  5<rwt TKejnc
Port " Oprra How*
OeaifT. ■ 0*ANfT TK*«tr«
VViwu. HMdehibT^pcraHawi*
CuMtTklW O paa Howe

K fn| 0 |« ra  H«w«

M/Ki**er. Tcfa*.Ot«ta How*
P nW. pHerko# a TWnr*
Boniuei. Slctrt Opera 1 kw e
Trrrfil ** Opera Howe
Ntoia. " O ^ a  Home
flftaKam. O ^ a  Haw*
Bryas. '  Craod Opera Ho*«*
Taylor. " New Opera Howe
Temple.
Bella*.

' E irfcaiy Opaa Howe 
" Grand C ^ a  How*
" Opera How*Dai Rw.

Mneral W elk " Aairorrw*
Hambk. ■ Opera How*
L iC ran r. " Opera Haw*
5 a* Marco*. * Craod Opera Hoetc
New Bratmieb. -  Opw.Howw

" Opera Haw*
HiILbaro. " Opera How*
Mkrtm. Arhaftoi* Opera Howe

Opera How*
Paleebae. Temple Opera How*

SmeS't O ^ a  Howe
K aJnan. Opera Hoaiie

Skr*T*pwL 
Lai* O tarln .

L& Giamd Opera Hew* 
-  OpwaHow.

Jefemom TTrnmr*
"  OpnaHow*

Alemaadria. ‘ Rapide* Them»
Baao* R a o f. E& a Theair*
Mooro*. "  Sopar Th*W*
New Ibena, Opera Howe
Rwian. Rww# Theau*

C^reWua.
Grand Opera Hew* 
Sande* Opera Hwme

Fram&lm. Opera Huum
Latle Rock. AfL Capdal Theau*
Hei
Kme BUS. -  FJh IV m »

Natck*r.

Opera Hmue 
Mia*. CrWury The»»

Bahcr-Craad
CofcyTiII*. Kaat. New TKean*

•Mo. Caovah Theair*
Vebb O y . Blake Ttieatre
Oklahoma O r Okla. OrerW rer Tkearr*
Gudui*. Brook* TWeirc
LlRerw. New TScauc

Opera Howe
Eord. •• NewTheaw
M eahopt Indian Terr Hinuai Th*«r*
Tulaa. Laeww Itraar*
Sha»**e. Bockar Theatr*
CKicladk*. Wapeer Opera Ho*w
OWKWL • Opm.Howe

WmdM Oi«ra How*
Tweoft. Aruona. CrwOla Opma Homm

k rrm  Op*r« Hew*
BmL**. •• New Thearr,
» l rU o .. " Opera Mow*
D «i|U .. Oÿmra Howe
U  iliaraa. O ^ a  Heoie
Sasia Fe. New V eaico. Opera Hewe
.Savaniuh. Gerrry a. SaraaAah T\rai e
CKailc«oa. 5 C Acadctnr al Ntuw

" e b r u a r ?  4 ,  1 9 0 7 .

Figure 3a: Letterhead from The American Theatrical Exchange. (Shubert 
Archives)

S I L V E R  C I R C U I T
t \  c u \ r  s e n , , ' ,  -a tw r - :

NORTHWESTERN THEATRICAL ASSOCI.ATION

COLOIIAQO 
e i lM L a  CIKAK

■ocVt po«o
LAA0V:UUK 
r « i » « o A u . 
c t H t i A u  c : r r

FT COLtlM*
CANON c:ty 
OAA.no JtlNCTTON 
IDAHO 1PB1N03
LONGMONT ...........
LOVKLANO

CH|TTCNN«. WTO 
LAkAMIM. WTO

° I,

/  JI\» "s.
- j  ® i ---------- -JU=:=î?v/  y- \

»r "JS*•  '  *1 I * '"

»r Theatrical Circuit.

_ _  /  i
F .r t.™ f.r  .„k .r  c . , ,1 ,  w PETER M C O U R T . D n ...r Colo 

JO H N  CO RT. S,.tUo. W.,1,.

Figure 3b: Letterhead for the Silver Theatrical Circuit. (Shubert .Archives)
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T H E  O L D E ST  AND S A F E S T  CIRCUIT O F  HIGH G RADE THEATRES 

IN THE UNITED STA TES AND CANADA 
PLAYING AT A PO PU LA R SC A L E  O F  PR IC E S

R E P R E S E N T IN G
CMcw*. to.

TMC CMOWN
THK IMPCRIAL
TMC NATIONAL
TMC VICTORIA

«Tamm CHt Mm.
GRa m o o PCRA HOUCK

S t  Lqmf Mo.
TMC AMCWICAN

Ottron, MUM.
TMC LTCCUM

MIeM.
Th C MAJCSTIC

TaStéo, OtUo
THC LTCCUM

rmélamêmtlu tmO.

Ch^tUmé, Ohio
THE r r o s r c c t

am m m tu Ohio
TMC w a l n u t

CaimmhuM, Ohio
TMC HIGH KTRCCT

ÛA/TDO. Ohio
THC NATIONAL

LMrflVlttt. Ky.
THC w a l n u t

WmttmgiatK 0. c
Th C n c w  aCAOCMt

M. 0,
THC MOLLIOAV #T.

pmuétiaats. Pm.
g r a n o o r c r a  h o u k c

Ptnaèmff, pb.
TmK LTCCUM

Jénar Cky. AT. J.
THC MA4 CSTIC

8»emtttrr. X  r.
THK «ARCR

Sjrmmê» X  V.
THC CASTACLC

Brnmtk X  V.
NCW TMCATRC

OmL
GRANO ORCRA M o u se

S*mr (Mamma, Ls.
THC CRCSCCNT

Mami0én,
THC LTRtC

.VMRvfffc.
TMC RIJOU

ESTA B LISH ED  IN 1 9 0 0

STAIR
A  PW O

HAVLIN
( irx C O R P O R A T B O )

1 4 9 3  B R O A D W A Y  
N E W  Y ORK

G E O R G E  H. NICOLAI. r e p r e s e n t a t i v e

R E P R E S E N ltN G
a Umou, Or

THE LYRIC
Binmioghom. AIa

TMC CIJOU
Itichmomi. V'A

THESUOU
MorfMk. Ka

THE GRANRT
tCmoMMittê, Team.

THE SUOU
Cèêttmmtmgm. Team.

THE LYRIC
tmM.

THE a i jo u
PhtMnom. X J .

THE LYCEUM
Pro¥M9mo. 8. L

TMC IMPERIAL
Mh»*.

THE PRANKu NSO.
POURfUSVR. Ohio

g r a n d  OPERA HOUSE
Ohio

GRAND OPCRAHCUSC
WhoUmg, w. Vm.

THE COURT
Ommhm, Meh.

«NANOCIS THEATRE
CrN. Pa.

THE MAJESTIC
SprtRfRcW. Itt.

Th e  CHATTERTON
m.

THE MAJESTIC
Port Wgym, Ihé.

THE MAJESTIC
St. JoMoph. Mo.

TMC LYCEUM
Ocs^faiRn. lama

TMC aCRCMCLL
amr a ir .RMS.

Th e  WASHINGTON
rii lM I— 1 MkM.

THE PULLER
BmmtoCfmh. Mteh.

Torrm tthote. tac.
GRAND OPERA MOUSE

OrHh.
CLTRIA TMCATRC

NO CONNECTION WITH ANY OTHER CONTEMPLATED CIRCUIT 
AT POPULAR PRICES

Figure 3c: Letterhead for the Stair and Havlin Theatrical Circuit. (Shubert 
Archives)
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B ooking A gency

Â  ■

Y

Road Theatre
A.

Production Road 
Company

Figure 4: The organizational triad o f  the road.

f Â / f £ W £ l L , A / t £ / 9 / C A N  
. T O U R

/90S-fS06

gpA" BERNHARDT
WORLD'S GREATEST ARTISTE

«̂tCT,oM SAM S, LEE SHUBERT
*►” r  * WM. F. CONNOR

* * * —

I N  “ C A M I L L E ♦*

ONE MOMT :: ONLY :: T u e sd a y , H a y  1 1 F> K I C es « I  
SJ.OO. s2.oasi.oo

(.ak ' AUDITORIUM  RirSK
T O  av iA R O  A U A IN S T  T iC K S T  tR C C U L A T lO H  —M all o ra# r*  « i l l  finw ** ra ta lv w : fro m  w tn n i|> ac  an d  alt p ^ in ia  

w t^ n  acfM m naniad  hy Kmnraa# M an ar u r d a r .  P o e t o m c a  M n a o r  op c 'a n tl la d  Chw H . a n d  o tam ppd. adiiPoaoMi
p n v alo p a  f a r  ropljr T h#  orrtara w ilt m  flltoA In  octfor o f  th o tr  r«c« tp t. a n d  t t rk a ia  m allrd  i h t  p w rtb aa rra . A<l«iro«a 
• n d  m afta  empquaa pwyahio lo —

F V L W A M # #  &  M O L M E K  M em e#apo A o d ito p iw m  R in k ,  W in n ip a o .
T k o  p o * * la r  # a a  O M ao  # o le  a p p n  a t  tR o  A o d ito rlw w i R tn ls , R a tw rd a p , A p r il  M l a t  •  a . n*.

• I d a  S e a t lo n o — SXd®. #2 ^  p a d  # 1A &  O a n a r a l  A d fn ia a la n —^t.O O .
In  iin la r  tn  p r rv a n i  In m n v rn ia n ro  a n d  cn n fu a to n  M im n a  a m  m aa a a ta d  to  nolo  th e  doitp a t  «TiirH ih ry  a ro  to 

lo r  tiM  A udiinrtw m  on  tk* n i f h i  o f  in« porform anca* ^ 1 1  d lro c tlo n a  w ill bo fo u n d  on  iho  b a rk  o f a a rh  i trk a i.

Figure 5: Sarah Bernhardt's 1905-6 Tour. Western section (Manitoba Free Press.
Winnipeg., April 23, 1906: 8).
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MOST CAREFULLY BOOKED TERRITORY IN THE WORLD

X

,orwAU3

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. SmalPs Circuit, April 21. 1909, Shubert Archives, New
York.
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"7; l ) c n \ c i  C ' c i i l c i '  . A l l i  a c i i o i i s

Figure 7; Advertisement for Denver Center Attractions. (Variety, September 14.
1998:64)
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g

We’ve got 
the road covered.

T  H E

ROAD
COMPANY

XfphfO LûmIm* * îlrrll

l&S Ur*l tAih ?wiâ  llll|
N«. \ n t k .  M  I003A 

pfu 2I2J 02.3:»»
U v  ZU -TK LU Tl 

WWkr4JMTQMkw{NUtra«ni

Figure 8a: Booking agency advertisement for The Road Company ( Variety,
September 14,1998:46)

X  'A  __

Figure 8b: Booking Agency advertisement for Troika Entertainment (Variety,
September 14. 1998: 52)
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S t h  i L[ - a d ! iV ( ^  T h f  P a c k

i S ^ i M P . 0 P ;  '

Yea^ on  T d u r ' '<  

I . I C

P ; ! A N T ( ) \ ;
. A : ! v

( ) p i  R / \

Figure 8c: Booking agency advertisement for Cameron Mackintosh’s Musicals. 
(Variety, September 14, 1998: 51)
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W  I 1 1.  I A  M  ( ;  I I  s  A I . t . IN t , V

B r o a J w  a y  T o u r i n g  a n d  
T h e a t r i c a l  D i v i s i o n
R i\x r r d a n c c S w e e t  C h aritx '

D e fe n d in g  th e  
C a v e m a n

Stc^el C itv 

O ia in a r v ’ t iirl

1 L i m i t  ) i î \

C h ita  iC 
A ll I li;il Jazz

KtK>m St rv iee
I h o m iig h ly  

M o d e m  V lillie

Spirit D a n c e  
F a m e

1 l ie  Mus ic ; i l

I larriet s  R etu rn

P e n n  * S i. Feller

1 n  ak

M u c h  A d o  
A b o u t  IA cry thinjj

F d J ie  Izzard

I’m  Still H e r e  
lA iin n  It!

William Mt>rri-> \'ẑ -ncy, lot

C »»ni ,S! a» Ik II

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 o f  Selected Cities

City 1890s 1920

New York City 2.5 million 5.6 million

Chicago 1 million 2.7 million

Philadelphia 1 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

D ickinson (N D ) 3,678 March 5

Glendive (M T) 2,428 March 6

M iles City (MT) 4,697 March 7

Billings (M T) 10,031 March 8

Big Timber (M T) 1,183 March 9

Bozeman (M T) 5,436 March 10

Butte (M T) 39,165 March 12

Anaconda (M T) 10,134 March 13

M issoula (M T) 12.869 March 14

Wardner (ID ) 1,369 March 15

Couer D ’A lene (ID ) 7,291 March 16

Spokane (W A ) 104,402 March 17

Oaksdale (W A ) 882 March 19

Lewiston (ID) 6.043 March 20

Pullman (W A ) 2,602 March 2 1

M oscow  (ID ) 3,670 March 22

Colfax (W A ) 2,783 March 23

Pomeroy (W A ) 1,605 March 24

Yakima (W A ) 14,082 March 26

Ellensburg (W A ) 4.209 March 27

Cle Elum (W A ) 2.749 March 28

Port A ngeles (W A ) 2 J 8 6 March 30

Port Townsend (W A ) 4,181 March 31

Nanaimo (BC ) 31,822 April 2

Ladysmith (BC ) 3.295 April 3

Blaine (W A ) 2,289 April 4

Bellingham (W A ) 24.298 April 5
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Anacortes (W A ) 4,168 April 6

Everett (W A ) 24,814 April 7

Seattle (W A ) 237,194 April 8-14 (week)

Tacoma (W A ) 83,743 April 15-16

Centraiia (W A ) 7,311 April 17

Olympia (W A ) 6,996 April 18

Hoquiam (W A ) 8,171 April 19

Eima (W A ) 1,532 April 20

Chehalis (W A ) 4,507 April 21

Portland (O R) 207,214 April 22-28 (week)

Vancouver (W A ) 9.300 April 29

D alles (O R) 4,880 April 30

Pendleton (OR) 4,460 May 1

W eiser (ID ) 2,600 May 2

Ontario (ID ) 1,248 May 3

B oise (ID ) 17,358 May 4

Pocatello (ID ) 9,110 May 5

Logan (U T) 7,522 May 7

Ogden (U T ) 25,580 May 9

(Source: Route schedule from the Cort files in the Shubert Archives, the 
population figures are from the I9I0 United States Census and the J9II  Canada 
Census)
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Table 3: Companies on the Road. 1900-1920

Year First Week in April First Week in 
December

April to December 
Average

1900 285 392 339

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: Bemheim 75)
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Table 4: The Shubert Theatrical Company Roster ('Excerpt). March 6. 1909

Show Location

Havana Casino, New  York

M imic World Kansas City

Marcelle On Tour [in one night stands]

Lulu Glaser St. Louis

Lew Fields On Tour

Sam Bernard Baltimore

Girls #1 On Tour

W o lf# l Brooklyn

W itching Hour # 1 Boston

Blue M ouse #1 Lyric, N ew  York

Nazim ova On Tour

Julia M arlowe D aly's, New  York

D e W olf Hopper Washington

Girls #2 On Tour

W olf #2 On Tour

W itching Hour #2 Buffalo

Blue M ouse “2 Syracuse

Eddie Foy West End, N ew  York

Ganton and Company Buffalo

The Vampire St. Louis

Bachelor On Tour

Bertha Galland On Tour

Blue M ouse #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 o f  Costs for "Glorious Betsv"

Item Total Payment Advance Payment

Costum es S2,500 $500

Properties S500 $175

Scenery
2™* and 4"’ Act (carpenter) S850 $285

3"* A ct S580 $195

1“ A ct $600 $200

Painting (entire) S I.4 I0 $470

(Source: "Estimates for Miss Mannering's Company, n.d.,” Shubert Archives) 

Table 6: Entertainments Ltd.: Profits and Losses. 1909-14

Year Princess
Theatre,
Montreal

Royal
Alexandra
Theatre,
Toronto

Bank
Account
Interest

Net Profit

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 43492.35

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)

June 12 

May 29 

May 15 

May 1 

Apr 17 

Mar 20 

Mar 6 

Feb 20 

Feb 6 

Jan 23 

Jan 2 ,1909 

( $ 1,

Chart I: Nazimova Weekly Profits 
Season 1908-9

r i l l h l t h g -55= l

a o n e  nights 
^ a ^ o n e  nights

acoma/Portland

San Francisco

muuiiiumiamg
[ni^ts

Francisco

^ ^ 3  one n im t s

one nights

3 ^ s  Angeles

lone nights

000.00) SO.OO Sl.OOO.OO $2,000.00 $3,000.00 $4,000.00
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Chart 2: Total Profits/Losses All 
Companies, Season 1908-9

Ttie Revellersi
^ ^ 2 Midnight Sons 

Going Some 
Bachelor F]

Ganton & Co V / / / / / / / / ' ,  

Bertha jaliandt-//,-/^///-.

Havana

th f  Vampire! 
the Ro;

[( I Vamp _  
id  to fester: , 

the Gam bia^t//]
Julia 1 tarlowelxww 

& die Foy

3 Blue Mouse #3

" " y / / / / / / / / / -  B lue Mouse #2 
JGirls #3

De W olf H o p d e r ^ i  
Mary M am enn

'/ / / / /y  tWolf #1 
V ^ / ^ V y y y l G u - l s t f l

Lulu Glaser! 
Marcelle!

. , .  ■ Bam Bernard

JLew
las erf 
^ ____

Fields
HWildung Hour #1

w\lM imic World

($20,000.00 ) SO.OO $20,000.00 $40,000.00 $60,000.00 S80.000.0C
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Chart 3:Profîts for Syndicate Theatres 
Season 1909-10

Gamck 
Studebaker 

Peoples 
Tremont 

Chicago Opera House 
Gaiety 

Webers 
Globe 

Olympic 
Boston 

Colonial 
Hollis St 

Park 
Powers 

Colonial 
Empire 

Lyceum 
Hudson 

Criterion 
Illinois 

Knickerbocker 
New York 

New Amsterdam 
Liberty 

New Orleans

($20,000) $0 $20,000 $40,000 $60,000 $80,000 $100,000 $120,000
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Appendix D:
Shubert Company Holdings ( Source: Shubert Archives)_________________

ZX>:i:aT "A" ATTACKED TO 5 I I J .  0 7  SAT.T.

( i e i n g  t h e  p r o d u c t i o n s  o%ned by The S h u b e r t
T h e a t r i c a l  Company, a s  I n t e r e s t  may a p p e a r )

Ke Came f ro m  . ilv jaulcee  
I ' . a l i c h
C i r l  i  K a i s e r  
’. .a t  c h e r s  
r n s i t E  
S o ld
Ann -o y d  
r a t i m o ’/ a  
H avana h o . 1 
ho t o r  G i r l  
T r o u c a c o u r  
.  i . . a c o
P e r s i a n  P r i n c e s s
C i t y  ;to . 1
AS e . Kan T h in k s
ho t t e r y  ho . 1
Up L. Crown i r o a d w a y
K is s  ï . ' a l t z
. . e x t
s l l  G en crsJ .  P r o d u c t i o n s  ( h o t  I t e - . a s e d )
h e e p i n s  h p  A p p e a r a n c e s
. I ’l e  . o u a e ,  ho . i
H a a l e t  o f  2 roadw ay
G i r l s  . 0 . 1
G i r l s  h o . 2
Ci r l s  ,.o . 3
. . a . n n e r i n -
" ' I t o h i n c  . o u r ,  h o .  1 
■’. ' I t c h i n f  h o u r ,  _.o. 2 
b a c h e l o r  
T r u a n t s
G i r l  a n d  The '.Visard 
L o t t e r y  - a n  Ho. 2 
C i t y ,  ho . 2
L u l u ' s  K u a b a n c s ,  J o .  1 
The F a m i ly  
Ci t y ,  ho . 3
L u l u ' s  H u s b a n d s ,  .-'o . 2 
H '.ap e ron s
L o t t e r y  K an , h o .  3 
^ t t e r y  . '.an, h o .  4 
The H a r n i n g  
i l u e  C lu b  
L o u th
The l ian  w i t h  T h re e  A iv es  
- o d e m  h ' a r r l a g e

(Continued on Next Page)
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Ilomev/ard -o u n d  
iT e t i .e r s o le  
Tr.e - a r e l o o t  T'ancer 

e a r l y  a l ierc  
v r - c .  i ^ i s c h i e l  
. s r c e l l e  
V/olf --0 . 1 
B lu e  - o u s e ,  : o . 2 
W oli ,  Ko. 2  
B lu e  - .o u s e ,  Bo. 3 
S te p  cy S te p  
Gan t o n & Company 
Goi--g Some 
The R e v e l l e r s  
Going Some, Ko . 2 
lo  c k s ta c ie r  
Havana K o• 2 
P a r a c i s e  o f  1 onamet  
Yankee .. .andarin  
l i c k  V.liit t i n g  ton  
R im .m a ster  
B i l l y
B e l l e  o f  B r i t t a n y  
-L^oots & S a a o i e s  
L e s l i e  C a r te r
'...agoaler.e
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EXHIBIT "3".

L i s t  o f  S tars  and r r i n c i p a l s .

John '.ason  
'..iLlia.r- Ho s e l l  
Louise Gun.'iiiig 
llary I.Linnerin^ 
I lar ie  D r e s s ie r  
P r i t z i  S ch ef f  
Tor.i Richards  
Olga Slack  
Ro cer t  V/a r ,v i ck 
?rederic:c Barton  
. .a r t in  0 .  Brown 
V io la  G i l l e t t e  
Georce VcRarlana

A '.a  n o n
.ay Bo l e y  

L u c i l l e  La Verne 
Loris  Keane

. e l en Lcca^ye 
h ld r e d  B la in e

r.'.riStine e i l s o n  
Pay Teiapleton 
■-'rank Kinney 
George 0:
J?... Bernard
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FJffiiyilT "C" .

( C o n t r a c t s  7 / i t i .  A u t h o r s  s_".c o u p o s e r s  ( r i v in g  
t h e  t i t l e  o f  t h e  p l ? y  s n c  t r .e  na..ie o f  t h e  
p e r s o n  : i t r .  whoa c o n t r a c t  i s  a a d e ) .

::A Z£ r 7 f l .avs AUTHORS.

D e s t i n y T .enry  I r v i n g  Dodge
The '.Vis.-.ir.t R in g Owen D a v is
V i v i a n o r a n d o n  Tynan
The r , o t t e r y  . .a n R i d a  J o h n s o n  Touny
Ann n o y 6 V.ir.. H a rd e n  a n d  h a r p e r  D ro s  .
, . i  ne  t e n ' s  W edd ing J u l i u s  . - .o r s t  fciic u a r o n  T h i e l
The C l a s s  . o u s e J h a r l o i t e  T h o ap so n

V e d o in g  Day J e s s i e  T r i r . - a l i
The h a s h  I n t r i g u e J o b e s ,  1 e r i l l  & C o .,  a n d  E d .  E .  R ose
The I d o l  o f  : .ong  h ong E d .  TTadc.er. .. Dou h i r s c h
D ic k  V .T - . i t t ing ton T h e a t r e  R o y a l ,  T r u r y  l a n e ,  Î ' . . H aul ton
The " n f i . t i r h e d  L -en ten ce G e r a l d  S t u a r t
The G lc is s  D lo w e re L e o n a r d  L e i r l i n g  a n d  J .  P .  S o u s a
The 7 r i n c e  o f  . o r o c c e E . S c h l a c k  a n d  ■ . J a n n f r e c
The ' . . a t c h e r C o ra  G r l f : i : .  o r  . o r a  a y n a r d
- i n g  o f  . a c o n i a R r e c .  Tons - .a le  an '  . i d r i u n  " c s s ,  S id n e y  

J o n e s  rnd  J .  D . K e r r .
h i l l y G e o rg e  _ a r .e r c n
.'Tan '.'.ho Rad S e e n  _-li.no G. 71 sh e
C o u s in  - o b e y . . a r k  Swan, . eno . o h n s c n ,  7 .  V a g n e r  à  

C. ' iV i l lo c k e r
. h e  Daw . r e a x e r a Ho c e V. 0 ' L e i  11
The C i t y C ly d e  P i t c h
R a v a n a G e o .  G ros  s a i t . ' . ,  J r . ,  Grnhar.; . . i l l ,  L e s l i e  

S t u a r t  e n d  A d r i a n  R oss
A ; a n ' 3 Vo r i d R a c h e l  r o t ' i . e r s
. i e h e s n a c . - t V a l - . i t i r e  So bo 1 ev/sky e n d  V.’. V /a len tow

D e r  D i e c e s e a l r e r R o o t .  B odai:sr .y  a n d  7 r .  G ru n b a u a ,  C. U. 
Z e i h r r r  a n d  K a t t  Woodward

' i r e l e s o  T e l e g r a p h y C . E r i e t i . a n  e n d  E .  L u n s e r
C l u c h e n a r r A. h . V l l l n e r ,  A. L a n d e s . e r g ,  R, S e r t e
S c h o n e  G a r d i a t tt N ft

Geo r g i r . a 7 . Vo n S chc n ti '.ap
.0 0 e r r .  . - . a r r i a g e E .  T o r i n o ,  ? .  W e il  e n c  K . R hodes

The . o u a e  T r a p E n g e l , J u l i u s  . . o r s t ,  C. G . L enn ox
The S a r e f o o t  D a n c e r A. K e i c h e r t ,  E e l i x  A l v i n i  a n a  . . .  Woodward
The F r i a a  S a l l e r i n a C . S c h r a r t r .  e n d  Ma* Reim an
The h o u s e  o f  C a rd s D. A .  R oot
T a r . i e l  " T a x t o n A..  J  . Eddy
The S e c r e t  -.onan A. R u g g le s  en d  - o r r i s  - u r r
S t e o  'ey S t e p D. L i t c h e l l
T u r c h l a c n t  R a d e i s c h e n K o l l a n c e r  and  J .  F r e u n d
The E n t é r i n é  Wedge A.. T a s s i n
T p x o r . ' c  D a u g h t e r h . J .  V e r a i l y e
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c ?  3 A ts

Tlie r .a r row  ^ati".
L u l u ' a h u eoan da  
One o r  t h e  c o y s  
.--igh L i f e  i n  J a i l  
A P e r s i i - n  P r i n c e s s

The c e l l e  o f  B r i t t a n y

The h e a d  o f  t h e  c ir . . .
. e i n e  . ' . l e i a n e  
The L ig g e r  
i:o nar.ie g iv e n  
The r i r i g i d e  A ire :  i ?
The ' . r u a n t s  
The T ra n a fo  n c a t i o n  
L ie  J u x i i e i r n t  
The Peud 
The . . i s s  Gower 
Cheyenne
D i e  C o n u tn e . 'T e i s e i

T"r.e • r t f . g e

T e r  T o r o t e r  . c r i i t ' l  
a dame T rouca .cour

: iu r  'em Trauc.
Das h i.u .- .e iC8tt
T e r  £cho- .r . . .e is - .e r
Ti.e P .evc lu tion r-.ry  C a r r i a g e
_ e i n  buaen  H e y i i ' t e r
D er c l r .u e  . ' l u o
D eer L i t t l e  Denmark
pH ?a  ' s ec'.a
L-el . s  t e r n
P.epu t a t  io n
The c u i l r e r s
S o c i e t y  s n n  c u l l  Dog
La R a f a l e
c u s i n e s s  " 'ocan
The D re a  e ra
The F am ily
E i l l i h e n  Act
The hawk
Love and . a t e
h e a r t  o f  E o s l t a

L an  w i th  T h re e  ""ives

■-OT'hOHS.

J .  T on tague  
. S o u l i  and T . cu c h a n a n  

P.. J .  Young and T k .  S c h r o e d e r  
L .  Ï .  Shii«;>Hn ;n d  Pen S c h i e l d s  
L. can to  ck, T. P .  c a r r o * .  F .  G reen- 
bank anc . a r i e  . o r n e  
P .  Greene an::, : . T’d - o t  a.ic . a r i e  
. .o rne ,  J .  ? .  c a r r o  v/ r n d  ?.. c a n to  ck . 
L. Pa'oer
Alex E.-.gel ar.u - u l i u s  . o r s t  
c d .  c .  She ldon  
Langion . . i t c h e l l

m e  S t  -:aum

D uke’ s U n o e rs tu d y

7 .  ::o r l n i  an 
■/. T. Colecy 
R u p e r t  .'.ugl.es
E . L e c e re r ,  . I . e r r t a n  and . L ehar  

. C. C o lw ell  
c .  c r c n n e r  

, a t t i e  hee.ne
-eo  . c t e . n ,  a .rl in d a o  anc ' d .
E y s l e r
.%lex cn : .e l ,  A uj.  e i c n :  r t  a.-.n Lee 
A r th u r

. L e c e r e r  ; . . d  .. L e i d i n g  
• iC i lhac  s.nc . a l e v e j  , . . P o h l ,  _ .  
u encacn  a..t c  > e 11 x Ai c i  n i  
L. Sc.naiiit  

a g n e r ,  . .. F .e tc . .e r t  ar.v . . L eh a r  
Alex .AT.^el, J .  . . o r s t  a n a  . . i . Z e in r e r  
L. - i c i ' . a e i i s  and S .  S z inn ey  
P . F riec_ i .an -T rec .e r ic.< .-no l .  - . i t c h e l l  
A le x .  E n ge l ,  T . . ; o r s t  an d  C. K a p e l l e r  
. a u i  Rueen3
c t o 'o i t z e r ,  T. Friec....an ana  T r e c e r i c k  
. on '-ura  anc ' .u r z in s k y  
Tames F . Cooke 
. a r i o n  . a r s h a l i  

i  . Armstrong 
r .en r l  c e r n s t c i n  
Sam Snlptian 
L aura  K e l l  
R o b e r t  D avies  
S .  h .  F i t z h u g h  
Lee A r th u r  
L ou is  L ehar
K a th e r in e  S te w a r t ,  Lee K e r 'oe r t  eno 
h . Swan
h . c . Smitn , P a u l  r o t t e r ,  . u i i u s  
- a e r ,  F ran z  L ehar  

a rk  Swan, Sen Jerome and Ed. .'Ladder.
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: v : : ? s  r r ÿ L .  Yc

T r i l b y
X eeb lnç  Up Appearances 
The . i e h t e r s  
■ > 3 c l e r t e  Venue 
Thousand D o l l a r s  
Der S t e r n d e u t e r  
V/eln D e h a r t  h 'e lene 
Die V i l l l o n e n b r a h c t  
hear.
A F r i e n d  o ; '  Tacku
Der D.odeldiï!'..-. : r
Ho.te’.Tard aou.-.c
Shadcws
Die K in d e r
As a  han  Tl.i.njco
Der h e d i j e  Do t i e
T%e Eno o f  F .ustace  Dde
Tr.e T r a i l  o f  l o n e s o t c  F in e
The V i o l e t  '.'•.co'T
Text
Die D ie jeo . ' .d ie

T r in c e s c  T r i s c i l l a ' a  i -o r t -  
r.i J . . - .

D a rn . '.

êiJ.:-ÿ-c.E3,
V i c to r  . - .erbert  
n .  D av e i . to r t
A. F . Terhune and h i l l i a r d  Tooth 
h.ans Duci;o l t
h a rc z a j ,  V/o l i n e r ,  Uorla,; and Vertideo 
Hud. Scnanzer ana Fob. Leonard 
Fberiiaro :uchner 
h. Derte
Charles Cassnan and .Alex Stefa.nides
Van C assn rJ  ^ Custav  V i i e r s
Deo K astner  and 3o s .  Sna^a
Fred, n u r ta n  and KUj'e.’.e W alters
A. J .  Eddy
. . E . Goodman
.Augustus Thomas
Gruncauii, F .eicnart D Vanda
Geo. Da.ncroft ana Gee. F le y d e l l
The T r a i l  Co.
Dorothy Daxter 
rUda J .  Vounj
.-'0 c e r t  Foal,  Ze-nuac;. and . r s . 
h'b rol.:..*.yi

_a. Kr.oclauc.;
Tcu- la s  . .a rray
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14

Schedule “C.”

S t o c k  I f o h o i N c s  o k  i i i k  T i ik.a t i : i c .m > I ' o .m i 'a n v .

1. A llia iu lir .i  ' l ' i i f î i t re  ( 'o m p a i iy .  O ix jiiii /.cd  u n d e r  the  
la w s  o f  W asliin .u ton  ; $:!(),OOÜ e a p i la l .  'I'lie 'i 'lieal rical 
C o m p a n y  a n d  one  .lo lm  C o r t  own hd p e r  e e n i .

'2. W i l l ia m  A. l> rady , Ltd. I n c o r p o r a t e d  u n d e r  tin* 
la w s  o !  N ew  J e r s e y ,  w ith  an  an t l io r iz e d  ea ] i i ta l  o f  
0t)(l,(i()0. 'I’he T h e a t r i e a l  C o n ip a n y  h as  p a id  in 
u p  to .1 u ly  1, 1!H1.

.'i. ( 'o n is to e k 's  .Amusemeiil ( "oiiipany. T h e  T h e a l  id­
eal C o m p m iy  o w n s  all th e  stock.

4. S a m  S. S h n h e r l  I 'ookina; . \ ireney .  ( )r.uani/.etI mi- 
d(‘r  th e  law s  o f  N ew  .1 e rs e y ,  w ith  an  au tho ri / .e i j  c a p i ta l  
o f  $.")!).()()(I. T h e  T h e a t r i c a l  ( 'o m p a i iy  o w n s  all I he stock.

Ô. A\’c s t e r n  T T iea tres ,  L td .  ( )ru a n iz e d  u n d e r  the  laws 
o f  M aine .  ( a p i t a l  $ld.nO(). T h e a t  r ica l ( "oiupany ow ns 
7)0 p e r  cen t .

(». I n d e p e n d e n t  I ' io d u c in a :  C o m p a n y .  O rirau ized  u n ­
d e r  th e  la w s  o f  Ntov Y ork .  T h e a t  r ica l C 'ou ipany  ow ns 
n.3 1-3 p e r  cen t .

7. N ew  A o rk  11 ro a d  w ay  T h ea t  re ( ‘o m p a n y .  Ineor- 
p o r a t e d  u n d e r  th e  law s  o f  New A'ork. C a p i ta l  $3d,00tl.
T h e a t r i e a  1 C o m p a n y  ow ns p e r  cen t.

5. S h u h e r t  A n d e r s o n  ( o m p a n y .  I n c o r p o r a t e d  u n d e r  
flic law s  o f  N ew  A'ork. C a p i ta l  $1(10,000. T h e a t  rical 
C o m p a n y  o w n s  o n e -h a lf .

Î). L n i te d  S t a t e s  . \m u s e n ie n t  (■om pany. 1 ncorpo- 
r a t e d  u n d e r  th e  law< of New .le i> ey . lu  p n x  ess o f  d i s ­
solution. $10,000. p ro h a i t ly  d i s t r i h n ta h l e  to  th e  T h e a t r i ­
cal Company.

10. W a s h in g to n  T h e a t r e  C o m p a n y .  I n c o r p o r a t e d  u n ­
d e r  th e  law s  o f  D e law are .  < tp e i 'a tc s  th e  D e l . i s c o  T h e -
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là

atre, W a s h in g to n .  C a p i ta l  $ü,OtlO. T lioa lr icu l Company 
owns 50 per oont.

11. Wilbur S hnbert Tin'sitvo Company. Incorporated 
under the lows of Now York. Capital $100,000. T h ea tr i­
cal Company owns 00 per cent. ( )perates llu* ^tajeslic. 
Theatre, Boston, and lltt; AJajr siu* Theatre , Now York.

12. Fields Producing  Company. Organized under the 
laws of New York. Capital $10,000. Theutrii'al Coni- 
piiny owns 50 per cent.

13. ICntertaimiients. Lid. Jjicorporatod andor (lie 
laws of Canada, with ,tii autliorized share eapilal of $10,- 
000. The Theatrical ( oinpaipv owns 00 per cent. Ope­
rates the Princess Tlieatrc' in the city of Montreal! and the 
Royal Alexandria I 'h ca tre  in the city of Toronto.

14. “ . lo s e p h ,”  I m p o r t e r s ,  N ew  Y ork  C ity , i i ieo rpo r-  
atcd u n d e r  the law s o f  N ew  Yurk. T h e  L’h e a tr iea l  ( uiu- 
pany owns $11.230 p a r  value o f  stock.
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11:

Schedule D.

L is t  o f  L fa s k s  Ü w x e d  iiv TiitiATUR-.M. C o .m i-a n v  a n u

S u b s i i h a u i k s .

( 1 )  ALIIAM IIRA T h KATRK, S lU T T L E , W aSI 11 N’UTI i N .

Tlio Alliaiiiliru Tlu'iitn* ( "mii|i:uiy (ciipital $10.- 
000) lioltis till* lease. Iveiitai $."i0,000 for the 
lirst live years and $r»U,(M10 for the seeond live 
years. Theatrical t ’oiiipany iiolds hy as«ii'ii- 
mcnt from .1. J. Xhuliert, âO'/:, of the xtm k, 
half of which is owned hy .fohn Curt.

( 2 )  A c a d f .m v  OF M i r s i c ,  S a c  i n  a w , .M i c h i g a n .

Leased to Theatrical Company for a period of 
live years from July 1st, lOlO. lieiitul $.),(iU() 
per year. .Moses IJeis has fifty per cent, in­
terest.

(d) Majfïitic TiiEA'rim, Potix ITi' hon, Miciiican.
Leased to Theatrical Company for a period of 

five years from July 1st, 1011. Ixental $.1.400 
per year. Mo.ses Reis has fifty per cent in­
terest.

( 4 )  COLONIAL T h e a t r e , C l e v e i a n o , O i i i o .

Leased to Theatrical Conijmny for ten years 
from February 1st, 1904 at a rental of $14,00(1 
per annum. Comstocks .Vmusenumt Company 
has a fifty per cent interest.

( G)  L y r i c  T i h l a t r e , ( . ' i n c i n n a t i ,  O h i o .

Dookinpr agreement for five years from Septem­
ber, 1911. Rental $27,’»00 per year. Theatri­
cal Company owns ôOÇ , of which ten per cent, 
is reserved as against contested claims of one 
Edward B. Kinsiila.

( C )  M a j e s t i c  T h e a t r e , F i n l a v , O h i o .

Leased to Theatrical Company for five yea rs 
from [''ehruary 1st, 19114, at a rental of $27,- 
500 for the entire term. .Moses Reis owns 
50% interest.
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( 7 )  Qm&m» T i i ë a t r b  (now  know n  a s  S lm b er t  's } ,
C ü lA 'M IU ’S.

L ea se d  fo r  ttîn y e a r s  f ro m  .Sc]>ieial»ei' 1st, hM.'i. 
R en ta l  $10,u00 p e r  annum . l i a s  'X'(ui suli 
leased  to  th e  C o lum bia  AmuseTmmt i \ in ip au y  
a t  a  s ligh t profit.

( 8 )  COLONIAL, T a t A l H ï ,  C o m  mi : i  >.  O n m .

Leased to  T h e a tr ic a l  Compnnj- fo r  iiv» y» :,rs 
f rom  Septeniljer  1st, 11)1(1. K enlnl 
p e r  year .

( 9 )  Ar.BT.irr T h e a t k k , C h a TT.\N'Ock.a . T icxxi'ssK K .
Six y e a rs  f ro m  SeptctnlHi* 1st, lHH:-. Kental 

$4.500 p e r  y e a r  f o r  Uio lirs t  five \ e a r s  and 
$5,500 p e r  y e a r  fo r  the  xeeetid five y ea rs .  I'tu* 
lessees a re  T iiea lr ica l  Co., C la rem  e W'» is 
and  Albert, W eis. T l iea tr ica l  C om pany  owns 
50%.

T he  “ Associate*! T h e a tv o s ’’. u i>»daware o il  - 
p o ra tio n  is a b o u t  to acxpfiK' .said en t i re  lease­
hold in te res t ,  to g e th e r  witii the ieasrdiehl of 
the  W ells T h e a tre  in  the  C iiy  o f  C hailnnooga, 
in cons ide ra t ion  of the issue  to  the  'I’lieatrioal 
C om pany atid M essrs .  C. and  A. W eis of 
50% of i ts  c ap i ta l  stock, tlu? re m a in in g  (lOc; ; 
being issued  to  (he o w n er  of the ^\'eHs 'I'lu-a- 
tre.

( 1 0 )  N e w  T a t A T k K .  D e x v e h , O ch .c u u d o .

In  cour.se of c o n s t ru d io n  to  lie called  llu; Shn- 
h e r t  T hea tre .

The  T h e a tr ic a l  C o m pany  ha.- an  a r ra n g e m e n t  
by  whieli th e  profils  o f  the H road  way .and 
T a b o r  G rand  T h e a t re s  in D enver a re  pooled 
and  fifty  p e r  cent, o f  ihe^e profits  pa id  to the 
Thea tr ica l C om pany. W hen conipiclcd (he 
‘N’ew T h e a tre  will In n n  ,i pari  o f  ih is  pooling 
a rrangem en t.

A rra n g e m e n ts  a r c  Innng p»’rtVcteti fo r  flic ac­
qu is it ion  by  a coi"|>nriition to  'be o rgan ised  
o f  all rig ltts  uiult.M- the c.vistiug lease  (n this
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t h e a t r e  lic ld  b y  th e  T h e a tr ic a l  C o m p a n y , to  
g e t h e r  w ith  th e  le a s e h o ld  in t e r e s t  in  th e  
B r o a d w a y  a n d  T a b o r  ( j r a n d  T h e a tr e s  in  th e  
C ity  o f  D e n v e r ,  in  c o n s id e r a t io n  o f  th e  i s ­
s u e  by  t i ie  n e w  c o m p a n y  o f  it s  s e c u r i t ie s ;  li ie  
T h e a tr ic a l  C o m p a n y  to  r e c e iv e  o r  su c h  

p r o p o r t io n  a s  m a y  be a r r a n g e d  b e tw e e n  th e  
T h e a tr ic a l  C o m p a n y  an<l t iie  o r g a n iz e r s  o f  

th e  n e w  c o m p a n y .
(1 1 )  M .\rv A nukiiso .v T iiiL vniE , L o u i .sv il l k , K v .

L e a s e d  to  L e e  S h u b e r t  a n d  a s s ig n e d  to  T h e a t ­
r ic a l C o m p a n y . T e r m  tw e n ty  y e a r s  fr o m  

M a y  1st, 11)07; r e n ta l a p p r o x im a te ly  $ I 1 ,000  
p e r  y e a r . H a s  b een  su b - le a s e d  h y  th e  T lie a t-  
r ic a l C o m p a n y  t o  th e  Z ie g le r -A n d e r s o u  C o m ­
p a n y  a t  an  a n n u a l p r o fit  o f  $ l’,00i) fo r  th e  

te r m  o f  th e  le a s e .
( I J )  ( i l U M i  ( t l M . l t . \  l l o U S K ,  A r w x T A  A.VO . M a c O . V ,  ( i K d l u n . V .

T e r m  le u  y e a r s  fr o m  S e p te m b e r  1st. 11)10, n rn t.il 
$ ± 1 ,0 0 0  p e r  y e a r  fo r  th e  f ir s t  tw o  y e a r s  a n d  

$o(),0U0 p e r  y e a r  fo r  th e  r e m a in in g  e ig h t  
y e a r s .  L e s s e e  T h e a tr ic a l C o m p a n y .

( I X)  L roviuc .n’i i; ÜPKU.A IfoL’sr., I’rovhie.ncf., It. I.
K e iita l $112,700 p e r  y e a r  fo r  ten  y e a r s  fr o m  S e p ­

te m b e r  10, IIKK). T h e a tr ic a l C o m p a n y , le s ­
s e e . F e l ix  W e n d e ls c h a fc r  h a s  ÔO'. in t e r e s t .

( 14) H f , r a i . ! >  S t i u . M i K ' r n t \ T i i K ,  N e w  V o k k  C i t v .

T w o  y e a r s  fro m  M a y  Lst, ID lo , a t  $.1 0 ,111X1.
L e a s e d  to  T h e a tr ic a l C o m p a n y  j o in t ly  w ith  

o th e r s .
( I f ) )  I!ai!.m.\xi:.s B i .n ; (  KKK llAt.1.. . \ l c . a x v ,  N . V.

F. May C o m s to c k ,  lessee.  T e r m  five y e a r s  i rom 
-Lily 1st,  l!)i!l). R e n t a l  $lâ,ll tlit  p e r  an n m i i .  
T h e a t r i c a l  C o m p a n y  o w n s  fif ty p e r  cent .

1 10) .Ma .x i i .-.c i a .v ( )ctT!A l l o r s i ; ,  N i:w  \  o u t :  t ' t r v .
T e r m  five y e a r s  f t o m S c p t e n i h e r  1st. IDII ,

r e n t a l  p e r  a n n u m .  T h e a t r i c a l  ( om-
I ' an y ,  lcs.;ee. !•’. May ( iiiustoi-k a n d  .i.-'-oici.alcs 
o w n  f i f ty  pei- cent .

( 17)  T r o K  ' I h i  r  \  r c r  B i i f f a h i ,  N .  V .

D c i l o  J n i M :  2 0 ,  t o  L O .  T » * r t n  l < - t i  y c - n r H
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firs t th ree  y ea rs  an d  $1G,00() p e r  ium uui for 
the  rem a in in g  seven y e a rs . T liea tric iil Com­
pany is the  lessee.

( I S )  L y c e u m  T h e a t r e ,  IrrrACA, N. V.
T h ea tric a l C om pany le ssee ; te rm  ten y ea rs
from  S ep tem ber, 1910, re n ta l $s,{)On per au- 
nnm . M oses R eis ow ns 30% .

(19) COU>NIAL Theatiuv, Glkn's l'\\U.S, N. Y.
T erm  ten  y ea rs  from  A u g u st 1 s t, 1910. T iieat r i ­

cal C om pany  le ssee ; re n ta l a p p ro x im a te ly  
$5,000 p e r  annum . M. R eis  ow ns 30Ç .

(2 0 )  SHUBERT T h e a t r e , J^r o o k l y x , K . V.
T erm  tw enty-one y ea rs  from  O ctober 1 st, 1910, 

a t  $55,000 p e r  annum . T h e a tr ic a l C om pany 
lessee. L ew  M. F ie lds ow ns 23% in te re s t.

(2 1 )  Da l y ' s  T h e a t r e ,  N e w  Ynm< C i t y .
T erm  ten  y e a rs  from  M ay 1 s t, 1907; ren ta l $40,- 

000 p e r  annum  and  tax es. 'I’lioatrieal C om ­
pany  lessee. D aniel Y. A r th u r  lias a one- 
th ird  in te re s t in profits.

(2 2 )  W e s t  E n d  T h e a t r e ,  N e w  VmtK C i t v .
L ease d a ted  J u n e  30, 190S, ex p ire s  J u ly  1 st, 

1913. S h u b e rt T h e a tr ic a l C om pany  pays ren t 
and o th e r ex penses; p ro fits  d iv ided  3t)'/r to 
S ta ir  & W ilbu r, 30% to T h e a tr ic a l Com^iany.

(2 3 )  S h u b e r t  T h e a t r e , K a n s a s  C it y , .Mo .
T h ea tric a l C om pany lessee, te rm  tw im ty yen i s 

from  S ep tem b er 1 st. 1900, re n ta l $2 0 .- 
(X)0 p e r  annum , o f  which ten  p e r  cent has been 
rese rv ed  as  a g a in s t th e  con tested  claim s of 
one E d w ard  B. K in siila .

(2 4 )  T o o t l e  T h e .v t r e ,  S t . .T nsi:m r, M n .
T erm  from  J a n u a ry  1st, 1911, to J u n e  I >|, 1910; 

$8 , 0 0 0  p e r  annum , subject to old in te rest in 
Jo h n  C ort.

(2 5 )  Bijou T h e . \ t r e ,  B unoK r.» x. .V. Y .
T erm  S ep te m b er l.sf. 1909, to .Vnvember 1 2 , 

1913; ren ta l $20,000 p e r  annum . T h ea trica l
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C om pany  le ssee ; sub-leased  to  C orse  P a y to n  
a t an  ad v an ce  o f $3,000 p e r annum  in which 
T h e a tr ic a l C om pany  has one-half in te re s t.

(20) S h u b e r t  T h k a t h e ,  U t i c a ,  N. Y.
T erm  tw en ty  y ea rs  from  S ep tem ber, 1000 ; 

ren ta l $10,000 p e r  annum . T heat rieal Com­
pany lessee.

(2 7 )  SHUBERT T h e a t r e , S t . P a u l , M i n x .
T erm  fro m  J u ly  15th, 1010, to  O ctober 1st, 1010, 

re n ta l $12,500 p e r annum . T h e a tr ic a l (..'om­
pany  lessee, l ia s  been sub leased  to  burlesijue 
com pany.

(2 8 )  L y r ic  T h e a t r e , M in n e a p o l is , M i n n .
Fron» A u g u st 2nd, 1000, lo A usrust 2nd, 10!!), a t 

a  re n ta l o f $14,000 per y e a r  fo r the lirst live 
y e a rs  and  $ 1 0 . 0 0 0  p e r  y e a r  fo r the second five 
y ea rs  (a lso  e x tra  charges a^.iire^mtinx^ $1,320 
per an m iin ).

(20) .VoKLeiii T h k a t r k ,  PiriLAnKi.eiii a ,  P a .

T erm  s(‘V(Mi y ea rs  from  S ep tem ber 1st, 1007, 
ren ta l $25,000 p e r  annum .

(30) XcsBirr I ’ i i k a t r k .  W i l k k s i i a r r k ,  P a .

T erm  ten y e a rs  and  th ree  m onths from  A iianst 
1 st, 1 0 0 !); ren ta l $0 , 0 0 0  p er an n u m ; ad d itional 
ren t $5,000. T h e a tr ic a l C om pany lessee ; has 
a ss ig n ed  lease.

(31) CiRAxn O p e r a  H o i - s k .  W i l k e s i i a r i i e ,  P a .
F ro m  .\n_mist 1 st, 1 0 0 !), to S ep tem ber, 1 0 1 0 ; 

ren ta l $0,000 per annum  ; ad d itio n a l ren t $5,
0 0 0 . T hcal rii al ( 'om pany lessee.

(32) Ai.vi.x T il i.A ri;K, Pt rrsiu  n o ,  P a .

H a rry  l>avis F n te rp r is e s . T liea trica l C om pany 
ow ns 5 0 ';  ; ren ta l $50,000 p e r annum . T erm  
to A pril 24th, 1 0 1  s.

(33) M a . / i ; . s t i c  TiiEATUI:. Xi;w VaitK C i t y .

Tell y e a rs  from  ()i to lier 1st, I!)11, W ilb u r S h u ­
bert ( ■(). lessee; ren ta l $25.00(1 per aiiiiiim. 
T h e a tr ic a l ( onpuiny owns 50',.'.
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( 5 4 )  M A JK sn c  T h e a t o b , B o s t o n ,  M a ss.
F o u rte e n  y e a rs  f ro m  F e b rn a ry  4ih, li>04; ren ta l 

p e r  annm n, W ilbnv-S hubort T h ea trica l 
C om pany  lessee. T hea t rieal Com pany owns 
504&.

( 5 5 )  AmarroRTUM T h e a t h e , r ) i .s  .XfoiNES, I o w a .
Term five y ea rs  from  Soplo juber 1st, 1900; 

rental $4,000 per year. T liea triea l C om pany 
leesee.

( 3 6 )  S n im B iiT  TnEATRE, M ik n e a c o m s , M uv n .
Term twenty y ea rs  from  Heptc?nW r 1 st, 1909; 

rental first eigh t y ea rs  $18,000 ; «cr ami urn and 
last twelve y ea rs  $20,000 p e r annum . T lieutri- 
cal C om pany ieysee.

(37) SRTTBBar T h e a t r e , pRovimi.NCE, K- L
R ental $12,750 and u p w ard s . T e rm  from  .ii.ly 

1st, 1908, to .fnne 191:1. T lica trica l (.'om­
p a n y  lessee. 1-oase a.sHiynod to  Mmpiro C ir 
enit Co. at an advanced  ren ta l.

(8 8 )  SarcrBKRT T u e a t r k ,  Eo< n rsT im , K.  Y.
Term exp ires  D ecem W r 4tlj. J91T; o |ition  of 

renewal for live y ea rs . l? m t to  Deornihor 
15th, 1912, $11,500 per annum . T horm ifler 
$15,0(X) per nnnnm . F . B ay  Com stock uwns 
50%.

( 3 8 )  C h a t t e r t o n  O p e r a  I I o o s k ,  s m u x t ; f i e l d ,  Ti.u
Term five y ea rs  from  O ctober 1 st, ]9il9, re n ta l 

$27,500 for full te rm . F. B.-iy (’ktrnstttclc les­
see, Shnbert T h ea tric a l C em pany  owns 59'/,.

(4 0 )  ABLE O prra  ITo i s e . F  ASTON. F a.
Term live y ea rs  frm n S ep tem ber 1st, 1909,

$6,500 per annum . F . lin y  C om stnfk  lessee. 
Theatrical C om pany owns iVI'l .

ÜLUVOIB Theatre, riip..\x.\, III.
Four years from  O ctober 1 st, 1909, $15,200 for 

th e  fnll term . F. liay  Cnrn.«loi [c nn n.s .50'>.
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(-12; Ari ' tTomrM  I ’hkatim;, 'I’oi-kpo, O hio.
'l’onii Tor live yen i'm, eoumiencii ig Anifusl  I, 

1009; r e n ta l  $4.000 pe r  a n i m m ;  I’’. I«ay ( ’otn- 
s toek,  lessee*; T h e a t r i c a l  ( ' iunj)any owns  .'>0';;.

(4H) ( ’uArrKRTOx OeratA M u u s e , DAXvnaa:, Ira..
T e rm  five y e a r s  f rom  O ctober  1st, 1000; ren ta l  

for  tin* t e rm  $12,000. Tluait r ical  ( m p a n y  
owns 30%.

(44) Van OiTiaat  Omar A Jlnrsi' ., S i ' h e n k c t a h v ,  X. \ .
T e r m  te n  y e a r s  f rom .July 1st, 1000; ren ta l  $13,- 

000 p e r  a n n u m ;  F. Kay ( 'omstoek lessee;. T h e ­
a t r i ca l  ( . 'omjiany owns 30%.

(43) r»iu)AiAVAV T heatkk, X kw VentK ( ' n v .
Xew York i ’ l 'oadway T h e a t r e  ( 'o m p an y  l e s s e e .

T e r m  exp i re s  S e p te m b e r  1st, 1014 ; rental  $43,- 
000 p e r  an n u m .  Lew Fie lds,  I 'el ix Isinan and 
Tl iea t r ica l  ( ’o m p a n y  <;ach own om;-third.

(40) X e w  Yoiac I t u ’i'uniui.ME, X e w  YoiiK C i t v .

S l iu b e r t 'A n d e r s o n  C o m p a n y  lessee;  rental  $100,- 
000 p e r  a n n u m .  Thea t r ica l  C om pa ny  owns 
fifty pe r  cent .

(47) Al.niTORIUM T  If EAT HE. lÎAl.TIMOliE, -M H.
T e n u  five y e a rs ,  e x p ir in g  May 1s t, 1014, ren ta l

$13.000 an d  30% of t he p ro fits. T hea t rica l 
(.’o m p an y  lessee.

(45) .\LiiA.M]5ii,v TilKArid:, M ii.wai: kee, Wis.
-A hookin?; a r r a n g e m e n t .  T e rm  exp i re s  .August 

13, 1014. T h e a t r i c a l  C o m p a n y  ge ts  23''/; o f  
the profits  w ithou t  any  l iabil ity for loss.

(I!)) . \ i  niTorur.u 'I’li e a t i i e , L<-s . \ n . . e i . i s , C \ i ..

I'erm exp i re s  .August 1st. 1011, rental  $21,0(11).
T hea t r ica l  ( oup iany  owns 3 0 ' ;  i n t e r e s t .

( 3 0 )  I ' . E I . A S e o  ' 1' II K A I  I t E ,  W A S I I I . V o r i l . N .  I ) .  ( ' .

(hviied by S a m  S. Shnliert  . \nmsenieii t  ( 'oinpanv  
an d  David Delaseo;  o p e ra ted  liy W ash ing ton  
T h e a t r e  C o m p a n y ,  ii ieorp,orated under  Laws 
of  D elaware ,  with a eapi tal  o f  $2,U:)0. b’if tv
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per cent, of the stock owned by Theatrical 
Company, fifty per cent, by D av id  Belasco. 

(51) Boyd Theatre, 0>rAtr.\, NicnKASiCA.
Term  expires August 31st, 1921, rental $18,000. 

Theatrical Company lessee.
(62) Daupiiine TiTEATitE, X e w  O r f . e . \ x . s ,  L a .

Term  expires September 1st, 1911, rental $15,-
000. The Theatrical Company has one-lliir<i 
in terest with Albert Weis and H enry  Greon- 
wall.

( 5 3 )  Danville Theatre, 1 )a n v i i . l .e ,  I I I .

Term expires August 31st, 1914, rental $2,500. 
F. R ay Comstock lessee, Theatrical Company 
owns 5 0 ■ ■

(54) Garrick Theatre, D e t r o i t ,  M i c i i i c a n .

Term  expires August 1st, 1914, rental $17,5dO. 
Theatrical Company owns forty per cent, 
in terest under contract.

(55) Lyric Theatre, X e w  O r l e a n s ,  I.a .

Term  five years from Ju ly  1st, 1907, rental $14,- 
000 and  fifty per  cent. of the profits. 'Phcatri- 
cal Company lessee.

(56) Masonic 'J’emple, lyu'isviLLE, Kv.
Term  expires Ju ly  1st, 1920, rental $10,000 
per annum  fo r  the first three years, $10,500 
per  annum for tlie fourth and fifth years, 
$11,000 per annum for the balance of the 
term. P. Ray ( ’omstoek lessee, Theat rical 
( 'om pany owns fifty per cent.

(57) X kw T heatre , S an I ’lfANcisro, ( at,.
Agreement for the (anistrnclinn of theatre. Wil­

liam A. Brady to take one-third or one-half 
in te rest when the building is built.

(58) O'BRIEN O pera 1Iou .se, BiiiMiNoirA.M, Aiw.
Term expires A u g u st 31st, 1911. re n ta l $2.750. 

Theatrical C o m p an y  ow ns fifty  p e r  m i t .  
interest.
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(5 9 )  P r i n c e s s  T h e a t r e , M o n t r e a l , C a n a d a .
Entortainments, Ltd., lessee. Term expires 

.Vugust 15, 1914, rental $22,500. Tliealrical 
Company owns lifly per cent.

((iO) ItoYAL .tLLEXANDRIA T h ExVTUE, 'fOKONTO, CANADA.
Enterta inments,  Ltd., lessee, rental $20,000. 

term expires 2day 1st, IOC!. Theatr ical  Com­
pany owns fifty per  cent.

(01) S u u b e r t - M u r a t  T u i c a t r e ,  fNuiANAi’oias, Ix o .
T e n n  expires J a n u a r y  1st, 1920, rental $12,000. 

per  annum for the first live years ;  $15,000 
per annum for  the second five years.  Theat ri- 
cal Company lessee.

( 0 2 )  S i i n t K K T  ' I ' l i F . v r R K ,  N k.w a u k , .1.

Theatr ical  Company has hooking agreement loi 
one-third of profits. Theatre in course of 
construction.

(ti.'l) (Jt.oiiK T 11 i:A Til l : ,  C i n c A i i d ,  li.i..
S ta i r  & Ilavlin lessees. 'Theatrical Company 

has a one-fifth interest.
( 0 4 )  Pm X C KS S 'I’ltEATRE, CitlC ACO, ll.[,.

Term expires August  1st, 1915. Herman Eeiir, 
owner, receives twenty-five )>er cent of the
profits. 'J'heatrical Company,  E. It. Com­
stock and William .\. l l rady each n'ceive 25' , 
of the profits. The Theatr ical  Company with 
Comstock & 13 rad y shares  the total losses cacii 
in the propor t ion of  55 I -5'/5. Comstock owns 
tw(mty-five per cent, of  stock and William .\. 
l î rady twenty-five per  cent. The lease calls 
for twenty-five per  cent, of the profits 
to he paid to Herman Eehr,  Landlord.

(115) Lviuc T iieathe. C micaco, In..
'Term expires ugusl  51st, 1915. Rental

. 'Theatrical Company has conlraci 
with E. n .  S ta i r  wherehy it. pays $4 ,̂1 KMl 
rental.  'The 'Theatrical Company is then ent i­
tled to the first $1S,0(1(1 ,,f profit. E. I’ay 
t 'onistock owns one half (d" 'Theatricai Com
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puny 's ^0%  interest, K. I). S t n i r  uwnintr (lie 
remaining 'lOy,.

(C6) S hcbert TnEATHr., Sr. Lorts, Mo.
Tcnn fifteen years J'roiu NovcniiuT 1st, l ‘ilO; 

annual rental $2t),n00 for the iirst five years; 
$2(i,âûO for llie sorond live years; 
for the last five years. F. It a y Cotasloclv 
has a  50% interest.

(67) NAZIMOV* T hf.atre, Krw Vouk Cirv.
Term expires April IS, 1020. Rental .$30,000 

per annmti and tlie payuicnt of taxes and in­
surance.

(69) SmiBERT T heatre, H o.ston , ,\[ass.

Term expires .famiary 1st, 1020. Reniai $30,- 
000 per anmna and the payiiient of taxes and 
insurance.

Also various pieces of realty in the \Vc.st snhjeet to 
payments bcin  ̂ made in aceordain e with an ae:reeinent 
made Auji^ust 1st, 1‘JIO, hot ween IV. M Blake and Willie 
3C. Chamberlin, Exerntors of r'r::nk W. C’liainltcrlin. 
deee^ed, Jacob J. Slnibert, John Fort; and Furman 
Brothers Banking ('onipnny of Chicago.
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A G R E E M E N T

T t l l S  A G R E E M E N T  m a d e  tbit *̂‘ d a j o t  ' - i /  llT /f- . Ujr a n d  b « t x c c a o : : u n ' ^ r t  I n e n l r i . j u l  : M a n a g e r ,  

u u r t j  o f  l b #  f t n t  p a n .  a n d  '  i:.' . . - n - f . i ,  . P « f t y  o f  i b e  t o c o n d  p a r L  W t T N E S d E T H :
P I U S T ;  T h a t  t h e  t a t d  p a r t y  o f  t b c  t c c o n d  p a r t .  I n  r o n t l d o m l i o u  o f  t l i o  p a y m e n u  t o  b e  m a d e  b y  t h e  p a r t y  o f  tb #  

i r i t  p a r t  a t  t b e  l i m e s  a n d  I n  t h e  m a n n e r  h e r e i n a f t e r  »{>ccifled . a n d  a l t o  In  c o n s i d e r a t i o n  o f  t h e  s u m  o f  O n e  D o l l a r  to  

n  z \*  In  b a n d  p a i d ,  «a a n  a d v a n c e  o f  s a l a r y ,  t h e  r e c e i p t  w h e r e o f  I s  h e r e b y  a c k n o w l e d g e d  ( « b l e b  a m o u a c  i t  la

a g r e e d  o b a l l  b e  d e d u c t e d  a t  t b e  f i r s t  w e e k  o f  t h i s  e n g a g e m e n t ) ,  h a s  e n g a g e d  a n d  h e r e b y  d o e s  e n g n g e  a n d  b ln d * 'b '^  ^ ^ f  

o n t o  t h e  p a r t y  o f  t b #  f i r s t  p a r t  t o  p e r f o r m  a n d  a c t  f o r  t b e  s a i d  p a r t y  o f  t b e  f i r s t  p a r t ,  a n d  a t  s u e b  p l a c e s  a n d  th c a c r s a  In  

t h e  U n i t e d  S t a t e s  o f  A m e r i c a  a n d  C a n a d a  o s  t h e  p a r t y  o f  t b e  f i r s t  p a r t  « b a l l  o r  m a y  d i r e c t  o r  r e q u i r e ,  f o r  a  s c o w a  u f 
c o m m e n c i n g  o n  t l : e  d a y  o f  t b e  f i r s t  p u b l i c  p c r f u r m a m - e  o f  t h e  p l a y  e n t i t l e d  ir .» ."  Î - 'J  'A  ' 3 $  

w h i c h  i b a l l .  b o w e r e r .  b e  o n  o r  a im u t  • / . .  -  * d a y  o f  ;  ^ r  .  • H  • j r .  ID  .  h e r e b y  re»

I ln u u U b I n g  a l l  c l a i m s  o f  w h a t s o e v e r  n a t u r e  t o  c n n i p e o s a t l n n  o r  s a l a r y ,  i f  s a i d  o e r v l e e t  s h a l l  n o t  b e  r e n d e r e d  t>y t b e  s a id  
p a r t y  o f  t h e  s e c o n d  p a r t ,  m o d  UkeTv*!»# I f  t b e  p U iy  s h a l l  h e  a h a m h u i c d  b y  t h e  p a r r y  o f  t b e  f i r s t  p a r t ,  o r  t f  s a i d  p la y
« b a i l  n o t  b e  p r o d u c e d .

S E C O N D :  I t  I s  f a r t h e r  c o n t r a c t e d  a n d  a g r e e i l  b y .  a n d  b e t w e e n  t b e  p a r d r s  t o  t l i l s  I n s t r u m e n t ,  t h a t  t b e  p a r t y  o f  
t b e  s e c o n d  p a r t  I s  t o  r e n d e r  s e r r l c e s  « a t is f :u * tn ry  t o  t h e  p a r r y  u f  t h e  f i r s t  p a r t  i n  a l l  b u s i n e s s  t h a t  m a y .  b y  t b e  m a n a g e  

m e a t  o f  t b e  p a r t y  o f  t b e  f i r s t  p a r t ,  b e  r e q u i r e d  o f  I* t.  .• . d u r i n g  « a id  t e r m ,  t o  t h e  b - « t  o f  b  t  ' /  i f  s k i l l  s o d
p o w e r ,  m od a t  b i s  o r  h e r  o w n  e x p e n s e ,  p r o p e r l y  u i i j  s a t i a f a c t n r u y  d r e s s  a l l  p a r  to . m lw  f u r a i s l i  a l l  s h o e s ,  s t o c k i n g s .  g lO T cs 
a n d  O g h t s .  b e  o r  s h e  m a y  b o  r e q u i r e d  t o  w e -.tr  a t  r c h e a r * a S  a n d  a t  p c r f o m i a o r c ^  n i g h t l y ,  a n d  a t  t b e  m a t i n e e s  u s t i a l  to  
t h e  T b e s t r m  l u  w h ic h  p e r f o r n i u o c c s  t a k e  p l a c e  i n  e a c h  w e e k  a n d  o u  h o l id a y s ,  o r  u u l c n s  t h e  p a r r y  o f  t b #  f i r s t  p a r t  s h a l l  
oC hcrw ls«? d e t e r m i n e  ; a n d  t b e  ^ U d  p > irly  i,f t h e  « « w in d  p a t t  k . v. Ly co v e tia n t< i eiw! a g re e *  o u t  t o  a* t .  d a n i 'o  o r  ^ 'i- r fo n n  in  m r.r m s n c e r  
u r  c a p a c i t y  f u r  a n y  o l lu m  p c r s n u  u r  a t  a n y  m l i c r  • •r  y  » -a !rr  t h a n  fu r  H;i* l> en e :it u f  t h e  r a id  j - a r ty  u f  th«? f i r s t  ( a r t .  e i t h e r

1‘ u i t u u s ’i y  o r  fu r  i d r e  v r  i t  a n y  o i l i e r  pl.«r*« w ir i . iu  t in t  t 'c t i c * !  u f  A m c m a  f m m  t h n d u t c  o f  t l i c  a ig iu n * : u f  tM a  o»n*.ra«*t
. . . m l  t h e  e n d  o f  i t ;  a n d  in  t u n  s a id  p a r ty  o f  tt>u i p a n  4 I.&II i . i - t f u rm  c r  a : t e m i* t  t*» p - T fu n n  o r  v io l a t e  U tls  s g p 'c t t u u i t  o r
c u i u u . i n t .  t h e  Amid p a r t y  o f  t l , o  H î* t p o r^  « h i l t  l i m e  II:»* n a h t  i  y  i u j u n c t w n  r r  o t l i o r  I» < a l l u  ru w tm in  t h e  e a o l  p a r ty  o f  th e
.« .'..• ird  |*a.-t f r o m  s o  p e r f o r m iu g .  n a h l  p a r t y  o f  U 14 * '« » u iil p a r t  h» r c h y  u l :« d t : i i ,g  t h a t  h ia  u r  h e r  >u*rvi».'C» to  b e  p c i f u in m i  u n d e r  
i h i a  c o n t r a c t  a r c  u n iq u e  n u d  c a n n o t  r a t i d a r t o r U y  b e  p v tfo r tn « -d  b y  a ^ n i^ lic r.

A n d  i t  i s  f u r t h e r  c o n t r a c t e d  a n d  a g r e e d  b y  i t n l  l> ctw i*eii t l i o  p a r t i e s  t o  t i n s  I n s t r o m e u t  t h a t  In  c a s e  t h e  s e r v i c e s  t o  
r e n d e r e s t  b y  t b #  p a r t y  o f  t b #  s e c o n d  paV t s h a l l  n o t .  I n  t b e  e s t i m a t i o n  o f  t l i c  p a r t y  o f  t b e  f i r s t  p a r t ,  b e  s a a s f a c t n n l y  r e a  
lU 'fv tl .  t h e  p a r t y  o f  t b o  f i r s t  p a r t  m a y  t h e n  c i o v v i  t b i s  c o a c ru <  t  a n d  r e l e a s e  b io io e l f  f r o m  t b e  t e r m s  th e r e o f .  T h i s  t o  r e f e r  
t o  r o h e a r s s l s  a s  w a l l  p s  t o  s o y  p c r f o r m a n c c t .

T H I R D :  A n d  I t  I s  f u r t h e r  c o n t r a c t e d  a n d  a u rc m S  b y  t h e  p a r t i e s  t o  t h i s  i n s t r u m e n t  t h a t  t h e  t e r m  -se a so n .* *  a s  o s e d  
b e r e l d .  s h a l l  m e a u  ( b e  t i m e  flxe* t b y  t h e  p a r t y  o f  t b e  f i r « t  p a r t  f i . r  t b o  c o m m e n c e m e n t  a n d  eo»l o f  t b o  p e r f o r m .a t i c e i  g iv e n  
b y  t h s  s a i d  p a r t y  o f  t h e  f i r s t  p a r t :  a n d  i t  i s  f u r t b c r  a g r e e d  t h a t  >h*> s a i d  p a r t y  o f  t b e  f i r » t  p a r t  s h a l l  h a v e  t h e  l a w f u l  r i g h t  
t o  d c t e n c l n o  w h e n  t h e  s c a * w a  s b u l l  b e g in  m o d  l e r u i . i t a t e ,  a n d  i u  o r d e r  to  c lu s e  i l j #  s e u r u o  t h e  su ijd  p a r t y  o f  t b e  f i r s t  p a r t  
« b a i l ,  h o w e v e r .  tw«» > U y« In  i t« iv a n c e  o f  su c l*  t e r m i n a t io u .  b y  n o t i c e  In  w r i t i n g ,  n o t i f y  t b o  p a r t y  o f  t b e  s c c o o d  p a r t  o f  b is  
l o t c i i t i o u  t o  e n d  a n d  c l o s #  t b e  s e a s o n ,  a n d  t h a t  n o c b  w r i t t e n  n o t i c e ,  a f t e r  t h e  e x p i r a t i o n  o f  s a i d  tw o  d a y « ,  s h a l l  have
t l i o  e f f e c t  o f  d i s s o l v i n g  t h i s  c o n t r s c t .  a n d  f r e e i n g  a l l  t h e  p a r t i e s  t h e r e i n  f r o m  tb #  o b l i g a t i o n s  t h e r e o f .  A  w r i t t e n  n o t i c e
'HI t h e  «'3*1 tk v o fd  a t  t h e  T i i e s i r e  wC, r* In  tin» |K u 'iy  , f  t h e  ilr-fc p i r t  i s  j 'h ty u ig  o f  u . d  t i m e  « iu d l  b u  a  « u fiI ': io :i t  n u t i f iv a t iu n  h*:re«iu«!rr. 
b u t  If  t h e  e n g a g e m c u l  h '* f 'x ;n d * T  M f u r  t h e  r u n  <*f lU o  p i . c .  t.h v n  O "  iH*tj* e  u f  l e r in iu o i i t i o  u e e d  b e  ( p v e u .  I ii:t t . m  p a n . , r *  h e r e to  
s h a l l  b e  f r o m  a i l  u b l i g i i t u e i s  a e tv u n > k ‘r  u ii  t h u  c im e iu s lu o  o{ su« h  r u n .

F O U R T H :  A n d  i t  la  f u r t h e r  c o n t r a c t e d  a u d  a g r e e d  b y  t n d  b c t s c e n  th #  p a r t i e s  t o  t h i s  I n s t r u m e n t ,  t h a t  In  t h s  
c r e n t  o f  s a y  d e l a y  i n  t r a v e l i n g ,  p r e v e n t i n g  a  p c r f u r m a a r #  b e i n g  g iv ,  n  b y  tin» p a r t y  o f  t h e  f i r s t  p a r t .  ( b o o .  t h a t  f o r  s c c h  
t i m e  s o  o c c u p i e d  i n  t u c h  t r a r e U a g  o r  d e J a y .  s a i d  p a r t y  o f  t h e  r e c o u d  p a r t  b«*reOy a g r e e s  n o t  t o  e x a c t  r e c e i r #  o r  c h a r g e

t h e  p a r t y  o f  t h e  f i r s t  p a r t  a n y  s u m  o f  m o n e y  o r  d e m a n d  a n y  o i t n p c n j o t u 'u  w h ic h  h  «>>ui«i o t h c n v l s c  l i a v i  rrr*»ive«i if  s
p e r f o r m a  e c u  b a d  t a k e n  p l a c e  d u r i n g  s a i d  p e r io d .

l* T l* T H : I t  i s  f u r t h e r  a g r e e d  b y  b a d  b e t w r c n  t b e  parts**»  h e r e t o ,  t h a t  iL c  p a r t y  o f  t h e  f i r s t  p a r t  i b n l l  p a y  t b e  p a r t y  
u f  t h e  s e c o n d  p a r t  f o r  s a i d  s e r v i c e s  so  t o  b e  r e n d e r e » !  a s  a f o r u c i e n t l u m i l .  f u r  e a c h  a n d  e v e r y  w e e k  w h e n  t h e  s a m e  s b s l l  

i iu v c  b e e n  r e n d e r e d  to  t h e  s a l l s f a r t l c n  o f  th«* port»* ».f tû ,*  f lrv t :» .irt h e r e in .  t l ;o  s u m  o f

* " . i  t n v v « t t n s  « s p s n s e s  (v i s . ,  r s i t r o n d  f a r e s .  f t r s t - c lS M  «1.a> c n n f ( ,e %  a n d  t r a n s p o r t a t i o n  o f  b a g g a g e  c p  to  a  w e ig h t  
o u t  e x c e e d i n g  o n e  h u n d r e d  a n d  f i f t y  p o u n d s ) ,  a l w a y s  r e s e r v i n g  t o  h i m s e l f  t h e  r i g h t  t o  w i t h h o l d  t h e  a m o u n t  o f  f in e s  o r  
f o r f e i t s  t o  b #  I m p o s e d  o r  m a d #  I n  c o n s e q o e n c #  o f  I n f r i n g e m e n t s  o f  t b #  m l# #  a n d  r e g u l a t i o n s  o f  t b e  p a r t y  o f  t b e  f i r s t  p a n  
r a i l r o a d  f a r e s  a n d  t r a n s p o r t a t i o n  o f  b a g g a g e  t o  b e  p a i d  o n l y  f r o m  t h e  p o i n t  w h e r e  s a i d  p a r t y  o f  t h e  f irx t p a r t  s h a l l  
g i v e  t b #  f i r s t  p o b l i c  p e r f o r m a n c e  o f  t b e  s e a s o n ,  t o  t h e  p o i n t  e r  p l a c e  w h e r e  t h e  s a i d  p a r t y  o f  t h e  f i r s t  p a r t  « b a l l  gir«* 
l o s t  p u b l i c  p e r f u r m o n c e  o f  t h e  s e a s o n ,  i t  b u in g  a i  way*» u c d c m tO " d  t h a t  t b e  « o u i f a r e s  s h a l l  b #  p s id  w h e n  t h e  p a r t y  o f  t b e  s e c o n d  
p a r t  s i tn i l  r e g u l a r l y  t r a v e l  w i th  t h e  p a r t y  r f  t h e  f i r s t  p a r t .  I t  b e in g  d i s t i n c t l y  u n d c r s t o u d  l l u i t  t h e  a m o u n t  o f  c tu n p e n * a t» o n  u* bo  
m a d e  t u  t h e  s a i d  p a r t y  o f  t h e  s e w e d  pturc b o s  b o o n  a r r iv e r !  a t  b y  i u c lu t i lu g  a n  a d d i t i o n a l  c o n s i d é r a t i o n  f o r  t b o  p n v U e jre  o n  t h e  p o r t  
u f  t b e  « o ld  p a r t y  o f  t h e  f i r s t  p o r t  t o  c a o c o l  i h u  a g r e e m e n t  an»', a n y  o«>ti'.*e o r  n o t ic e #  t o  t h e  s a i d  p a r t y  o f  t h e  s c c o o d  p o r t  f ro m  th e  
s a id  j w r t y  o f  t h e  f i r s t  p a r t  m a *  b #  g iv e n  p r n u n a l l y .  b y  m a i l ,  s d . i f v s s e d  uy t h e  l a s t  k n o w n  p l a c e  o f  r e s id e n c e  o r  s o jo u c n  o f  t h e  « o ld  
p a r t y  o f  t h e  s e c o n d  p o r t ,  o r  l e f t  m  t h e  u s u a l  p la c e  p ro v W e u  in  t h e  T b e a t r c  f o r  t h e  d e p o s i t  u f  l e t t e r s  o d d re s s a » !  t o  p a r t y  o f  t h e  s e c o n d  
p a r t ,  o r  u p o n  t h e  c a l l  b o a r d  o f  t h e  T h e a t r e .  T b e  p e rio » ! o f  t i m e  s h a l l  b e  (*om pute»l f m m  t h e  d a t e  o f  g i v i n g  o r  s e n d in g  u f  moW n o tic e

(Continued on Next Page)
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S I X T H :  I t  i s  f u r t h e r  a g r e e d  b e t w e e n  t h e  p a r t i e s  h e r e t o ,  t h a t  t h e  p a r t y  o f  t h e  s e c o n d  p a r t ,  f o r  a n d  I n  en o^ lderm »  
tiu Q  o f  lU e  a o m  o f  O n e  D o l l a r ,  o f  t h e  e n g a g e m e n t  h e r e i n ,  s o d  t h e  p a y t s e a t a  h e r e l o h e f n r e  m a d e ,  e s p r e s s t y  r e l e a s e s ,  re» 
m is s e s ,  d i s c h a r g e s  s o d  a c q u i t s  t h e  p a r t y  o f  t h e  f i r s t  p a r t  f r o m  a i l  s u i t s ,  c l a im s  o r  d a m a g e s  f r o m  lo s s ,  o r  d a m a g e  o C  o r  
to  h a g g a g c .  c o s t u m e s ,  o r  p r o p e r t y  o f  t h e  p a r t y  o f  t h e  s e c o n d  p a r t ,  o r  f r o m  a c e l d e n i s  b y  r a i l  o r  w a t e r  o r  l o ) u r i e a  su e - 

r a i i i r i l  b y  t h e  p a r t y  o f  t h e  s e c o n d  p a r t ,  t o  h  • 1 ' "  '  p e r s o n  o r  p r o p e r ty  w h e t h r r  p lc y tu g  In t h e a t r e s  o r  t r a v e l i n g  o r
w h i l s t  i n  t h e  e m p l o y  o f  t h e  p a r t y  o f  t h e  f i r s t  p a r t ,  e i t h e r  t h r o u g h  t h e  a c t s  o f  t h e  p a r t y  o f  t h e  f i r s t  p a r t ,  b i s  a g e n t s ,  
w o r k m e n  o r  s e r r a n t s ,  o r  f r o m  lo s s e s  I n f l i c t e d  b y  a n y  o t h e r  p e r s o n ,  o r  i n  a n y  o t h e r  m a n n e r  w h n t s o e r e r  w h i l s t  l a  t h e  
e Q ( i io y  o f  t h e  p a r t y  o f  t h e  f i r s t  p a r t ,  a n d  I t  l a  e x p r e s s l y  n g r c n !  t h a t  t h i s  c o v e n a n t  s h a l l  a c t  am. a n d  b e  a  r a le a a e  
f m m .  a n d  u c t  n s  a  b a r  t o  a n y  s a l t s  b r o n g h t  t o  r e c o v e r  d a m a g e s  f o r  I n j u r y  to  t b e  p e r s o n  o r  p r o p e r t y  o f  t h e  p a r r y  o f  t h e

sc c u m l |w r t .  h  e i o c u t o r s .  a i i i n i i t i s t r a t o t u  o r  a s s i g n s .  A g a in s t  l h a  p a r t y  o f  t h e  f i r s t  p a r t

S K V K N T f l ;  I t  l a  f u r t h e r  a g r e e d  b y  a n d  l i r t w e e n  t b e  p a r t i e s  h e r e to ,  t h a t  t h e  p a r t y  o f  t h e  f i r s t  p a r t  r e s e r v e s  t h e
r i g h t  t c m i w r a r l l y .  t o  c lo s e  t h e  s e n  e o n  f o r  t h e  w«-% L p r e c e d in g  n  r m l d c u L a l  c l iw t lo n .  t h e  w e e k  p r e c e d lo ic  C b r U tu m s ,  t h e  
i s s t  w e e k  o f  L e n t  ( H o l y  W e e k ) ,  o r  a n y  p a r t  o f  t h o s e  w e e k * ,  o r  a t  a n y  t im e  d u r i n g  t h e  s e n  s u n .  f o r  w h i c h  t i m e  n o  s a l a r y  
w il l  b e  tc ilU . S h o u l d  t b e  p a r t y  o f  t h e  f i r s t  p a r t  p l a y  t h e  w e e k  p r e c o i l in g  t h e  P r o s l d e n t i u l  e l e c t i o n ,  t h e  w e e k  b e f o r e  C h r is t*  
u b is .  t b e  l a s t  w e e k  In  I . e o t  f H o ly  W e e k )  o r  a n y  p a r t  o f  t b o a e  w e e k * ,  t h e n  t h e  p a r t y  o f  t b e  s e c o n d  p a r t  h e r e b y  a g r e e s  to  
a c c e p t  a  s u m  e q u a l  t o  o n e - h a l f  o f  t h e  s a l a r y  b e f o r e  m e n t i u a r d  f o r  s u c h  t im e  p la y e d .

E I G H T H :  I t  I s  f a r t h e r  a g r e e d  b e t w e e n  t h e  p a r t i e s  h e r e t o ,  t h a t  t h e  p a r t y  o f  t b e  s e c o n d  p a r t  w i l l  t a k e  t h e  b e s t  

p o ^ S b ie  c i r e  o f  t h e  c o ^ t u r c e s  l o a n e d  t o  h  « • ’ b y  t j : e  p a r t y  o f  tb** f i r s t  p a r r ,  a n d  t o  r e t u r n  t h e  s a m e  n t  t h e  e n d  o f  t h i s  
v n g n g c u i r n t  t o  t h e  p a r t y  o f  t h e  f i r s t  p a r t .  I n  a s  g o o d  orvU-r a n d  c o n d i t io n  a s  w ii# n  r e c e iv e d ,  r c a iu iu a b le  w e a r  e x c e p te d .

N I N T H :  I t  I s  f u r t h e r  a g r e e d ^ b e t w e e u  t h e  p a r t i e s  h e r e t o  t h a t  t h e  s a id  p a r t y  o f  t b e  s e c o n d  p a r t  w i l l ,  w i t h o u t  c o m - 
{•cn i.a tU iii. a t t e n d  a l l  r e h e a r s a l s  c a l l e d  b y  t h e  p a f t y  o f  t h e  f i r s t  p a r t  o r  b t i  r e p r e s e n t a t i v e s ,  a n d  b e  p r o m p t l y  o n  b a n d  a t  a l l  
. 1, . ; . i . t i t di ugs  a t  t i m e  o f  d e p a r t u r e  o f  t m ; n s  o r  b o a t s ,  a n d  t r a v e l  w i th  t h e  r a r t v  o f  t b e  f i r s t  |> o rt  b y  » u c h  r o u te s  
a t i . l  c o o v « .y .!u .-c s  a s  s a i d  p a r l y  o f  t h e  l | r s t  p a r t  m a y  d i r e c t .

r r . N T I I :  I t  I s  a g r e e d  a n d  u n d e r s t o o d  b y  b o t h  p n r t l M  h e r e t o  t h a t  t h e  n u m b e r  o f  p e r f o r m a n c e s  t o  b e  g i v e n  e a c h  
s e e k  s i t . t l !  b e  a c c o r d i n g  t o  t h e  c u s t o m  o f  s u c h  p l a c e s  o f  a m u s e m e n t  In  w h ic h  t h e  p a r t y  o f  t h e  f i r s t  p a r t  m a y  r e q u i r e  t h e  
fvirTT n t  t h e  t e e u n d  p A r t  t o  a p p e a r ,  a n d  a U o  t o  g i v e  p e r f o r m a n c e s  o n  h o l id a y s  I f  r e q u i r e d  b y  t h e  p a r t y  o f  t h e  f i r s t  p a r t

K I .K ^ X N T H :  I t  i s  f u r t h e r  a g r e e d  t h a t  s h o u l d  t h i s  c o n t r a c t  b o  c a n c r l l e t l  b y  t h e  p a r t y  o f  t h e  f i r s t  p a r t  a t  a n y  t im e  
b e f o r e  t h e  e x p i r a t i o n  t h e r e o f ,  t h e n  t h e  p a r t y  o f  t h e  f i r s t  p a r t  a g r e e s  to  p a y  t h e  m i l r o a d  f a r e  o f  t h e  p a r t y  o f  t h e  s e c o n d  
p o r t  t n  N e w  Y o rk  C i t y ,  I f  s a i d  p a r t y  o f  t h e  s e c o n d  p a r t  l a  p e r f o r m i n g  o u t s id e  o f  t h e  C i ty  o f  N e w  Y o rk  a t  t h e  t im e .

T ' V E I . l ' r n : I t  U  f u r t h e r  a g r e e d  t h a t  s h o u l d  t h e  p a r t y  o f  t h e  s e c o n d  p a r t  c a n c e l  t h i s  c o m m e t ,  t h e n  t h e  p a r t y  o f  
t h e  «ev-ond p a r t  s h a l l  p a y  t o  t h e  p a r t y  o f  t h e  f l m t  p a r t  a l l  r a i l r o a d  f a r e s  s u d  o t h e r  n e c e s s a r y  e x p e n s e s  I n c u r r e d  b y  t h e  
;>arTy o f  t b e  f i r s t  p a r t  I n  o h t a l o l n g  a  s u c c e s s o r  t o  t h e  p a r t y  o f  t h e  s e c o n d  p a r t  t h r o u g h  s u c h  c a n c e l l a t i o n .

T H l I l T E E N T H :  I t  la  f u r t h e r  e x p r e s s l y  u n d e r s t o o d  a n d  a g r e c i l  b y  a u d  b e t w e e n  t h e  p a r t i e s  h e r e t o ,  t h a t  t h e  p a r t y  
. .f  •.!»•• • . ‘«•ond jw ir. * l .a i l ,  AiuJ v .: l l .  A b ide b y  o li  t S c  r j l c n  a n d  r^ g u lA C u n s  o f  es**h a n d  ev«r>- T b r s t r n  w h e r e  in  I b e  M til p a r t y  o f  t h e  
*•■.-«■1. 1 -vnall b e  p l a y in g ,  a n d  I t  i*  r t p r i - « ^ ly  in d . • i - - o « ) d  a n d  a g r e e d  t h a t  f i . r  a  b r e a c h  «>( s a i d  r a t e s  o r  r**gul»Uufti» b y  t l i e  p a r ty  

. t  ( l ie  I « A rt. b  « b a l l  b e  »ub j« -c t t o  tiUin*nl»at*r d i i i n iv s o l  b> t h e  p a r ty  o f t h e  p a r t .  sr»«l t h i s  r c e t m c t  a Jm ll th e r e u p o n
e n u m a l f  a u d  e n d .

t’ O n R T R C N T H ;  I t  I s  u n d e r s t o o d  a n d  a g r e e d  b y  a n d  b e tw e e n  t h e  p a r t i e s  h e r e t o ,  t h a t  s h o u l d  t h e  p a r t y  o f  t h e  
s e c o n d  p u t t  b e  g u i l t y  o f  a n  t n f m c t l o n  o f  t h e  r u l e s  o f  t h e  p a r t y  o f  t h e  f i r s t  p a r t .  û.*. s h a l l  b e  s u b j e c t  t o  f in e #  b y
t h e  a tA g e  m a n a g e r ,  w h i c h  f in e s  s h a l l  b e  d e d u c t e d  f r o m  t h e  s a l a r y  o f  t b e  w e e k  d u r i n g  w h ic h  t h e  f o r f e i t u r e  o c c u r r e d .

I X  W I T X E F S  W H E R E O F ,  t h e  p a r t i e s  h e r e t o  h a v e  h e r s o o t o  s e t  t h e i r  h a n d A i a n d  a l ü x e d  t h e i r  s e a l s  t h e  d a y  s a d  
y e a r  f i r s t  a b o v e  w r i t t e n .

l a  t h e  P r e s e n c e  o f  ^

;c ir  h a n t ^ i a

I b t  y.)kx-<
: L . S .  : 

: L . S .  :

W r r v r » :  V o ic e
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Appendix E

£i^rccnt€nt i»  « n r r » <  ,»*o (&**.......25̂ h d*% **
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<m »«rt aatf... . A n A . . U n l n J ) a T B O , ....................................pm^. .o f  th e  K«o«4p«rt
WmiKSS£TH:

! .  iP c  p o r tK i  o f  lAc A rt i p a r t  h a r t b r  «” O C *  *h« « e rv K t*  o f  t h r  p a n jr  o f  th e  w c e « 4  p a n  aa  a e t p o # #  &  

a t  a  w e e k ly  t a l a r y  u f P ^ - ^ -  d o U a r i.  ( o r  th e  r e a to t t  o f  ik e  p la y

o f  T T h O  C O U J ) t  O f .  . r « n > C B b O t t U r g *  lo  C f.m m eeee  o n  o r  a k o o t (he

X o t    d a y  o f C O i ; t r % b c r  . % t I 2  S e k i t c t  to  tw o

w eek»  c lao a e  h r re tm a lle r  'n r n t i o n n l

I I .  I t  i t  a g re e d  th a t  if th e  pcrferm aAcea a re  ( i* e i i  d o n e g  H wiy W ee k  o r  th e  « c e k  b e fo r e  C X n a ta a a , 
o n ly  h a lf  a a la ry  ooU bo  p a id  f o r  to c b  w e e k  o r  w eeka.

I I L  T h e  p a t ty  o f  ib e  a em m d  p a r t  a c c e p u  u i d  e o g a g r iB e o i a o d  a g r e e t  t o  t e n d e r  h a Z  a e m e e a  a t 
tM ch T k e n t re a ,  P l a c e t  o f  A ro w trm e n r.  O p e r a  H o # te a  and  H a l l a  a n d  a t tw ch  u a c t  a t m a y  b e  r e q u ire d , 
( i la y in g  th e  p e r t  f , ,r  w h ic h  * ^ 9 .  m a y  b e  c a t !  in  a c o rr e c t  and  p a m iia k in a  m a n n e r ,  p a y  e g  t t r t c t  a tte n -  
( to #  to  's t a k e  u p '  a r .d  th e  p r o p e r  d r e s s in g  o f  th e  « ta tg o e d

I V  T h e  p a r ty  o f  (h e  te cn A d  p a r t  t o  ( u rn i th  t i g h t t .  tn o e t .  a i d  m.Miern d r ra a  « « lo r d m g  lo  >a
t i r u c u o o a .

V . I t  I t  n-.n t'oa lty  a g re e d  th a t  if a t  a n y  tim e  d u r in g  ih i i  e n g a g e m e n t e i th e r  p a r ty  d e t u e t  to  a n n u l 
( h i t  e o n l ra c t .  i t  m a y  b e  t o  a n n u lle d  b y  e i th e r  p a r ty  g rn w g  iu  th e  m b e r  tw o  w eeka  n o iK t  in  w ri t in g  of 
I h e ir ,  b i t  n r  h e r  iniem tw m  lu  d u  to ,  w iih u u i a ta tg n in g  a n y  reaaw o o r  c uuae  th e te f o r  I t  i t  m u tu a lly  a g re e d  
H a t  I h e  c o m p e t i ta i io n  h e re in  a g re e d  to  b e  p a id  to  ( b e  t e to o d  p a r ty  i t  n o t  o n ly  m  fu n * w le ra n o #  of th e  
« e rv ie e t to  be r e n d e re d , h u t  a l t o  in  cm nciderafiom  .,f  m e  r ig h t  r r t c r t e d  to  ib e  p a r t w t  of it te  h r t l  p a r t  to  
. a n t e !  Ihi» a g re e m e n t  a« h e re in  ; i n w d e d  M u ti,» . if g i t r n .  i r a y  he  e i th e r  p e rtnm aL  or le d  m  iL c p la c e  
,f i e l d e d  Ml t h e  r h r a i r e  !«.r ib e  d e p o s i t  ••( le t le t*  orkl r t t r d  to  • iir io f ie rt th e  r .  m p a n y . if  u p o n  Ib e  call 

I x a r t .  ,<f th e  tltcA tre . n t  h y  m a d  to  th e  i h e a i r e  w h e re  iIk- t . ,m p a o y  m ty  be  p e rf o rm in g
V I T lie  l a r t y  u f  th e  j * "  a g r e e t  to  pay  th e  te c .m d  p a r ty  t  tx a n tp u t ta t iu n  w h ile  th e  C o m p a n y  i t  

r n  r o u te  a n d  t t x i  t n  c a r ry  9 9 *  b a g g a g e  u p  to  iw>t h u iu lre d  iMMiiwlt w e ig h t I f  h C T  b a g g a g e  e a c e e d t  
I h a t  w e ig h t ,  th e  > rti p a r t i e t  lo  a d r a n c r  ib e  a in rm n i to  ih c  r a d r o a d  in r a t u i iy ,  if r e a c te d .  t*ut th e y  ih a l i  
h a v e  I h e  n g h t  n ,  d n l u r t  tu e h  a d v a n c e  ( ru m  ih e  t a la r y  n t th e  p c riy  u f i: ie  te c o n d  p a r t  a t th e  e n d  o f  th e  
w ee k  T rana iK orta tM .n  d e e *  n o t  in c lu d e  S le e p in g  »r T a r lu r  C a r  l a t e ,  n o r  e i p e n K  d  e a r r u g e  h ir e  to  
a n d  ( rn m  H n tc i .  S i a in m  u r  r i t e a t r e .  th ie  m e a t  b e  b o r n e  b y  m e  «ecu n d  p a r ty

V I I .  Th*% r t tg a g e tn e a t  d ep en d *  u p o n  tb e  p a r ty  u l h e  te e n n c  p a n  g i v n g  n  th e  f i r t t  p a r t ie t) % & r  
r e c iu t tv c  K 'V ic f i  _ n 'l  u iw y in g  a ll i r u i r  ru le*  a n d  o r . l e t v  w fII  a» th e  n m lr r t  a n d  d i r r t t i u a t  of "heir  
'rvtc*«;M i.iti>« . ihI  "w  a t a ll  «ekea«omit — lw%b il.v  i . r i i  p a r tw t  m a y  c a ll, aou
p r o m p t ly  a t  ra i.'rr ia d  t ia t io u *  wn th e  d e p a r tu r e  o f  th e  c u m  p a tty  a n d  r r* .te 'in g  w ith  "he  .-n m p an y  by  tu e h  
r o u te »  a n d  r o m r y a n e e *  a* (b e  t i n t  p a r t ie e  t r a y  « e le c t

V I I I .  If  fo r  a e y  re* « o n  w h a iv K v e r  th e  b r a t  p a r t i r»  tloa ll b e  u iia h ir  t n  g iv e  a p e rfu rm a n c c . n r  if  tb e
» # eond  p a r ty  «ba ll b**e a n y  p e r f v rm a n e e  b e e a u te  o f  t i e k o r t* .  <w if th e  ru m p .m y  «ba ll b e  la id  u tf  a o d  o u t
p la y , th e n  am i .n  h a t  r » r u i  th e  h*«r p a r t ie *  th a l l  Iia*c th e  r ig h t  to  • tc Ju c t (m m  th e  «a lary  ««I th e  «aid 
w rr .n d  (M fiy  mm h  a p r o p u r t i o tu t c  p a r t  f i .r  th e  la y  .«r day»  w> k H i a* tb e  la t te r  b e a r  to  th e  w h o le  w eek . 
T h e  n g h t  to  la y  o ff  ih e  « .on ipany  i« h e re b y  re e e rv e d  lu  th e  «aid h r» i p a fr tr« , a t tu c h  t im e t  a i  m a y  aeem  
iM th e m  a d v iia b l e ;  a t w h ie lt i i i tae t t tv  « a la ry  le t o  b e  p a n !

I X .  T h e  p a r tie *  nf th e  f i r t t  p a r t  h e re b y  re»* * ,  th e  r ig h t  i«i m a le  tu e h  r u i n  a n d  re g u la tio n »  a>
They d e e m  p r o p e r  m  ih e  c im ils e t  a n d  m a iw g e m e n t o> u i d  G ir u p a n y  : in i  r e r h t l l y  in  r o tn in u n i r a i e  th e
« a m e  f rn m  tm ie  im tim e , i t  b e in g  a lv a y »  nn»terytrw «l th a t  t o t  a n y  inM deu l t t e a i m r n l  u f. o r  d i« o b e d ien c e  
It. th e  o rd e r»  o f  th e  r r p r r » c n r « l i* e  d  t h e  p a ru e »  o f  th e  (ira i p a r t ,  «ir fu r  a  r io la t to n  ••( a n y  o f  th e  ru le» , 
t h e  f ire t p a r t i e »  th a l l  lia  r e  th e  n g b i  tn  im tn e d ia ir ly  d itm t* »  th e  i«jr*y uf th e  « e ro o d  ;*art. in  w h ic h  e r e n l

X . 11 I h i*  n .n t r a a *  »» « a n e e lfrd  o «  tw u  w eek» ' n t w r  by  iL r  h««t p a r te * ,  th e y  «g rec  to  p a y  liie  ra il 
ro a d  Ü « _ o <  th e  iM fty  uf th e  te c v n r l p a r t  h a .k  t«« .New Y«wk If  th e  te« .ir« i p a r ty  c i»e»  tb e  a fo re sa id

a g re e *  to  W L # *  p a r t i e s  u f  th e  • '.rn  p a r t  h e  ra iiruo ri r« p e n * c s  ««f h c f  u r r e s a o r  t< 
il«e C o m p a n y , a w ell a e * " r  e » p e ti$ e s  b a c k  in  N ew  Y ork

X I I t  •» i ii i i tu a lly  a g re e ii  *i«d th e  p e r t i e t  ««f th e  firs t p a r t  r r t e r v e  ik e  r ie h :  (■• « a m e l ih is  a g re e m e n t 
«I a n y  l im e  bef«.r* d ie  o p e n in g  ..i  ib e  C  " m p a u y 't  K a » m . if ih e y . «aid iir» t p a rtie » , o* ib e ir  'c p r e s e n ta  
l iv e s  « h a ll be  d is sa tiiA e d  w ith  th e  «aid e c c u n d  p e rry  «Inring re h e a rsa l*  a n d  i h r  »a«d f irs t p a r t i e s  sha ll 
n o t  b e  r e q u ir e d  t « a»**gn a u y  re a s o n  ( o r  c«ssKcOing th is  c im tro c t a p u n  th e  g n m n d »  d  •ii» » a tis (a c lio a  
N o t lu a g  m  th is  c la u se  n o n ta tn c d  «ha ll b e  c o n u t iw d  t u  n p u a te  a g a in s t tb e  o th e r  p ro v isiv sta  of th is  
a g re e m e n t  f  sa id  p a r  y ••» th e  se c o n d  p a r t  sliaH  o p e n  w ith  i.He co m p an y  a n d  p e rf o rm  h c m tn d e r  .Vor 
>• K w iii^ iiv u t’iMi i . .  Iw pawl I . ,  ih y  {M fiy ••( th e  *ec.«nd p a n  fo r  .n y  ii.i ic  That m ay  b e  c u n s u m rd  »« le Jiear 
« a i s  w h e th e r  *iieh rc l i c a r ta U  h e  he lu r e  th e  op«*otng ..( th e  « e a iu n  r  .lu r in g  ilw  se a so n

X II  T h e  i .a r tw s  Tier i«i .n  c u u s id r  a t iu n  ii  ta x i  e m p lo y  o ie iit  a m i h ir in g , a n d . *f th e  m u t m l  p ro m
I « « h e re in  .«« .ita iucd . a a m e  l , ,r  ih e tr  m o tb a l  b e n e f its  a n d  p r o te c tu m  th a t  m  th e  « v e u t u l a n y  d isp u te  w  
L is a g rc e m e n t m  r# « p re t tn  a c la im  (u r  « a la ry  o r  da m ag e * , ( o r  a lle g e d  w rum gful d is c h a rg e , b e fo re  a n g f it  
o f  aeiMjit s h a ll  a c c ru e , it «na il b e  su b m it te d  to  a rb i t r a i iu n .  t . i  a s c e r ta in  o c d  d c te r m m e  w h a t »um . if an y . 
IS d o e  fu r  « a la ry  o r  d a m ag e » . T h e  s r h n r s io f s  t o  be tw o  d is in te r e s te d  jw r»on*  lu  b e  d m s e n  f ro m  a m n n g  
p e rso n *  emguge«l m  th e  i h e - i n c a l  p rof»«»i«ut. ••#« hv  r a c k  if  i.i«  p a r t i r»  I f i e t o .  a n d  th e  tw o  s o  c n o seu  
•h a l l  f irs t s e le c t a  c r u ip e i .n i  d i* < n ic rrs t* d  tm p i re .  T h . iw n  i r b i t r a i u r s  l o g e t l . r r  «kail ih e n  r i t m u i r  
a n d  f i t  th e  a m n r j i r  r f  s a la r y  >«r d a m a g e s , if  a n y . stsd . ta i l in g  tn  s g ' r r .  .h»H  o ib tn i t  th e  m a tte r  tu  th e  
a to p ire  a n d  Hie - w a r d  m  w r i t in g  •*# a n y  tw o  s h a ll d c te m i in e  th e  a itu n u it «t « u rh  « a la ry  or d a m a g e s , ih r  
p a r t i e s  b e re tn  «hall p a y  th e  a rb i t r a to r *  r e s p e e t tu l ly  « e ie r r rd  by  th e m , w ho  «hall b e a r  d tir a lly  th e  e s p e n s r  
■ •i th e  a r b i t r a t io n  a n d  th e  n in p ire .

SbonU I s u it be  h e o u g k l b c io re  th e  s e le e tu m  o f  a rb i t r a to r s ,  tp e  p a r ty  su e d  m .y .  a t any  tim e  a f te r  sm t. 
40»! h e io r e  t r a l .  g i« r  n n t t* r  « f hi* d e s ire  f o r  »ii a rb i t ra t io n , jn«! rh o o * r  an  a rf x tr a tn r  •« h e re in  p ro v id ed  

In W h ile s #  W h e r e o f .  ' l e  p a r t i e s  h e r e to  h a w  < n tr « r h a « ^ * b !y  *e\ th e ir  h a n d s  th e  ■lay so d  »»ar !ir»t 
I - . .C  w n t ic i ,  X—

111 p rc « e w re  •>( / \ , r m  * ^ r  > , 6  r - C ww.
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Appendix F :
Route Schedules (Source: Shubert Archives)

O T T A W A  P e p d ü *  lOOOOD
______M i W #—  '  —

HAMILTON. . Ptçthim BiJÛOÛ
CMAXO OVItX.V liOCWK

L O N D O N  60.000
 ««MAXP t ll'KMA tlOUMK
K IN G S T O N  .  P ,p ,lm «M  25.000(••M* MM *• ###»!
 CMA.Xp OI»KMA H O f K

S T . T H O M A S  .  P o ç u l M  16.000
CHA^U OVKRAjiOVSK___

P E T W B O R Ô . '  P tp u U iM  ÂOOO
CKA.>U Ul'KMA HOtUK

S T . C A T H A R IN E S  P»vmUbm 20.000 
uttA M » ui'KMA iiu i:m k

BOOKING OFFICES O F

A. J. SMALL
ALL C O M M U N ICA TIO N # TO TMC

G r a x d  O p ë u a  H o r s B
T O n O . V T O .  C A N . v n . ^ .

n C ^ A e S C N T C O  IN  NCVW YORK #V

KL4W & E J U ^C E R  STAIR & H jtV U S
■r* a K T tf lo â a  T N o r i c  t u a s iR C  • ■ o a o v a r  T M cartc t u a o i i i e

____
Æ» H *  C m d l .

T o r o n t o , J u ly  I 7 t h .  t 1908^ -JOO—

V x. P3.rry Leq
;r«n Y o rk .

D«>.r ” r .  L e e - /
R ep ly in g  to  y o u rs  o f  th e

th e  fo llo trlrug  la y - o u t  fo r  "Tlie T T olf : -  yg->g/vw
Ottawa. 7 ^ 0  O c t. 12-:
C ornw all 15
Ogdensburg »<>/%• 16
B ro c k v il ie l* / to 1 9 -
G antnoque W/->- 19
K ingston. 7-f/ir 20
B e l l e v i l l e Ü»A« 21
Cobourg 22
P o r t  Hope n 7 f j - 23
P e ta rb o ro 8® /v« 24
L indsey ic t \  • 26
O r i l l i a *«/«■“ 27
Worth Bay 28
P a r r y  Sound ir//s~ 29

1 5 th , ta k e p le a s u re in  sub:

M idland » ^ / j '0 c t . 30
Collingw ood i i ' / a ' 31
B a rr ie S»/\»  Hov. 2
Guelph i o t x» 3
B e r lin Wafxo 4
G a lt t-o /vo 5 /
•te r .ilto n 70 f i  o 6 ̂ 7j ’■
S t .  C a th a r in e s  S«/io 9 /
Woodstock 101
S t .  Thocas 1 1 V
C:-athrB 60 /t.a 12
London 70 f i a 13-14
P e t r o l i a f fofxa 16
S tr a t f o r d &0/-J.O 17
B ra n tfo rd V o /to 18

The shove ro u te  g iv e s  you th e  b e n e f i t  o f  S a tu rd a y  n a t ln e a e  a t  P o te rb o ro , 
R auillton  and London -  a l l  good on t h i s  p a r t i c u l a r  day  o f  th e  v ed c .
Have p u t in  Hort.h Boy fo r  O c t. 2 8 th , aa th e  b u s in e a a  you t r i l l  do th e r e  
w i l l  c e i- ta in ly  w a rra n t th e  jm rp froB  O r i l l i a  and b a c ’.c a g a in  to  P a r ry  
Sound. They a r e  now b u i ld in g  a  n a g n lf lc e n t  new t h e a t r e  in  Worth Bay, 
and "The Wolf* w i l l  be  acong th e  f i r s t  a t t r a c t i o n s  to  p la y  th e  h o u s e . ',^ -  
Aa you w i l l  n o t i c e ,  have  endeavored  to  make th e  r a i l r o a d in g  a s  l lg h t 'l a s  
p o s s ib le .  .. . ■

l y .  S n a i l  i s  
f i r s t  week in  A u g u st.

p r e s e n t  in  E urope, aad/ 

Y ours v e ^  /p iU y ,

b e back  about A he
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CALVIN HCILIC.

NUBTH l*.(LOTA
UOVTA.VA
I P a IIO
vr^SUtNOTON
OR£UU>
c*unnu*i.\
B A lT la l l  C u L lM IilA

S C *  V k l l V "

C û t-O IU D O  
W VOUIXG  
SAjRATCHUIt US

TMC HATlOHftL THCATAC 
ONNC#*' AAAOCUtTlCN

Thcatiiwal

•••■flit •!• ■«••»»•#• *• lia-
MAIN orricc: moomc thcatnc bloc

SCA7 TLC. WASH.

• Ml rm-uH
Ujr«t>ir* A Irwa < .Ahu
C h iu iv f lt ia .  n .1 Ibinilt I i ift .ll
t t 'f i r*  M m tkcru C lftu .t  
V. lG«t-  ̂ ntii 

J /  C »G i»tt'# O f c t i:
O t. tU ilia«flT ‘i  C lm i i  

% H 'S*M t«ii,'*\»ilM .R y#*m «rid A lW ni

K tlU fy A t ir .a i i
l l U n  'V«K* T r i l l  n r m it  

J a i WiutfAaM't c « a in l  «U IA  L'irrait
). * N«n* CirtiiHi ViriiB.i

I W «lf«  M aatftr*  AMR Cirtttii 
l*»Wf 'LCtflM  * a t l f f  C .ffa.1

. Gittfla. »•#■•«• Cflai Tail C. W. G,a#wi. Iflta . Mr>lt Ltmt •«■< AiBt
•C«*Tvc. # a ,

;>•» York Dec. 1 2 th , 1913.

- e a s r s .  i t la  and i t r la n g e r , 
214 * a a t  42nd « s tre e t,
••«•» ^ork '^ity.
ven tl* !cen : ■

- e r r w i th  en c lo se  c o n tr a c ts  s ig n e d  fo r

aa f o l l o a s : *

ù l l l l n g a ■inn. 19
B u tte ■ 20
.Anaconda ■ 21
ù r c a t  F a l l a " 22
lie le n a " 23
M isso u la " 24
'Bpokana 25-26
'a a l l a  % 'alla 27
I lo r th  Yakima « 28
■“ l le n a c u r g 29
i iv e r e t t ■ 30
Tacoma Feb. 16-17
f te rd e e n 16
P o r t la n d 19-2021
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"f'AST
. ' i Q a r . o ; - .  1 9 0 3 - 7

D l c c l n r o n  J e n  1 1
: l l . o n  C i t y  i : ;

- j l l l i n : - ] r .  1.4
i i v i n . ^ n t o n  15

B o r : s . n a n  13
B u t t e  1 7 - 1 9
A n a c o n d a  1 9

C r o a t  i«’a l l n  3 1
H e 1 a n a  22
. . . i n o c u l a  'lo
. . a l l a c o  14
. . a r d n e r  ;.'5
. ' p o k a n o  3 3 - 1 7

! , c . v i o t o n  : :ü
.C 3C 0V / 3 9

B u l l m a n  3 1
C o l f a x  3 1
u : . / t o n  L<\:'o 1
. . a l i a  . a l i a  3

1'. O i ' t r .  i  . i  n . 4
. .  .' 1.3: ,.-',:' : r  j  5
J l . /r .  Û ..
.13 p  i l a  .i
.. . ; r d . ; 0 :'. '!
x'.aCOM ..

r o a t t l  ; 1 3 t h  ." H

V i c t o r i a  12
■ / . i f i c o u v  ; r  1 9

o s t a i n n t s r  3 0
U o l l i n - ; h a r .  3 1
A v e r o t t  22
C c n t r . i l i a  13

. ’o r t l a n a  v / c a k  3 4 t h  C 1 H

T h e  D a l l e s  . ; a r  4
. ’o n d l e t o n  5
L a C r a n d s  6
D a k a r  C i t y  7
. . e l  c o r  a
D e l s e  C i t y  9
B o c a t e l l o  1 0
-.o f a n  1 1
3 r i < î h a n  1 3
■; ; d e n  1"^



Appendix G 271

Appendix G: 
Route Schedule for “The Kiss Waltz” (Source: Shubert Archives)

Text kv Rokert Bodonzky and Fritz 
Grumkaum. Music ky C.M . Zielirer 
(in Germ an "Liekeswalzer")

Il i

r 1-
1'

I ■

. "f/ '" i_  I ! '  I _
J L 4:  -1 : ! — ■- i j  . . . .

r .  -I— -----------i--------------- 4 -------—

 ̂ Je<. xrL

'7 _
T -y  ,   ^

^  «.«X» ■ c3«i-»a7i. I ><-7  <T

I

• / f  /  *



/ '(_  '  I ÿT /r ■- 'U-ry '■

/V" '* ? r^

X
*•>;'*•°’» *>-y ■*7'

'ULl

r "T Ti-r- *

9F-T--y? ' h ^ < r  %2? ^ -  
-X  >/

• ! - | ' • f -7 ^i - I ----  '  ;------- ------h^/^y— T
- — — « ........... I

' ■ - • ■ - ; r ^ r - ^ ; r - r  ■ 7 1 -i^ , _ i  
%7 '-”^ 3  ■’"  ; 1=nr»^=K/

y-^-V ^z-fp

11, - . 1

CZ.C 9  xipusddv
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Appendix H:
Booked Theatre Contracts (Source: Shubert Archives)___________________

Shubert Theatrical Company
Executive Offices, Broedwey and 39th Streets 

NEW YORK CITY

C O N TR A C T .
Cbtj Bercement nuna  i«ta un*

ky S .tu ii« rt V h # s tr ie m l Ceapeajr
* ^ o f * k l n r .  n i p « c * # r i

t a n t f t  M  Miif A f m u  o f  to r  .* - S e k e t t  V  ifto

.................. V h « l r * ,  % . *  Y o r k   . - « « , .0 1  u - a r «  « . t

. .f^ .r a d y . . .  . . .  . . .  x w ^ r  «,* ui«

.................. O r » ' #  r * o r / » o  6  C o f j f ! % n y

I—I T  of Ik# I#»"-

Q Q t t n C M C t b - '  r%#i UW partM # a i  (A* f r v t  p t r t  ^ r # r  t i  &>r tk #  parjimaa  narM M /iar mm|

  . TW «'./«. ••>'*91 lk«  U#M4«r*« S . t .  «#<1 U(M #4. « « m r tf  t»>l
•M saM . « t u  U #  M«M#ry AW «quipiBADt» m*«LMi»#t th r m B . MCvMAry u u n  * u * U . # » l* f  d itac tb ia  m m m  c* rt«m «r. « t ie n  
•actoiiM  All A#r«##Afy AW A a S rt rs t W lp of aU ir*>l m tvnaar;  t*  k a W lr « W  p rW * iM « . ta d  #AM& tAdude* cm («Tty « a s
«ad A** AAAJrtMt. r M ( / v u »  am I Ma A aa |d aa t yauiiMn. a * J  A adkvA t Arip l a  u « *  la  apam Am*AJ a ad  /* # » * #  a a a a r y  «W  U g m * #  
rraw  lATAiM A fW  («cfunaA aca a# « r a a  4ay* . W w ra. U ikaU nlcr* . ’kaT%*»p«r*. >«suUr anbcA tra. ^taai» • «  *Ud# tf rv^u lm l.

«nd ra fb U r  tk-(»Ca. bt>oaa p w p A * « . All U i’ ‘. u n i . ,  c .  *,i-l 1 o g l  w ,&  «Ad r* # , w  n#« w i - r  W " r

tia iB f U r  A p a r w  ...................  , W fa m u d  . d S Y  day * • ® b * /  •  • 9 ^

...........................................u. ip-'-'- 110? IT ?
p s r t o k  h o p d l n t f t s r  p r o v i d e d  f o r

#a#d #*#Ad-m a#t mmimWAd •« •m a ^  APd * f  i& X * #  p#rfcr«A a.’*«
TtM p a n y  <4 UU a m iW  p a n .  fa r  %»! la  «wwM. feU.Mi #* On> UwiUr in  U w  im Kaad pAKt. ■»• n e w p tA t « tk -n  U Ptarab*

U »l«.«IW d»<. AAd *U« A f o n o r r  «i*»Al«f»Un« WTMnafWf AAWW. Aglaa# r i e <  ' ’ • a r | * 0  •  9 * *

. .& n . *    —  f* ■«- — —-  ■ri-TAArr 1A Ik -
tw rfx m aittW  «W tam p u iad  by Ikla M  WTMAWfof* AdTeW W ba tareiAUM ttr  lb «  pan ;a% .4  tM  I m  ptrV  a M  U  p!««
■•M p e tto n k iiwa i w  a  prwpar a W  rm tlU P M  mamaar. * ,ik  «wmpWe f M  <d rb*f% A #rt ba tU t aw l a« |w rv  aad  a ll rtwUMM* tor  ika  
A #»#. Aiat U to m ia b  All (WrUALwbU r to p a r t l r a  add raM o m  ii^ k »  n > tu .r« l. aU m W (unil«a  « « » *  aw i pruparty pkAA OL ImM  t« ii 
« •v k a  la  W ea am  .4  d.1# *#dmd-«*»«*. |«u,M ta  th e  « « a m I  m r ta  (or o rU a M rk  Ul# la«al |*Tia>t U  ! * •  aw U .*  tor  w«d y v fU m . 
aoaaa, aad  pa* a a i W  •  aw l rw a o w ra u u a  . *iw, u .  (  ,nM .b aad u . <b# p a rw *  M ib*  A»a par% a t laaM tw o ■ •aha
b f  tb#  U diam iad ,4  lb #  w iibui aam -d  -a#ed#"»#A i irw  L d b ia .aa  i r a t w i  « .a itr r  lier.1 wM dab»i inp a d re n ia le d  ■amI
pa tfanaaar#* , W « it

..w i|4 # w  «*AM<«. ykbw W  #«lMliaa. # W . b,,' awl IwAiwa. W««ww-«, 4at«4...............................

ipwnr/br f t f . ' i y  p o r c o n t  o f  t i o  f l r t t  f  l o o  t h o u o o n d  d o l l a r *  v o o k l y . o n ' l  o i x t y  
p e r e o n t  o n  o i l  o v o r  f l v o  t h o u o o n d  d o l l o r o  e o o k i y .  1 1  i s  h o r o b y  o . - r o o d  
a n d  u t t d o r o t o o d  t k s o  t h o  p a r t y  o f  t b o  a o e o o d  p o r t  K u o f o n t o o #  n o -
p o n o o s  o f  t b o  p a r t y  o f  t h o  f i r o t  p o r t ,  t u c h  n t p o n o o o  s o t  ’. o  o o e o o d  $ 2 5 0 0  
v s s k l y  I t  i o  f v r t l i s r  v s d o r o t e v d  « n é  s r r s o d  t h o t  U r s o o  c o o r n o  «  C o . ,  
e s s  r o s s l a  * t  t h o  H s e k o t t  T h o s t r o ,  b o y o n d  A p r i l  1 6 t h  1 0 0 1 , a e  l o n g  o #  
t T ie y  f t t S r S A t s s  * :ho  o r p s n s s s  o f  t h e  h o u a a . a o t  v o  o x c o o d  ÿ Z aO O  v o e k l y ,  
r o % o f a o e #  o f  t ' o  r o s o l p t o  v h t e b  t h o  « o l d  e o s p o n ; /  o h o l l  p l o y  t o .

TW r#r#irt» tit # w «  ^ ffq n aaaw , « la ll b# a w r a ia a d  by Uw «taU^wnt n f Uw aaw ai Uw t e a  u # k a . .«fiOrsl I» tr#  od-wI 
•4 tb# iirbrt# lAAAa a i ib* 4w ,f*. And aattWnwat M y  b# aMd# t t  Uia •••rt <4 aw-k M fr fa w a ... nr aa earn n o u r  tuaiw a« M uil b .  
mat «Ally adr#«a apna by tk# p a r t i s  banao.
 '* '» • '»  a 4 r # rtw « < . afeM* <b«/| b# imuioéltr a fw w l o fro, fbr lb #  . . i w . .  #e«a%#«waf akaU b# mhi « m  rv*

•newuiot U» tb# 't.« f#  <4 *arft partf h#f*uv aa «aU aa all rtW a w«.».->«ua .%rnwl by iftr .-••nfway <4 tba partj <4 Iba —'#*4 ««# 
. t  tb# fpyvlar urn aw a te#  #t t ra ' HI#* lawwrtaaa' «egw.

II H ham-by mutaaJi# ajr#wj and aadaroiw d awl la tba .4  tbw  ra a irM  \aA aurartw n. |Kartn« ib ia  ih . , i f #  4w ii
«•iTartUa Mty la  ancb an am  #n m ir# .l by tb# mada*## «4 tb l ,  b."ie#. M d a '-W.t:.?# at ti,M H auw  «baU b# r>WA>d>fwt a
i.«lau.w *4 lb# «tfd# w Hirart, #« tb# npoma «I tb# party >d tb# A ft  pMt

Tb# party of ih« t#*#«i pan  r#rtb#r af##««. tbat «UUwi lb# « n u m  #.wa##t o t ifw ■«#»# nt la# r.c*i iwrt b# # ,ll a.# 
w i4  O ib M m u > « . s ta r  •#  any »#« .■«#  .4  in « < * t« p aa r  U p U y , . r  r#  a ,  a.1-. ru«wl u . i ^ , .  r r y i . t 'o r m  a l • • •  ' i - a i r t  •« ih #  O .t, .4

r o w  T o r t . ' I . v ,

Iwfi'M Ul# prrw ni «#anm. >jr t ^ t r  la  lb #  (itiOllJwat >d UUe ctwirart. « t .v r t  a«fww .».t ..nan rw i .#s i n . . . 1 a#
tb# a#nw 4 p a il fmdaUw iftiA «a*.(!'wa 6# brrefw aure## I# p ,y *a«t |#n > # . -4 *• # Bn« p an  a* ,fc,nuiuad. n ti# .u .,« i

« « ffw l HamacM. aa,l ion .» #ta# aa A |« iw b t . tb# « .m  ,4  Oa# T U w w w i iw U r#  AiM tt i . f .r t b r r  i# t-#-l. t W  u  ,u#
r«An:#Auf Ik# Bret part ba««bay ohm# ) In th#ir haut* twioa«la« n. Uw »»»l w w w i p . , , , .  b#« # ,# , «.tain -,,# atiM u w  of 
j«rT#>l damaoM. aa»l apply tba aa«## w  ib# payowfti tba##nf.

In tba *###t 4  tb# wcAiwaa or inabwt# a t tb .  pnibipai p#fUri.## <4 aat.1 cwfaiaaiHW 
fw 0 .-W n atbat awnant. rt la •fhWiWaal awl edrwo that tb# party .4 t i#  a m  part ,
,■•«1 lb# aaiw l «Apaawa <  tb# tb##U« 'Ihh#* tb# t#rra w ##,lcb u# in ifu ti.a# .-##  .nail b# g i.

la  tb# . .« a t  uC dMtnKtwm .4 ibia tbw tr#  M «r#. or aaUuval in k««l ««iamiI*. .w a 
r-iw*f tb# fwrniluaai of tbiAwwiraoL by tb# pant#, uf tb# Uret part iwp-waKw i v .  ^
,wrt> r# tb# e#ntad fwrt for a«y daaiA«#a Mwa#d ib#f#tiT.

bw! lb# r*rtr .4  Ih# Amewd ,wrt fa n h rr  afrw w . iiw t# t#ry  #»# .lw f .4 i t  .r-W M tt-, UWI a U te  b# aad U> tb# r
• r .l  .Itwfirfia# Wf I A# r n i b M n t  .4  Ibla UWotra " w  tun# .#  ihw  c -o .ia - i. «wLlbat .A O rtll iw« fnt Uw bmwhan* .#  OAia

.  p iw w ft, lararm f by any *#iab #r of ib ia  r ,w ,p a a , T H f t f l M I O f T  IM E A T Ç  - t '  C f ,
Tt< fn ^  adeiiBwoft. ,f UiT. aa#<rt t.i kiTBt pfw«s .U allli#  ««I'f..'. II. fbet.w l . . i# i# * e ia a U e c ./^ !L  -

I n  ^ Q t t n c 9 0  L u h c r c o f ,  t t#  [ .m ,b r ™ * ^  'w»# ^  - wir

«». O. - I I  A«y clAua# la  tfiU  c«ntr*<t la akteitU aaW a. H aOoaW t e  r r ta r te d  > iilM «t aMrraWaa. * ( tb  a U tta r, atatlag 
oOfm Uit#. M a tte  do aa« MUr. c ra te  a# Inicfllar. aa ,t . itia iaa  t h u  con trte t.
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T H E  N A TU R A L . A C T O R

ROBERT FITZSIMMONS
“A  F IG H T  F O R  L O V E ”

X . B 0 1 T  F R X B D a S A . X r .  B C A J V A C E R .

SHARING CONTRACT.
^ Q r C C I T I C n t f  «W  « w N  m to  ik iL .............................   . .a » r

u f .............. P R  t . O . b o r ............................................................. 1 ^ 5  _ tK ta r m  L D ' \  H llk l lM A X  mi tk e  * f «  p* /t,

. K l  A X A  .    .p 4t«y « /  ib r  «*vw» 4  p« ii.

C Q i C n C S d € t b (  T I u i  «*>4 «# C*# wmmU p4n .  in  a#w»4 w #w w i «4 4» ’U r. tb e  iw n y «  «4 « b tc b

S«r«oy Kk»w*Wd%f4 .  i ( r « « i  i#  p U f  tk c  p é n i o  *( tfac Him m  Ike (iiy  o f . . .  . G f . t J l d .  F . O T k â  . K .»  . . D   .

..........................................................................   4 pfnw4  o f  O . W    o i f k a  m 4 .-

M tliA ro . CDiommeiAf . .  V » r d % y ^ . .M.O.T,» 4 t b « .  . . .  . iflO §  »o4  w  funM»fc « • ik i t  fooW&fi U «

t r p p o l  l t & f l     « ( t i  u ,k ie if .  ( I r tn r t I  h ra ic tf , # i ik  aJi U r
rr>)oiMtr a i tK k r v  iw k  in  r ro r  &f»4 b r io ro  iko  rw U iiw  w rfo d m l.  o r e n o a y  * la« r k« -»« t, full o r e k r w n  . *11 !»cr««rt ;  »i*c« 
f u ro - U f r ;  a h *  " r e r« o ^ ^ W m * K  (« rre-it In» «<»<?ric c a i n u * . im p m U a W r
l»f«>vcni«t ; K r a r r r  i i » k l«  aod  Mi#o to» 4 i->v*> a M  m uip o tro t*  •«  « ^ < » a « r  * t ik  tk r  p o u  (•.-«■tkrH , i t i o O» i» m  ik i it 
yaaam *^ howw prw f r « n « n ;  coupoa u c k r ta .  a lt toll pvo a o f ; toun t*  ; O w n k u n # ;  aaO l,*mg«w% : a <*4 *4 **M:*r u tua i
upaarra  o ^ .# o a t o  in  a4 va*<* o f  ooo o iag  »a o o o ^ ^ iw *  i4  l o ^ w t a l  p*pr* a*4  M  c -a n u n ir  i h r  *ao*r ik aw ig tonn  tk« ron*« 
ro g ag rm rm t ; uu 4 lo  m r ( « «  a lt ha(t*C *« 4Ct*wi7  an4  p#oe6 ^ * v  o*  iko  » m * a l «1 ik e  < #*pa*T . a i ik e  w a^ e  4# # .  a.a<4 w  
M»rfU:% ta r r y  ike  • * » »  w  a ll J r n n a c  ao4 p« ..p rn*  »«&% aaU Maçe. *n4  w  w he  ik r  *am r from  4 r«««i**a aA4  p m p m »  
fo o m t *n<1 ( ta tc .  and  4 e liee r  oots>4 t  o f  t i a ; e  4 ,*»» n ^ to ^ u i r f v  a fire  la u  ( •rt tn rm aa c r  . i f r  t h r a u e  lu  b e  k e p t m m  a"4  
U<Kir4  for th e  rrm nval wf ik e  n m p o A y 'i  •c e o f iy  a#4 k a « a ( r  »n4 i o ;  *amr m e h trm rt iT  f S F F

T h e  pa rty  .4  Ih r  î r a i  p a rt agree* to  fur»i»h • •  ik>» c m i i a d  R O U kK T  H T Z S IH 'tU .N ^  lo  •■ \  H u H T  fO B  L u V E .”

am* fu rm ak  a lt iraM pnrtkiw m . c v p r t i i .  I rn g k t  am* keggage ( k a > in  it* e n o p a n p  *n4 *4 a m e  p n m in g . I itk o g rap k t. etc. 
lo  (ooeW rraunm  o f  # a ic h  tk*  p o m  o W k e  k r t i  part. n r . .  l.E U N  r td C l lM .a S .  U anag»». u r  hi* trp tre ro ta u * » . i t  >o r e e n .e

S A V . # #  h # i  f . i i Z r  li T % & )  L . )  . per eemt uf ik r  grow  rrveiptr of each a *4 rrery p e rfo rm ao c r.

T h e  p a rty  of ik e  Are* p a rt to  have  ik e  p r tn le * *  o f  U n j i k l n t  'h «  lo p r r t  aard  >k ik«e prW oeiw io  r t tk r v  Mom ik e  *o4 >rm* 
e r  Ike  a i e e t .  a t  >i* opt m a . a* 4  tk a ll  a lto  ka*e  ik e  *4* ao4  rad o a i* *  p r ie ih g e  of *r.l>og te u k a  o n e  p le to tra  in  ik e  T h ea ire  U ib h y .

I l  la f iir ik e r  a g reed  Ik k t 4 « r io g  Ik t i  e o g a g e e w ii oo  p e tfo c sa n c *  o r  rekrom oi o ik e r  tk a a  k e rr tii  tu p u la ic d  afcatt ta k e  place  
ai Ike  a ftw e e-ara iM aH  b u lH iog  • i ib o u i  ik e  nmoeeit of ike  u i 4  Arar pony .

A a**lle#e*l ta to  b e  # k 4 # both f r e a  th e  tK b a  t a l lm ' u a i r i m t  (« h icb  i i  lo  b t  f o rm tk H  ptt**«w« to  c tu A tio g  ik e  b n n ;  
aod Ike boo coum.

t l  I i alao  agre# 4  tfeot f r e t  adoUamoai tk a ll b e  « « fa a t. a a d  o nder im  d rC O M ao c ca  t i e  " d i p p e d "  o r  irmaoo n c k r t t  a d m ia o a ^  
T k*  p a r ty  o4 ik e  I r e t  po rt w  bo fu ro i tk rd  pfcroogk  * a  rg eo i o r  rop i eaeo iaiiee  w  a d a a o c t)  e i ik  a  c opy  uf ik e  regoJa r aod  r t#  
le m i r r  free  heL to r  kta approool o r  rofrctloak  m  ag raoee  of c M p a o y ’t  a#n**L

T h e  p o n y  o f  ik e  f t n t  p a n  la lo  ko  * a y  le tp o rm i^ e  for a o p  m oaeya adaanced  to  tie a geo* o r  re p re t ro ia i ta *  om ina tp m a P )  
a o fb e n ir d  ia  « r d in g .

T k ia  eo aifo et i t  a  oofaooal com* a c t a o d  am  aawgoakle. *«4 m oat he c a r iird  o# i ky ik r  p a rti ra  k m  to  a o d  n e t by  w krr*
T k *  folfUtmeat of tk ia  e o o t ra a  »  t t i U e n r a t  la  foil uf all d r tn o o J t  of o k a ta o r e r r  a a iu re  o r  k io d  agaioa l ik e  pa rty  of U r

T k *  p o n y  of tk e  Arat port la oo t to  b* kr14 rea*oonkfe  if t a r  t o y  o o ta rc t r tn  ra o a r  o r  r ra m n  U akuuld k r  p r e r rm rd  from 
kOing ak o ro  4 ate. a ad  kereby  reaete r*  tb e  iig k l iw caa re t tk ia  t g m o i r o i  a t any tim e  o pe#  g m o g  t o o  o r r k a  a e itc o  o r t t ta g )  
o f M ck lo te tu tuo .

All c o o tra c u  m ade pm  aom  lo  ik ia  d a le  to  b e  c n o id n f d  mUl and  yo*d.

l.tÊuSéfcLWFïîX-

N D __ II My ctAHM hi wn# Mdtrmet U M|**W#mM#d m th« pony of ih# odco#d yan. II ohoWd ta moroed• D» wnhtil oHofMi—, mtia # IdtleratMldf *#|e«Wow, PU»»« rfm m»f offer etmme »t ImtttHne.
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T b « a tr«  c x e « p t thm K r n e a g w  B e s ,  w m  B g k tv d , * # n u A

Gnps on̂ef dkwLv- .
d c A s e d .  v i t h t h « « c c M r y  « o d  • q n tp a i e v t f  c a n t a iM i l  U u re fa ^  #p p iW  h k o d t^  f r a p o t y  n a n  « a d  h i t  g M c m ; )

-  P e fC C fi» * ^  o f  e t l r i  M u iJ c j ja é .  * 

m h « %  t k k c t « a e n ,  d o o r - k M p tr K  R f a l w  e r e b M t r t .  c o a p o n  mod n v n J a r  tu k « to .  b o u rn  p r o g n o t m * .  iQ  'n g r a i d .  b O : I

E U c t r k  C u n t f i t  in  h o u w  »  .
p o M ia f  M d  d i f t r i b o t i a f .  t n d  i t f i l s r  a e s i p e p e r  t d v m M a g  f o r t  p e r io d ------------- z Ë f L S S - J

 a * ----------- — IttaaoLUBi

f .  K .
2 « # t i a a # p ^ o r m t # ee*.

, lac!i«j*«. m U  «agtge=en( cu v p ritia f i

T h e  p a r t  ^  o f t b e  w c n o d  p t r t ,  f o r  a a d  i a  e o a w d e m io a  o f  o n e  d u l l t r  to  h im  in  h a n d  p tu ! .  t h e  r t e d p i  o f  w h k b  ia  b t i i b j .

1. .  _
ecbaceiledged, t a d  for a 'fa rtber «oaeidcratioa h e m a tftc r  ntmed, tgrcM  to fo m tb

;ÿ>‘

p la te d  b y

m m

(Continued on N ext Page)
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' l i e  fCttises of cad i pcrfonaaaoe ah d l be aacçrtalacd by the ■tatcmec t  of the 
. the U dM SB lÉ àâ'ai th c d o o t i  aa4  #eMlcm«ml m%  be made a t the cad of uacb

-T b e o o d  âr.al] â t e a  odccrtldac, wUch ifaÙl t«  m auiallj afiecd upca for ÜM 
aeeerdtof to  ̂  A m  off coCh party h m tp . t .  >;

t t i a b m b y m t t t o y â g m d a a d oodawf a â ÿ d la th e c m e a c e  of th k  oomtract that 
adwertiaa andy W^oach'paptn'aa aie apptofod ^  thé maoagcr of tUa hoaac, aod a  dolattoo .;Ttôlathmoftba<^caà^

I ha p âh y  ù  y  k d y w t  a g o ^ ^ ia t  iha o ^ c y w  on the atage ---------------
ahan amW ia  ta k la f  t o 'a a d ^ l t i n f  ̂ ^  alafc M r  oa week day# the b a g a fc , accncry aod 
pert, hot ia  caae of f t  haiag me6eaaeip% employ am ywtaide aaaiatawfo for the aan«, it shall

* vTbe p a r t j / ^ ^  the a n o ^  part farther f  "*Ti tha t witboot the vn tteo  cooacct of the

OtBc^ v e n d e d  ^  t t a j  
^  ' other tfaoea

pU yias Ihi#
claaae afcall be

Ù %  & ' . :
Car or.Cmopaay.to advertlani tb play or perform,

T&T V'
a t  a n y

k»of IheipaltTst

m a
m m -

I, or prior to the fm O m aat of thla oeotiiiéL <
I# oaaa the p a r t , aecond port r t ^ t n  m i '

damagea, iand ia  m % ri#iW #' 
o f& hc^g t pert hare o ^ '  môücy fa 

aad apply the aame to the

B occerrcsce which ahall
# A  part impoariUe^ th ^ a b a l l  not beheld legally reapoosible by tbe  parti> <a^S  

e m a ^ t h e e K % > A  '  4 '

.. __________________  m tw A m Â lÂ thfaooatm eL  Im cm athapart

performer cS m id eombiaaticn a 3  in cam'aoy p e r fo rm e d  
7 grvce od j6 a% jao p m a^  6  om m n n i a m g R ^ ^ & j h e  paity of the IraCpiait ahall re c e i^  from the  party of the second 

aecnal r i fir urn# of the  tfteotrw j m t g  the f o m B r w t o  do performaaccs a ^  be given bymaauo thereof.
la  t i e  CTHrt of detraetioiijm thia th a à tie ly  ̂ f e r  Bsdonal o r loeal e ii2 ti ty . or any njiDreaei 

tb e fa ld U « É # tX
of the s e c o ^ p a r t  for a ^ rtao ia g m  cauaad  ̂ ^

And p m  V ^ u m le d m d  p e r tf* & e ^ a g rm  that erary mamberof thiaCompeayahall abide by and conform t o i l e r  
and diadpfiae (gâ^tha Ipo een rt& t of thia^thcaiht tfndng the term of thia oootzmct, and that he win pay for breakage 
to piupcity lacamed by any meiÆ y  of hia Compa%r. .

The priom dnriaig thfa engagement shall be Twenty-five Cents to One Dollar aod Fifty Cents, nalcaa otherwise 
agreed open by both pm tka to th b  contract. - '..w-

The free adm W on, if aoy, a c e p t  to  hm alpm %  a h A  be anbjact to matmal e n d e rs t^ in g . ^ .

l l  U l l n u l i  O l C f t O f f ^ e  parties h & o ^ È m  H t tW r  haoda and mala the d a ; ^ d  yc^* lw ai»T C

Æ  1  'S • ; I  ^
-iï-

?V:t3L*C
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Appendix I:
Listing o f  Stock Rights from Agent Elisabeth Marbury
(Source: Shubert Archives)________________ ________________________________ _

» U S S  E X J & V B E T U  M A K B I . ' K Y

n « A H A T t« -
t < «  > \T S prr ♦<**• HTUT.vrT 

« r r . c «  o r  ^ O R K
i to t  CtK>t*>:R MKi.KfK

: ^ ' s a r  ’ V  :

Î  an e n e lc s ln j  you a  I I t* ' f  ^ ,n_

-.a*.Ioru f o r  T : :  ' . T r r i r ’ J "K T In s lrc -v . 7 i l l  yo% x in . i ;  ^  

OT.r tl'.oa.; -an.' I V  i-.» >ji.» I f  yrrn «111 ex-.riaorlsa ‘.o 

n ic y  in  V.1#3« ‘.o.Ta’ ~  Lf y iu  l i v r  c - n c g i

*»lll yra ni^o thooa htx In ?ny » i l l  y r i  > i n ' l y  l i* rx

■ll* rroil y:a w!i;iou*i dtlx'.
' ' ' 'u r s  s i r . c * - V ; * ,

! « •  M Y * B K T A fr r
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Appendix J: 
I. A. T. S. E. Contract, Local 14, Albany (Source: Shubert Archives)

ALBAIIX THUZaiCAl UIHOH. LOCAL 14. L . A. T. S . E . 

A f f i l i a t e d  w ith  a l l  tho  tra d o s  un ions o f  tho A norioaa 

F e d e ra t io n  o f  L ab o r.

Do h e reb y  ad o p t th e  fo l lo w in g  t e r a a  and aoivle o f  vjagsB, to  tak a  e f f e c t  

th e  f i r s t  Monday In  Sep tem ber, 1909. E iie  r e f e r a  to  a l l  th e  

th e a t r e s  l a  th e  C ity  o f  A lbany.

So em ployee a h n l l  have ch arg e  o f  r.ore th a n  one d ep a rtm o n t. A ll

s ta g e  h an d s , flym en and e l e c t r i c i a n s  s h a l l  be a t  th e  th e a t r e  o n e -h a lf

h o u r b e fo re  th e  o o r t a ln  r a i s e s  f o r  the  i.orform anoe and a s s i s t  In  

s e t t i n g  th e  s ta g e  and s e t t i n g  and s t r i k i n g  o n ly  the  scen es  used in  

th e  p la y  a t  t h a t  tim e . R eg u la r hands s h a l l  r e p o r t  each  m orning a t  

n in e  o 'c lo c k .  Teh a o a le  o f  uages s h a l l  bo us fo l lo w s :

C a rp e n te r  o r  s ta g e  m anager - - - - - - - -  $ 24 .00  p e r weak.

A s s t .  " " " "  -  15 .00  "

P ro p e r ty  man 1 8 .0 0  "

E l e c t r i c i a n  ........... ...................................................  1 0 .0 0  "

A so t. " - ........................................................ -  16 .00  "

Flyman - - -   -------------- -----------------------  1 6 .CO "

The Boalo o f  wages f o r  e x t r a  h ta g a  hands, d.-.y w ork, t h i r t y  c e n ts  

p e r  h o u r, o r  f r a c t i o n a l  p a r t  t h e r e o f .

E x tr a  u n io n  men, $ 1 .6 0  u perfo rm anoe, o r  $16 .00  p a r  week, to 

r e p o r t  th e  same as  r e g u l a r  men. O p e ra to r , $1 .00  a p erfo rm ance .

A ll em ployees a h a l l  a i s l s t i t t  re o e lT s  doub le  tim e f o r  Sunday w ork. 

A ll  e x t r a  men s h a l l  a s s i s t  th e  r e g u la r  man in  p u t t in g  ou t the  

sc e n e ry  and e f f e c t s  o f  th e  shaw a f t e r  the perform anoe w ith o u t e x tr a  

c h a rg e . The b u s in e s s  a g e n t o f  th e  lo c a l  u n io n  s h a l l  h a re  th e  M ght 

to  go on th e  s ta g e  a t  a l l  tim es  ex cep t d u r in g  and o n e -h a lf  hour b e fo re  

th e  p e rfo rm an o e .
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Z%o j-u - .a ja rs  czT -j'.a 'h e & t-a e  o f a i a l l  f:4sp c'-er; c f  r.zZ

l e s s  tac;-. t a r a a  ;eJi. n a n e ly , e a r i ie r . te r ,  j r o j e r t j  e l a o t r i s i s a

by iba asas .ir ..

I;-. CCS2 o f  ao -v -ilf -a l o r  i l la o -a rg a  a  .-.ctlce o f  t-.TO ro o k s  s h a l l
I -

c : .iT o r. by r v l o y e r  : r  o c o lc y e o . ‘Z.-.3 sb.-.^a r. r.ao*»r n b a i l  ;iaT9 
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Appendix K;
Summary o f  J. F. Harley’s trip through Canada, 1910 
(Source: Shubert Archives) ___
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Appendix L: 
“Pink Lady” Correspondence (Source: Shubert Archives)

1 T O R O N T O  .  PmpWrnm 4ZS.OOO 
KUUklfD o o tno i

. Ma J M T IC  TUttATMS
O T T A W A  .  lOOOOO

■  O M O E U . T f l K A m i l  
CmAXP OTTOA OOClMg

H A M L T O N  .  IQOOOO ioBî yp oy««A MOc« : 
L O N D O N  Pwr^ym  6 0 0 0 0  '

C B A X D  ( w m *  W OfBIC ;

K IN G S T O N  .  fwpàém 2X000 ■
• MM* ***« ** o#*e « ••« )

c a A . \ p  ( ) t»K i»A n o m a :

S T . * m O M A S  .  tOOOO InwÂtn OMOUL wocmg 
P E T E R B O R O  -  P « p « b M  2O00Ôc«A:m OPKBA aovMK_
S T . C A T K A iU N E S P « 9 d « M  2 0 0 0 0  |

O B A .X D  o w m A  MO*:wK ' 
B R A N T F O R D  .  P*p..lHMi U.OOO

G B A M D  l i e i m A  HOCM B

G E N E R A L  O F F IC E S

A. J .  SM ALL.

AU m m B u va n  to tk  

ORAND OPERA HOUSE
TORONTO. CANADA.

n « N w T W r . a w * e * .

0 |M  H m *. CAmM*. O ie»  1-be*. OiAu 

ÛMT» fL e* . i f lé eWL

^■ * r T W m . 0»M  i e W
O îw  N«

TORONTtX— MêZ_ÊBàl' - to_
M essrs K lstr Ic E r la n g e r ,  

iTw T o rk .
G e n tle n e n - /

S e p ly tn g  to  y o u rs  o f  May 5 th ,  r i l l  hold th e  fo l lo e ln p  fo r  
T h e  P ink  Lady*':-

B r o c i r r l l la  S e p t. IS
K io p a to s 13 -  n o t & erg

*,(Open) 15
B e n fre e IS
O ttaw a 17-18
B e l le n - l l le 19
P e te rb o ro 30 -  m at Ic. e rg
Lind aE®» 22
B a r r i e 23
B a c l l to n 24-25
7ood'Stock 26
B ra n tfo rd 27
S t..  C a th a r in e s 2S
c e lt 30
B e r l in  G e t. 1
S t i 'a t fb r d 2
S t .  Ih o n a s 3
liondon 4 -  mat & erg
CueJtph 6
O r i l l i a 7
N orth  Bay 8
Sudbury 9

Tou d id  n o t n e n tio n  S ^ t .  1 5 th  in  y o u r 1 » t t  e - , so p reauno  you a re  go ing  
to  p la c e  t h i s  d a te  a t  O p te n sb u rg . HorreFrer, shou ld  you r i s h  me to  f i l l  
s a n e , p le a s e  a d v is e  and I  w i l l  a r ta a p e  th e  r o u te  accordingly .

Tours T ity  t r u ly ,
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T O R O N T O  .  P ip A r fn i  4210 0 0
.  OSANQ CH*K«A UOt-IMK 

M >  n m n  : (  T in tA T W V

O T T A W A ’ y  100.000
B CmWKW. THRaTW u  

atUkSfO O W atA  MOCBK *
H A M IL T O N  .  PafUM iM  100.000

GBA.’t p  OPBBA HOCWR
L O N D O N  " ?tfn\m n WJOOO 

CPA.XI) opBBA :m «  MR
K IN G S T O N  .  P « p d * M  25.000 ;

(«##** • « «  f#  M4<0 #«##)_ c n A X it jar f t ttA  im v H ^_
S r  THO M A S .  P ^ H m * " ;& 0 0 0  I 

ng»?n> opiotA norign 
; PTTCRB'ORO • P .pU m m  AOOO

OBANP OintMA MOLI4K
I S T . C A T H A R IN E S  P « p a Û ^  20.000 

OttANi» o n w A  nocw K  
B R A N T F O R D  .  25.000

GB«OfO 0$*KMA n o t  ME

G EN E RA L .  O F F I C E S

A. J . SMALL.

tu QÜMWICtTWS TD THE 

G R  A N T >  O P E R A  H O U S E  
TORONTO. C.VNAD.\.

Omt» H«M . .tM /w  «.

. . ,, ... ■—.
0 » re lfa w P « w * e  ■ 

0 * 0* H m . Arti. B m  Tk##*. Ac . 
A#"# Hmm. Arf#4#.

c . . h - 5 J p^ ^

PWrt Tk### Hitittémm-
0««# iLw>—

TttKONTO.  May  3 8 th . , . 1 0

''r . 1Ü". J:uir::aer,
Uec Yoi-k.

Sty cecjr ~r.  ' ih u r r .a e r - /
T;;e t i n e  quoted in  I'.r. P i s h e r 's  l e t t e r  ts  t i l  r i ^ X .  

f i t h  t!-.e e x c ^ t io r .  o f  S e p t. 27th r t  Land or., th e r e  r e  a r e  }r Ic in g  S ep t.
2 5 -26 -27  to r  "The G arden o f  A llah*  a s  req u e s te d  ir. P ila r & I r l t r u - e r 's  
l e t t e r  o f  ITcr. 7 th ,  « .." iosed  ;o;i h e r e t f i th , sr.d t t . ic h  you r l r h t  k irô  ly 
r e tu r n  r f t e r  r e a d in r .  . 'n e th e r  th in /r ,  f t  Is  no t l i k e ly  t h ; t  th e  n e r  house 
in  Ûe r l i n  n - i l l  he ready  " re fo re  P e r .  1 s t ,  r s  ihey  o re  not f? i :x  to contrer.ce 
o p e ra t io n s  o.t so re  n e "o re  th e  r i d d l e  0 " Ju n e . T o r e r e r , I  o r r t o in l y  ra n t 
to r e e l  V r. Z i s h e r ' t  f i s h e s  in  th e  a r r a n g è re n t  o f  *7>.o P ink  I td y "  t i a e  
o v e r h e r e ,  and nan o f f e r  h in  Ghathen to tc k e  th e  p la c e  o f  f e r l i n ,  f l t h  
the  u n d e rs tan d  irur th .- t th e  I r t t e r  to m  i s  to  he s u b s t i tu te d  '.r. c o se  t!;e 
n e r  t h e a t r e  in  re a d y  in  t i n e  to  p la y  th e  s:Tor. I f  *The harder, o f  A llah" 
à»e r o i n c  to  d a l e  S e p t. 2 5 -26 -27  a t  London, i t  T r.ll o f  c o u rse  h e  n e c e ssa ry  
to  Bake s l i r h t  r e f i s  ion in  i r e  r o u te  su r-e a te tf  'ey , ' 'r .  1'i s  her fo r  *7he 
P ink  Lady* . as  f o l io  cun-

T lin rs to n  S e p t .15 /
B ro c -irr tlle  
S t .C a th a r in e s  
F a r .i l to n
ôpar.tfonJ 
FootfstocJr 
S t . Thof.ae 
Cht.th an 
Lor.d on
S tri'.i ford- O c t. 
2 a l t  
Gjrelph 
B a r r ie  
llld lcno  * 
O r i l l i a .  • 
B orth hey 
SUdhi’.ry

16
23
24
25
as
27
29
30 
1 
2
3
4 
6 
7
5 
9 (0 ’ ■ ?. )
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H i r e  p u t  i n  H±dlaixJ•. t o  A l l o w  B t o r r i s ,  i n  o r d e r  t o  a r o l d  f l o a b l i n ^  
t h e  r o a i  -  O r i l l i a  to  K i i l a n i '  to  O r i l l i a  t o  ITorth B a y .  O f  c o u r s e ,  i f  
T h e  GarAen o f  A l l a h '  ift n o t  g o i n g  to  c l a i m ' t h e  L o t ü on d a te s - ,  S e p t .
2 & - 2 6 r ^ t  t h e  t i n e  n i l l  be  a l l  r i g h t  a a  qoo^ed  b y  K r .  P i e h a r , w i t h  t h e  
s i n g l e  e m e e p t io n  t h a t  -are n a y  h a r e  t o  s u b s t i t u t e  Chatt iam f o r  B e r l i n ,  a s  
e à r e o d ’y  s t a t e d  e b o r e .

T o u r s  T 6 ry  t r u l y
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TOMONTO -  P i f j » —  •OSjmo oftAMD oemmjk nocws
MAJWnC TfI«ATa*

O m iV A  . .  IQOlOOO
B L * n ta a j .  r r o c A T B C  

OmAJtO OPBitA BOCB»
HAMILTON . IQOOOOUBAW OBKBA UOCag 
L O N D O N  P e H * w  60.000

QRAJffI OTCTLA nOl’WC 
K IN G S T O N  .

OBAjq» OPBBA nOfBjg
s f .  TH O M A S .  PofJU ew  18.000 

_  cmA?fT» ormtA jiocmc_ 
PETERBOAO - P«p«IbU  20000 

owA?cD onutA worwf;
ST. CATHARINES Pwptimm 30000
 GBA.xp orfWA norwK
B R A N T F O R D  .  P ip i l i iM  23.000 I GRAND OnniA IIOVM

G E N E R A L  O F F I C E S

I  A. J . SMALL. SOLE PHOF.

UL cowimiTms n the 
G R A N D  O P E R A  H O U S E  

TORONTO, CANADA.

W . O * m » W . C A
O w m H * ,.  trW A E *. 

< W H « « . 3 A * aA  
T U N s » r« « M

W /W L  I

__

OpM  h i p  I, ^ * r  Np# _
. 0«n« Hnpp. Sip««.

O . . .  A W . iA a /M .

T o k o v t o .- -19-

: : r .  ZdTf. T h u r r .c e r ,
Xcr Y o rk ,  

û a a c  ikld 1 4 - /
2114 deiey -!•

caiisad s o l e l y  û i  :h ■ i : r i  
Tflili a l l  c y  a i j r h t  io  'i 
i o n .  Ho .34 p l ; - / ’i :-7 - 
ne  can fret i t  i n t o  1 

P i r e  n e  to -c ic r
p r o ' e r a : -

r.0C7E 3D. I .  
^ i ^ s t o n  Scî-it.  15 

^ B r o c V r r i l l »  '  15
ySt.Jr.tharinea Z5

/ " m i l t  on  
i H e l l e r i l l e  

/  O ttano. 
y  P e t e r b o r o  
.  B r a n t f o r é  

V . a l t  
^  VToodoto *
^  S t .  r i ionaa  
A Loalor;

' n  S t r a  t f o r d  
' ^ C r e l p h  

^ i ' o r t h  r a y  
'  Siidoaiy:

re tuT ' . ' . in r  "'Cbe PinJ-Latij-*’ ' r o r t i ' C t s  rn r eer. 
e r e c t s  c i  t.-e sr .ov ,  f.z  I h< v* I- e-r. w : • . • c r ’in*; 
tei- t h e  r c ' t t e j c r  had I r . i r  o u t  ■^tr t h ' r  ' . t ' . : a c t -  
t  l:.  toTOiS l i k e  l a r r i e ,  Y ln lc j - /  <.:.6 3 / ;  11 l a  I f  
M T -•!• c i t i e s - .
r t f  ti '.ic l . o;’ th -  ct.-c fc J .lo - 'ir .r  ro u te s  . r .  i.tever.s 

•' F.Ol-rZ tX>. £ .
/ . B e l l a r i l l e  S e p t .  15

/
i . S r o c ' T i l l e  
. S t  .C r . th r .r ine .n

34
3 5  

3S-ST -
29
30

0-Ct. 1
a
3
4

—  yvBiTr.tfon*
B e rlin

t r . t .  S r . tu rd  c y  ^  Food s t o c k  
- S t .  T h o n ta  

y< S t r a t f o r d  
.  T . A r d o r :  

A c a l t

A P s n i l t o n  
'  r-f in n s  t e n  
/ O t t a n a

16
23
24
25 
35 
2 7 -  
2?
: c

O c t .  1 
2

J V

n  J t  a r c

/
.‘To r t h  P -y  

' 1 3 -

A "o r t h
' rr.rbui

f i t  >.'•! è t>
6 -7
e

S i a p l y  n e ’ t i o n  in  y o u r  n i r e  to  f i x  ue  " t h e  P t n t  ! .rc--“ c c r . t r r . c t s  f o r  
HÛCTE S5.1EKI ailE o r  EC~ 
b a c k  to  you t y  f i r s t  n a i l .

—T i m x i r .  rjid I  n l i l  t h a t  c e t  th e  c c n t r r . c t s

V
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.TORONTO /  fViti- 42SiW
0JL A ?0> U T M IA  nO CM C VAJKIwrfC TRKATnR

I O T T A W A  * .  P W m m  IOOlOQO' BVKMKU.niieATIIK
O R A N P  O t»P l A ,  t tO tU K

H A M IL T O N  /  P iÿ d U iM  IQQtOOO
O R A X n  OI*BAA HOC'Me

L O N D O N  (AQÛÙ
C R A X O  o i »k m a  i io r -R ie

K IN G S T O N  .  29.000

URAxn otnotA tio\-ice
sf.Tl^OMAS r'FnpdJim 18.000ORAxn m*tCMA Hofwt; 
rêTTRBORd ' PepeUéî  ZOiÔOO cwAxn orwiA Mot̂ m
ST.CATHARINES PoMww AOOOi COAXD OPfCWA WOfWK
BRANTFORD . P # ^ ^  23.000r3«A.Vn <N*KMA ROL-ne

r G E N E R A L  O F F I C E S

A. J . SM A LL. SOLE PRO#

AU COMMIKATM TO TMi

Ci WAND OPERA HOUSE
TORONTO, CANADA.

TUNraTUn.lhiMV
M w*. Ç * * L  H e * .  * ■ * « .

CMO—  O w , M-ee».

O w n  Hmm. 0mA*GmWCÿw* Ww.* CmL«m ;

.  TMwi.. Smmèi é
OowlUeePeée*».

T o r o n t o . * '£ i_Z P ” ’_ f ? i£ r  .. ___1 9__

Mr. S i r .  T h n r r . r .a r ,
2 e r  T : r k .

D e a r  Z à ~ /
Sona  d  o r . t  t h e  :;err h o t ia e  i n  r. e r l i n  > o i n r  rac=âlf Ir. t im e

t c  plfy "Zha ? tn;-r f.r.-iy'' i n  f lee t  anbe-r, so  h a r e  s t r b s t i c n t a c  P f t a r b o r o . 
one  o f  t ! :a  b e s t  p o i n t r  In 0. t r . r i o  , Tfhich r i l l  p i  sc h e lp  t c  r e t  th e  show 
i n t o  f i l n r s t o n  i. b t - . c r  t i r - ;  f o r  t h e  r r . f t r . e e  or. R t . f . r d r .y , C o t .  ^ t h ,  
T it f icv . t  e . r t n i i i n p  r r c '  er .tv- ,  r c . t l r c c . i t i n c .  r i t h  t h i c  i ' r  e rclo '• .•In?  yen 
s i r r e d  o o r . t r . r  f o l l o r a r -

C o l l s c i l l e  S e p t . 15
?.roci:T3jlle 
S t . C a t h a r i . n e s  
n’a r i l t o n  
C rr in tfo n S  
TtocdstoCÎ:
S t .  Chocaa 
S c r s t f o r f i  
Loixiem 
O s i t  
3iielpfc 
P e t e r b o r o :  
Kicftsto® 
O tta w a  
So-Bth. 5 cj£ 
S n d t n r y

16
23
24 
S5.
26
27
as .
33

O c t .  1  
2  
3
4 /
S-7*^
e
9

.. * « r s »

*3 T e r y  g l a d  t h a t  t h i s  r o u t e  i t  c l e a n e d  up and o u t  o f  t h e  way, a t  we 
c e r t a i n l y  f i d  a  l e t  o f  f i g u r i z g  on i t  up h e r e  t o  g e t  t h e  s ^ w  p l s c #  to 
t h e  b e e t  p o s s i b l e  n f r c n t a p e ,  /  /  ^

6 /  /

T o u rs tTQrly',' • ■•
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Appendix M:
Sale Documents o f  Ambrose Small’s Holdings to Trans-Canada 
Theatres (Source: Shubcrt Archives)______________________________________

ok made t h i s  s e v e n t e e n t h  day  o f

O c to b e r  A. D. n i n e t e e n  h u n d red  and n i n e t e e n ,  by and  b e tw e e n  

!L.ir.'.Y .i. BEAUCr. ; r ; :  0l  t h e  c i t y  am; d i s t r i c t  o f  L lo n t r o a l ,  

i’i n a n c i o r  :

Purt.v o f  th e  F i r s t  P a r t ;

ami

A. J .  SiiALL o f  tho  C i t y  o f  T o r o n t o ,  P r o v in c e  o f  O n t a r i o ,

T h e a t r i c a l  . a n o r o r ;

P a r t y  o f  th e  oocond P a r t ;

i t  ir, n r o p o r c d  to  i n c o r p o r a t e  a Coi.Tor.ny to  be 

iijiown a s  th e  T r a n s -C a n a d a  T h e a t r e s ,  L i z i t e d .  bavin--  f o r  i t s  

o b j e c t  th e  p u r c h a s e  ar,d o p e r a t i o n  o f  c e r t a i n  t h e a t r e s  and 

b o o k i n r  o f f i c e s  i n  t h o  L o n in io n  o f  C anada  r i t h  a  c a . i t a l  

s t o c k  o f  v 2 , 7 5 0 , 0 0 0 ,0 0  d i v i d e d  i n t o  Ç 1 ,5 0 0 ,0 0 0 .0 0  f i r s t  

p r e f e r e n c e  s t o c . ; ,  o f  which  . ;2 5 0 ,0 0 0 .0 0  w i l l  be T r e a s u r y  

s t o c k  o n l y  to  be  i s s u e d  a t  the  r a t e  o f  75 o f  p u r c h a s e  p r i c e  

o f  an y  . r o p e r t i e s  a c q u i r e d  by th e  Company i n  the  f u t u r e ,  and 

, '7 5 0 ,0 0 0 .0 0  s e c o n d  p r e f e r e n c e  s t o c k  c r a n t e d  to  th e  T a r t y  o f  

the  Second T a r t  a s  h e r e i n a f t e r  p r o v i d e d ,  and  ; 1 , 5 0 0 , 0 0 0 .0 0  

comccn s t o c k ;  and

■-■HEPJiAS th e  Tart .y  o f  t h e  Second f a r t  i s  the o - n c r  

o f  t h e  t h e a t r e s  nnc. t h e  o .n e r  o f  t h e  b o o k in v  c o n t r a c t s  which  

i t  Vi 11 be n a c o s c a r y  to  p u r c h a s e  f o r  th e  p u r p o s e s  o f  t h e  s a i d  

Company.

F o r  t h e  c o n s i d e r a t i o n  o f  . 5 , 0 0 0 . 0 0  r a i d  by the  T a r t y  o f  

th e  T l r s t  P a r t  t o  t h e  T a r t y  o f  th e  Second T a r t ,  r e c e i p t  w h e re o f  

i s  h e r e b y  ack n o w le d eo d  by  th e  P a r t y  o f  t h e  -'-esond T a r t ,  ;h ic k  

i t  i s  h e r e h i  a r r e e d  i s  n o t  r a i d  a s  e a r n e s t  b u t  fo rm s  th e  

c o n s i d e r a t i o n  t h a t  th e  v a n ' o r  u n d e r t a k e s  t o  keep  t h i s  o p t i o n  

a v a i l a b l e  u n t i l  the  end o f  th e  p e r i o d  h e r e i n a f t e r  s t a t e d .

The c o n t r a c t a n t s  h c i e t '  have  e n t e r e d  i n t o  th e  f o l i c  v ine  

a r r e e f c u t , t h a t  i s  to  s a y :
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2 , -

1 .  The P a r t y  o f  t h e  ^ocond P a r t  d o e s  h e r e b y  p l v e ,

/ r r a n t  and  demine to  t h e  P a r t y  o f  t h e  F i r s t  P a r t  an  o p t i o n

to  p a rc h n a o  on th e  te rm e  and  c o n d i t i o n s  h e r e i n a f t e r  s o t  l o r t h

th o  fo i lo v . - in r  p r o p e r t i e s  w i t h  t h e  b u i l d i n r s  t h e r e o n  s i t u a t e d

p r e s e n t l y  u s e d  a s  t h e a t r e  b u i l d l n r s : -

Grund O pera  H o u se ,  T o r o n to  O n t a r i o  
Grand O p e ra  H ouse ,  H a m i l to n ,  O n t a r i o  
G rand  O pera  H ouse ,  London ,  O n t a r i o  
Grand O pera  H ouse ,  H in i tc to n ,  O n t a r i o  
Grand o p e r a  H ouse ,  S t .  Thons s .  O n t a r i o  
Grand " p c r a  H o u se , . " o t e r b o r o ,  O n t a r i o

a  more c o m p lo te  d e s c r i p t i o n  . . h e r e o f  n i l l  be f u r n i s h e d  by  th e

" a r t y  o f  t h e  Second P a r t  and i n c o r o o r a t e d  i n  a l a t e r  a g r e e m e n t

vhcn s a i d  c o n m lc tc  d o s c r i n t i o n  i s  f u r n i s h e d .

I n  u r i d i t i o n  to  t h e  o p t i o n  o f  p u r c h a s i n g  th o  above

p r o p e r t i e s  tho  P a r t y  o f  th o  oeconri ' a r t  ( s e s  h e r e b y  r i v e

g r a n t  and d e m ise  t o  t h e  . a r t y  o f  the  F i r s t  P a r t  an  o p t i o n

- I '  * * i ’ l '  o ;  I f .  ' •  ! »♦'  : T' T

b o o t i n r  con  t r u e  I s  c r u e l  by tl;c f a t t y  o f  the  o s c o i i i  f a r t  i n

r e l a t i o n  to  t h e  f o l l o n i n g  t h e a t r e s

Grand O pera  H ouse ,  S t .  C a t h a r i n e s ,  O n t a r i o  
Grand O pera  " o u s e , B r a n t f o r d ,  O n t a r i o .

and h l l  b o o k in g  c o n t r a c t s  f o r  a l l  o t h e r  t h e a t r e s  now c x i o t i n g .

I t  i s  a g r e e d  t h a t  t h e  h e r e i n  g r a n t e d  o p t i o n  t o  p u r c h a s e

tho  t h e a t r e s  a ..d  b o o k in g  c o n t r a c t s  h e r e i n a b o v e  s e t  f o r t h  s h a l l

bo good and v a l i d  and may be e x o r c i s e d  a t  a n y  t im e  b e tw e e n  th e

d a t e s  o f  t h e s e  e r e .  e n t s  and  Lecerobor 1 s t ,  n e x t ,  A. D. 191 9 ,

su c h  a c c e p t a n c e  t o  be  s i g n i f i e d  to  th e  P a r t y  o f  t h e  Second

P a r t  by r e g i s t e r e d  l e t t e r  p o s t e d  to  h i s  l a s t  iaiorm a d d r e s s .

Upon t h e  one r a i s e  o f  t h e  h e r e i n  .g ra n te d  o p t i o n  to

p u r c h a s e  by  t h e  c c c n o  h e r e i n a b o v e  p r o v i d e d ,  t h e  T a r t y  o f  the

Second P a r t  u n d e r t a k e s  p r o n i e o s  and a g r e e s  t o  s e l l  to  tho

P a r t y  o f  th e  f i r s t  P a r t  o r  h i s  s u c c e s s o r s  o r  a s s i g n s  by rood

t i t l e  f r e e  and c l e a r  o f  a l l  c h a r g e s  and c n e u m b r a n e e s  th e

p r o p e r t i e s  h e r e i n a b o v e  p r o v i d e d  to  be s o l d  and t h e  r i g h t
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t i t l e  and i n t e r c u t  i n  t h e  b o o k in g  c o n t r a c t e  h e r e i n a b o v e  

provi-'ictl  to  bo I r n a s f o r r c d  and  i n  c o b b o c t i o n  n i t h  t h e  above  

m en t io n ed  p r o p e r t i e s  t o  e x e c u t e  rood  and v a l i d  d e e d s  o f  s a l e  

i n  f a v o u r  o f  t h e  f o r t y  o f  t h o  F i r s t  f a r t  o r  h i s  s u c c e s s o r s  

o r  a s s l r n a ,  and in  r e l a t i o n  to  th e  s a i d  bookln-~ o f f i c e  

c o n t r a c t s  . ro o d  v a l i d  i n t e r e s t  to  a l l  r l p h t ,  t i t l e  and 

I n t e r o s L  i n  t h o  s a iae , .v ith  th e  a ftreeinont  o f  t h e  o t h e r  

c o n t r a c t i n ' -  p a r t y  i n  t l :e  same to  the  end t h a t  tho  " a r t y  o f  

t h e  F i r s t  f o r t  - i l l  have  a l l  r i r h t s  t i t l e s  and f r i v i l o r e s  i n  

s a i d  c o n t r a c t s ,  p r e s e n t l y  owned by th e  . ' a r t y  o f  t h e  l e e o n d  

P a r t .

In  th e  e v e n t  o f  th e  e x e r c i s e  o f  th e  s a i d  o p t i o n  

a c c o r d i n g  to  l î 'o  above  s t i p u l a t e d  t e rm s  th e  . u r c h a o e  o f  the  

s a i d . p r o p e r  t i e s  an;; c o n t r a c t s  S h u l l  be mu i s  un the  l o l l o v i n r  

t e rm s  to  r h i c b  t h e  p a r t i e s  h e r e t o  h e r e b y  a c r c e  : -

( a )  The ; a r t y  o f  t h e  oecont . ' a r t  s h a l l  r e c e i v e  the  

sum o f  y l , 0 0 0 , 0 0 0 . 0 0  i n  good l e t r f u l  money o f  C an ad a ,  and 

i n t e r e s t  t h e r e o n  a t  th e  r a t e  o f  s i ; :  p e r  cen tum  p e r  annum from 

S ep tem ber  1 s t ,  1 0 1 9 ,  t o  be p a i d  t o  him upon th e  e x e r c i s e  o f  

t h i s  o p t i o n  a s  a f o r e s a i d  and  n o t  l a t e r  t h a n  December 1 s t  1919.

(b) Tho t r a n s f e r  t o  him  o f  y 7 5 0 ,0 0 0 .0 0  a l l  f u l l y  p a id  

up  and non-C G O ocsab le  s e c o n d  p r e f e r r e d  s h a r e s  o f  th e  oa i’i t a l  

s t o c k  o f  t h e  T r a n s - C a n a d a  T h e a t r e s  L i m i t e d , t h e  Company 

p ro p o se d  to  be i n c o r p o r a t e d  to  a c q u i r e  t h e  p r o p e r t i e s  h e r e i n  

m e n t io n e d ,  s a i d  s h a r e s  t o  be n o n - i n t e r e s t  b e a r i n g  and to  be 

c a n c e l l e d  an-i r e t i r e d  a t  t h e  r a t e  o f  t ;3 7 ,5 0 0 .0 0  p e r  annum 

p a i d  by th e  T a r t y  o f  th e  F i r s t  F a r t  to  t h e  P a r t y  o f  t h e  

second  " a r t ,  t h e  _i r s t  payment w h e re o f  t c  be due and e i i r i b l e  

on -ep te .m ber  1 s t ,  1920 .

(c )  S h o u l '  th e  s a i d  o p t i o n  h e r o i n  g r a n t e d  be e x e r c i s e d  

i t  i s  m u t u a l l y  a g r e e d  t h a t  t h e  p r o p e r t i e s  ana c o n t r a c t s  p u r ­

c h as ed  s h a l l  belo i i '*  to  th e  i a r t y  o f  th e  F i r s t  f a r t  from  

S ep tem b er  1 s t ,  1 9 1 9 ,  and  he s h a l l  be c o n s i d e r e d  us  owner  c f
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t h e  same from  t h a t  d a t e  and a s  su c h  e n t i t l e d  t o  a l l  e a r n i n g s  

an d  o t h e r  p r o f i t s  a c c r u i n g  s i n c e  t h a t  d a t e .

I t  i s  u n d e r s t o o d  and a g r e e d  and  i s  th e  e s s e n c e  

o f  t h i s  a g re e m e n t  t h a t  t h e  o p t i o n  h e r o i n  g r a n t e d  and th e  

c o n s i d e r a t i o n  p a i d  t h e r e f o r  and a l l  o t h e r  a g r e e m e n t s  h e r e i n  

made a r e  so  made by th o  p a r t i e s  h e r e t o  u p o n  t h e  s t a t e m e n t s  

f u r n i s h e d  by t h e  T a r t y  o f  t h e  se c o n d  P o r t  o f  t h e  e a r n i n g s  

o f  t h e  s a i d  t h e a t r e s  f o r  th e  p a s t  t h r e e  y e a r s ,  and s h o u ld  

s u c h  s t a t e m e n t s  bo fo u n d  i n c o r r e c t  t h e  P a r t y  o f  th e  P i r s t  

P a r t  s h a l l  be e n t i t l e d  t o  c a n c e l  t h i s  a g r e e m e n t  an d  o b t a i n  

b a c k  f rom  th e  P a r t y  o :  th e  Second P a r t  a l l  money and  o t h e r  

c o n s i d e r a t i o n s  p a i d  t h e r e f o r .

Il l  VI TIC S '  ■'•'KIVKEOr th e  p a r t i e s  h e r e t o  have  h e r e u n t o  

s e t  t h e i r  h an d s  and s e a l s  on the  d a y ,  m on th  and y e a r  h e r e i n ­

abo v e  f i r s t  w r i t t e n .

(Sgd) 3 .  SPAUCLPPi;.

" A. J .  S;_ALL.
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THIS AGHSiüElIT made i n  d u p l i c a t e  t h i s  F i r s t  d a y  o f  

I 'ecember A. D. 1 919 .

BFTVeSU:
.yiHriOSa J .  SI.'AT.T. n f  t h e  C i t y  o f  T o r o n t o ,
P r o v i n c e  o f  u n t a f i o ,

0?  TEH PI:-!£T PAJ.T:

- a n d -

H-iEY .7. 3.%:UCLz5i: o f  t h e  C i t y  an d  D i s t r i c t  
o f  i - o n t r e a l , .

0: TEi sZCOUh PAr.T:

V.tEHEAS u n d e r  d a t e  o f  t h e  T w e n t y - e i f h t h  o f  U o vauber  

A. Ù. 1919 ,  th e  p a r t i e s  h e r e t o  have  e n t e r e d  i n t o  a n  Agreement 

w h e r e in  t h e  p a r t y  o f  t h e  f i r s t  p a r t  h a s  a g r e e d  t o  s e l l  to  t h e  

p a r t y  o f  t h e  se c o n d  p a r t  c e r t a i n  p r o p e r t i e s  and b u i l d i n g s  t h e r e -  

, o n ,  s i t u a t e d  i n  t .  e C i t i e s  o f  T o r o n to ,  H a m i l to n ,  London, P e t e r b o  

and S t .  Thomas r e s p e c t i v e l y ,  an d  to  t r a n s f e r  and  a s s i g n  c e r t a i n  

l e a s e s ,  b o o k in g  c o n t r a c t s ,  go o d s  and c h a t t e l s ,  t h e  whole  i n  

a c c o r d a n c e  w i t h  th e  t e r m s  and c o n d i t i o n s  i n  s a i d  Agreem ent more 

s p e c i f i c a l l y  s e t  f o r t h

AHI '.’.'EEEEAS i t  i s  p r o v i d e d  i n  s a i d  A g re em e n t  t h a t  the  

p a r t y  o f  t h e  F i r s t  p a r t  w i l l  r e c e i v e  f ro m  th e  p a r t y  o f  the  s e c o n  

p a r t ,  a s  c o n s i d e r a t i o n  f o r  t h e  a f o r e s a i d  e n g a g e m e n t s ,  th e  sum o f  

One M i l l i o n  D o l l a r s  ( # 1 , 0 0 0 , 0 0 0 , 0 0 ) i n  good and l a w f u l  money o f  

Canada to  be p a id  on  i e c o m b e r  F i r s t , 1919 and  i n t e r e s t  t h e r e o n  

a t  the  r a t e  o f  6 ^  p e r  annum fro m  S e p te m b e r  1 s t ,  1 9 1 9 ,  ana  th e  

su n  o f  Se v e n  h u n d re d  an d  f i f t y  th o u s a n d  d o l l a r s  ( ^ 7 5 0 , 0 0 0 . )  t o  

be p a id  i n  tw e n ty  e q u a l  c o n s e c u t i v e  a n n u a l  p a y m e n ts  o f  T h i r t V -  

s e v e n  th o u so ia l  f i v e  h u n d re d  d o l l a r s  ( , £ 7 , 5 0 0 )  e a c h ,  v / i t h o u t  

i n t e r e s t ,  p a y a b l e  on t h e  d a t e s  a s  s t a t e d  i n  s a i d  -agreem ent;  and 

a s  s e c u r i t y  f o r  t h e  pay m en t  t h e r e o f  th e  p a r t y  o f  t h e  sec o n d  p a r t  

w i l l  r e c e i v e  Sev en  h u n d r e d  and F i f t y  T housand  D o l l a r s  ($ 7 5 0 ,0 0 0 )  

o f  f u l l y  p a i d  up  n o n - a s s e s s a b l e , n o n - d i v i d e n d  b e a r i n g ,  n o n - v o t i n r

seco n d  p r e f e r e n c e  s h a r e s  o f  t h e  o a p i t . l  s t o c k  o f  T ran s -O an a d a
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T h e a t r e s  L im i t e d :

Allu t/HSHZAS i n  t h e  e x a m i n a t i o n  o f  t h e  t i t l e s  o f  th e  

p r o p e r t i e s  t r a n s f e r r e d  by t h e  s a i d  Agreem ent o f  I fo v en b e r  T w en ty -  

e i g h t ,  1 9 1 9 ,  c e r t a i n  q u e s t i o n s  h av e  a r i s e n  which  make i t  i m p o s s i b l e  

f o r  t h e  p a r t y  o f  t h e  f i r s t  p a r t  t o  g iv e  a b s o l u t e  t i t l e  t h e r e t o  

■ free  and c l e a r  o f  a l l  en o u ii ib rsn ces  and c h a r g e s  w h a t s o e v e r :

1107/ TISE5P0P.Z IT l i  ACrZZD 

(1 )  T h a t  t h e  p a r t y  o f  t h e  second  p a r t  v111 p a y  t o  t h e  p a r t y  

o f  t h e  f i r s t  p a r t  t h e  s a i d  sum o -  One Z i l l i o n  " o l l a r s  ( ç i , 0 0 0 , 0 0 0 . ) 

a g r e e d  t o  be  p a i d ,  r e c e i p t  w h e r e o f  i s  h e r e b y  a c k n o w le d g e d .

(21 THAT th e  p a r t y  o f  t h e  second  p a r t  s h a l l  be  e n t i t l e d ,

i n  t h e  e v e n t  o f  h i s  b e in g  d i s t u r b e d  i n  h i s  o r m e r s h ip  o r  b e i n g

c a l l e d  u p o n  to  s u f f e r  a n y  f i n a n c i a l  l o s s  o r  damage b y  r e a s o n  o f  

t h e  d e f e c t s  i n  t h e  t i t l e s  above  n e n t i o  .ed .  t o  r e t a i n  a n  amount 

o r  a m o u n ts  e q u a l  t o  and i n  c o m p e n s a t io n  f o r  th e  s a i d  damage o r  

f i n a n c i a l  l o s s  f ro m  t h e  sum o f  Seven  h u n d re d  and f i f t y  t h o u s a n d  

d o l l a r s  ( ^ 7 5 0 ,0 0 0 )  a g r e e d  t o  be  p a id  i n  i n s t a l m e n t s  by  th e  s a i d  

A g reem en t  o f  t h e  T w e n t y - e i g h t h  November 1919 .

IT IS  PUETHZH AG5SKD t h a t  th e  p a r t y  o f  th e  f i r s t  p a r t

h e r e i n  w i l l  make a l l  d e c l a r a t i o n s  and w i l l  o b t a i n  s u c h  d e c l a r a t i o n s  

d e e d s  o r  a c t s  ( w h ic h  i t  i s  p o s s i b l e  f o r  him to  make o r  o b t a i n )  

a s  may be i n  t h e  o p i n i o n  o f  t h e  S o l i c i t o r s  o f  th e  p a r t y  o f  t h e  

s e c o n d  p a r t  u n n e c e s s a r y  t o  c o n v e y  t o  t h e  s a i d  p a r t y  o f  t h e  s e c o n d  

p a r t  t h e  p r o p e r t i e s  i n t e n d e d  to  be conveyed  by good and s u f f i c i e n t  

t i t l e .

IN :TIT!F?.SS '.7HZHF.0F th e  s a i d  p a r t i e s  h e r e t o  h a v e  h e r e u n t o

s e t  t h e i r  h a n d s  and s e a l s .

SIGKEl'. SEALEI) and LELIVErZD)
I n  th e  p r e s e n c e  o f  ) "A. J .  SHALL" (SEAL)

" Ï .  J .  SHAL'GareSSY." )
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THIS AGREELEir? made i n  d u p l i c a t e  t h i s  F i r s t  day  

o f  S e p te m b e r  A. H. 1919 .

BSTV7E2H:

J .  SHALL o f  t h e  C i t y  o f  T o r o n t o ,
P r o v i n c e  o f  u n t a r i o ,

0?  TIC FITST rAHT

-a n d -

ÎCIRY V.-. EAOCLI?!: o f  the  C i t y  a n d  D i s t r i c t  
01 w o n t r e a l ,

OF T:C S lC ü i i-  PAI;T:

Y/E1R3AS u n d e r  d a t e  o f  t h e  T w e n t y - e i g h t h  o f

November 1 9 1 9 ,  t h e  p a r t i e s  h e r e t o  h a v e  e n t e r e d  . i n t o  a n

Agreem ent  w h e r e i n  th e  p a r t y  o f  th e  f i r s t  ^ a r t  h.^s i j r e e i  to

s e l l  t o  t h e  p a r t y  o f  t h e  second  p a r t  c e r t a i n  p r o p e r t i e s  and

b u i l d i n g s  t h e r e o n ,  s i t u a t e d  i n  t h e  C i t i e s  o f  T o r o n to ,

H a m i l t o n , '  London, P e t e r b o r o ,  and S t .  Thomas r e s p e c t i v e l y ,  and

to t r a n s f e r  and  a s s i g n  c e r t a i n  l e a s e s ,  b o o k i n g  c o n t r a c t s ,

goods  a n d - c h a t t e l s ,  t h e  whole i n  a c c o r d a n c e  w i th '  t h e  t e r m s

and  c o n d i t i o n s  i n  s a i d  Agreem ent more s p e c i f i c a l l y  s e t  f o r t h :

AiTL lÆBHHAS t h e s e  p r e s e n t s  a r e  i n t e n d e d  t o  more

p a r t i c u l a r l y  d e s c r i b e  end i d e n t i f y  t h e  b o o k i n g  c o n t r a c t s

m e n t io n e d  a b o v e :

HO..' THIS AGKDhCth'T ./ITi.CSSDTH t h a t  t h e  p a r t y  o f  the

f i r s t  p a r t  h e r e b y  a s s i g n s ,  t r a n s f e r s  and s e t s  o v e r  o n t o  the

p a r t y  o f  th e  s e c o n d  p a r t  i n  p u r s u a n c e  o f  t h e  s a i d  A greem ent,

t h e  b o o k in g  c o n t r a c t s  m e n t io n e d  and e n u m e r a t e d  i n  t h e  S c h ed u le

h e r e t o  annexed  m arked  "A", t o g e t h e r  ? / i t h  a l l  h i s  r i g h t ,  t i t l e

and i n t e r e s t  t h e r e t o  an c  t h e r e i n  and a l l  b e n e f i t  and  a d v a n ta g e

to  be d e r i v e d  t h e r e f r o m .

n r  .JITi.TiSS ' ./Er..:0? the  s a i d  p a r t y  o f  t i’.e f i r s t  p a r t

h a s  h e r e u n t o  s e t  h i s  hand  and s e a l .

SIGNi..  SAAL: and :£LIVd;?.j.i;) 
i n  p r e s e n c e  o f  )

) "A. J .  s f j i i L "  l s . : : x )
" i l .  J .  S h a u 'h n e s s y "  )
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SCH-üüLE "A"

R e f e r e e d  t o  i n  t h e  annaxed  A g re em e n t .

1 .  P e a b r o k e ,  J .  H. S n ic k  to  A. J .  S m a l l ,  Au*.1 ,1 9 1 9  to
Aug. 1 ,  1 9 2 0 .

2 .  B r o c k v i l l e ,  J .  i .cLennan to A. J .  S m a l l ,  Uov, 1 ,1 9 1 9  to
Kov. 1 ,  1920 .

3 .  S t .  C a t h a r i n e s ,  C o l o n i a l  Amusement Co. t o  A. J .  o n a l l ,
Aug. 1 ,  1915 to  Aug. 1 ,  1 9 2 0 .

4 .  I l o r th  Say,  Jolm S l a n c h e t  to  A. S m a l l ,  S e n t .  1 ,  1917
Vo S e p t .  1 ,  1 9 2 0 .

5 .  B r a n t f o r d ,  James ? .  - h i t t a k e r  t o  A. J .  S m a l l  to
S e p t .  6 .  1920 .

Ô. G a l t ,  G a l t  Opera  House Company t o  A. J .  S m a l l ,  Ausr. 1 ,1915
t o  Aug. 1 ,  1 9 2 2 .

7 .  S t r a t f o r d ,  J .  Î .  Hemp to A. J .  S m a l l ,  Aur .  1 ,1 9 1 9  t o
Aug. i ,  1 9 2 2 .

8 .  L in d s a y ,  J .  H. R o eo ig k  to  A. J -  “ m a l l .  A u k .  1 ,  1919 to
Aug. 1 , ' 1 9 2 2 .

9 .  S u d b u ry  J .  ?.. B i s s a t t  to  À. J .  S m a l l ,  Aug. 1 ,  1919 to
Aug. 1 9 2 2 .

10 .  S a r n i a ,  John  ? .  Hyers  to  A. J .  S m a l l  D ec.  1 ,  1919 to
D ec.  1 ,  1 9 2 2 .

1 1 .  T r e n t o n ,  H. H. .V el le r  to  A. J .  S m a l l  A u r .  1 ,  1917 to
Aug. 1 ,  1 920 .

12.  B a r r i e ,  John  P o w e l l  to  ... J . . S m a l l  Aug. 1 ,  1917 to
Aug. 1 ,  1 9 2 0 .

1 3 .  O r i l i a ,  T.  J .  H oub ins  to  A. J .  S m e l l ,  Aug. 1 ,  1917 t o
.tug .  1 ,  1 9 2 0 .

14 .  U i d l a n d ,  A r t h u r  Bugg to .1. J .  S m a l l ,  Aug. 1 ,  1917 to
Aug. 1 ,  1920

15 .  R e n f rew ,  O t taw a  V a l l e y  Amusement Company to  A. J .  Sm a ll
Aug. 1 ,  1917 t o  Aug. 1 ,  1 9 2 2 .

T h i s  i s  th e  s c h e d u le  o f  c o n t r a c t s  m e n t io n e d  i n  the  

w i t h i n  A greem en t.
A. J .  s m a l l .

... J .  S.
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Appendix N:
Contract Between Lawrence Solman, Shubert Theatrical 
Company, Lee and J. J. Shubert (Source: Shubert Archives)____________

A 5. K I » M ü it L mm " thi.
of Soaeabor, 1909, botvoon LAPWW’ÎB gOLMAS. o f Toronto, San- 

odm, portjr o f the f i r s t  p o r t , TCT 3HÏÏBBM THlAlSICâL OOM»

PJUnr, a  corporation organised under tho laws o f the S ta ts  of 

Ve* York, p arty  of the second p a r t ,  and U B  anghkhf and 

JASOR J .  saUHElg. Of the O lty o f Mew York, S ta te  o f TTow York 

p a r t ie s  o f the  th ird  p a r t ,  ï î . î , £ * 5. 5 î î . " ’

V H B R 3 A 3, the p a rty  o f the f i r s t  p a r t  Is  

ahont to  acquire a le a se  o f the ROYAL ALStAHSRA TRXAfBB,

Toronto, Tanada, fo r a term beginning January 4, 1909, and 

asp irin g  the l a s t  Saturday of Vay, 1910, at a re n ta l  at 

the  r a te  o f Twenty thousand D ollars ($20,000). per year,
* • - / «-a* , a xiiy

.  payable In equal monthAjk in a ta ilm en tq , in  advance^ amd^4kw- /

Qhanges In the b u ild ing , which lea se  I s  to  contain  a p riv ­

ileg e  of renewal fo r  th ree  ad d itio n a l years, such p r ir i le g e

to  be exercised  a t  the option  o f the tenan t and pondition- 

ed only upon the f a i th fu l  performance «# the ten an t o f a l l  

o f  the eoTonanta in the lea se  and upon the  opéra tion  of the 

th ea tre  by the tenant without f in a n c ia l lo s s ,  and

!  £  5  £  £  ^  2 t the  p a s ^  o f 0»e f i r s t^ ^ a r t  xa 

about to form a corporatism fo r the operation  o f the said 

th e a tre  during the sa id  term , which corporation sh a ll have 

an au thorised  c a p ita l  stock o f  Ten thousand D ollars (110,000) 

a l l  pa id  in  cash, and

T R s  R S A S, the p a r ty  of the second p a rt is  

dosireus o f acquiring  the  r ig h t to  book high c la s s  drematio 

n d  ■Bsldial shows and entertainm ents In  and fo f  gmid th ea tre

-1-
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f o r  t ~ '  zn A  upoa the t a n u  k t r a la a f ta r  aat fo r th ,

a a i

E  E & & & 6 1» *ka p ax tiaa  o f tho th i r d  p a r t  ara 

tha maaagarm a a i  p r in c ip a l atookholdara o f the p a r ty  o f tha 

aaoond p a r t ,  and a ra  daairoua o f aoqolrlag , by porahaaa, a 

p a r t o f tha  c a p ita l  a te  ok o f the aaid corporation to be f o r »  

ad by tha p a r ty  o f  tha f i r  at p a r t ,

1 0  T, T R B R i y O R ^  la  oonaldaration 

of tha ana o f  Ona D ollar ($1.00) by aaeh of tha p a r tie a  to  

tha o thar in  hand p a id , the rao o lp t «hereof la  hereby ao- 

kuooladgad, and in  oonaldaration of the  premlaaa and o f  the 

■Btaal coTCnante and agreementa by eadh o f the a a id  p a r tla a  

h a ra ta  h a ra in a f ta r  agreed to  be kept and performed, IT IS 

HgaST ASMBB BiOTjar P g  PABTIBS WlHgrO M  IOIXOW3:

U RSI: The p a r ty  of the f i r  a t p a r t  «111, aa

apaedily  aa p o a a ib le , a f te r  tha exaeution hereo f, ob tain  

from the oenara o f  tha ROYAL ALKAHDRA IRSATBI a la aaa  

thareuf fo r  tha p e rio d  and a t tha r e n ta l  aboya mentlonad, 

s a id  laaaa  to  contain  a p riT llaga  o f renewal fo r  am additions 

a l th ree  y aara  span the terme and eonditlona above ra a ite d ; 

he alao agreaa te  take imaadiate otepa for the organ iaatien  

of a co rpo ra tion  th e  ob ject of which eh d l l  be to  operate 

tha aaid th e a tre ,  Wiich oorporatien ie  to have an authorla> 

ad c a p i ta l  a te  ok o f Tea theuaand Doll a ra  ($10,000) .  #&l o f 

which the aa id  p a r ty  of the f i r  at p a r t  w il l  oaaaa to  be 

M baoribad and p a id  fo r  at p a r , in  oaeh.

SIXSP: The p a rty  o f the f i r  a t p a r t  fu rth e r  agraog

th a t immediately upon the formation o f the aaid  corporation

-a-
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•Bd th# Af i t s  ««p lta l stook u id  th s  payasnt in to

i t s  trsB sury  o f Ton thousand D ollars ($10,000). in  o n * , hs 

w il l  assign to  ths said  corporation tho i s a s s  o f  the thoatro 

so aoqnirsd  hy him, and w ill  o n tsr in to  an agraoiawnt w ith 

tha  sa id  corporation during the tazm o f the  sa id  Is a s s  and 

any ranswal o r extension thereo f, to ao t as i t s  general man­

ager and aa th e  general manager o f the sa id  th e a tre  a t a 

sa la ry  o f  One hundred D ollars ($100) .  p e r  week, payable aaeh 

week during which publie  perfornanoes A a l l  be given a t 

sa id  theatre*  he also agrees th a t in  the By-Laws of said 

co rpora tion , i t  w ill  be provided th a t no e le c tiv e  o ff ic e r  

o f the sa id  eorporation sh a ll roeelvs any sa la ry  ehatsver 

a s  such; he fu rth e r  agrees to  s d l  to  the p a r t ie s  of the 

th i r d  p a r t , a t  p ar, fo rty -n in e  per cent of the oaplt-

a l  stook o f  the sa id  corporation , and to d e liv e r the same 

to  them a t  th a l r  o ff ic e  in  the City o f Vsw fo rk  as soon as 

p ra c tle a b la  a f te r  the same sh a ll have been issu ed , i^on 

receiv ing  from them the payment and agreement h e re in a f te r  

provided. Dÿon receiv ing  such payment and agreement from 

the sa id  p a r t ie s  o f the th i r d  p a r t ,  he fu r th e r  agrees to  

sxsonte and d s iiv s r  te  the sa id  oorporaAion so to  be formed, 

h is  WTlttsn agreement to  pay in to  the tre a su ry  o f the said  

oorporatien  meekly a t the end o f eaeh weOk, a  sum equal to  

one-half o f  ahy lo s s  which the sa id  nsv corporation may have 

susta ined  u n t i l  th a t tim e. Be fu r th e r  agrees, as  the  gen­

e ra l manager o f  the said  new corporation  and o f sa id  th e a tre , 

to  employ as a ss ie ta n t tre a su re r  of the  sa id  th e a tre  such 

person as the  p a r t ie s  o f the asoond and th i r d  p a r ts  may des­

ig n a te , Bpon eonditien th a t  he sh a ll  perform  any and a l l  

d u tie s  th a t  may he regu ired  o f him in  th e  hex o f f ic e  or gen­

e ra l  o f f ic e  o f  the  sa id  th e a tre  and to  w hidi he may ho as- 

•S*
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•lgn«d ty  th e  M id general manager; one of each du ttee  

abelX a t a l l  tlmee be to  a e a la t in  the  "oeanting o f the 

houae* durlag emoh perforaamee a t  a time and pXaee te  be 

flmad by the general manager, and to  recelTO a t  the eon- 

d n s lo n  of em* performance a e ta te sen t e ln ted  by the gen­

e ra l  manager o r treaau re r of the re c e ip ta  of eaoh perform­

ance. Sionld the p o s itio n  of a a e lé tan t tre a su re r  become 

raean t a t  any time by reason o f the re sig n a tio n  of the In- 

eoÉbent or h is  discharge by the general mmager, the party  

of the f i r s t  p a r t  agrees to employ as a s s ie ta n t treasu rer 

to  f i l l  such racancy, as o ften  as i t  may aeeur, such per- 

oon o r paraona aa the p a r t ie s  of the second and th ird  parte  

may from time to time designate, upon oondition, however, 

th a t  no designation la  made of any person previously  d is­

charged by the said  general man-ger or o f any person per­

sonally  repugnant to him.

Tho party  of the f i r s t  p a r t  fu r th e r  agrees for 

him self and h is  aaaigna, th a t he w ill give to  the party  

of th-i second p a r t  prompt n o tice  of the execution of the 

le a se  above m ntloned ; th a t from and a f te r  the begin'iing 

of th e  term o f the sa id  lease  and u n t i l  the  exp ira tio n  therev 

o f , and of any renewal or extension th e re o f, he v ilipend  

hereby does yi-va and grant to the p a rty  of  the second p a rt 

the  axolualve^xlght to 'p ro c& e  con trac ta  fo r the appearance 

a t sa id  th e a tre  of the companies or shows aa h e re in a fte r  

provided, and so long as the p a rty  o-" the second p a r t  shall 

fu lly  keep and perform I t s  agreement aa h e re in a f te r  provid­

ed, he w il l  make no çon trac t fo r tho sppearanea o f any com-
"Tu—'

panlea or shews a t aaid  th e a tra , ^«oep t as h e re in a f te r  ex­

p re ss ly  provided.

- 4-
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IHZBS: She p a rty  of tha second p a r t  doe# h e re ÿ  

agree th a t during the  halenee of the p resen t th e a tr ic a l  see> 

aoa and beginning January i ,  1909, and during each th o a tr lo t 

a l  season th e re a f te r  u n t i l  the expiration o f  the le a se  a- 

hove re fe rre d  to  and any reneval agreeacnt th e re o f,, i t  « i l l
,% I * — t a r n ,  ■ ■ I * a W  Ammt ~Ç f  ^  € a« a'  # a f

,■1/7.-' -ie e«t^^ Vw# ^ lU d Â m j  f te^  a—#/

fu ra lah  to  the p a r ty  of the f i r s t  p a r t ,  as  general eenagor
J  I  A■A

e f  the sa id  th e a tre ,  oontraots signed hy the managers or 

0 en era o f not l e s s  than f if te e n  (IS) f i r s t  c la ss  dramatic 

and m usical shoes during the remainder o f th e  presen t sea­

son, and of not le s s  than te e n ty -f ire  (23) f i r s t  c la ss  dram­

a t ic  and musical shows during each succeeding season, eaeh 

o f which s h a ll  p r r id e  fo r the appearance o f  th e  f i r s t  c la ss  

eoq^any and show th ere in  designated for one sp e c if ic  neeic 

th ere in  mentioned during the than current season a t the 

sa id  th e a tre  \90tt sharing term s, which s h a l l  provide fo r 

the payment to  the manager or p ro p rie to r of sa id  show or 

company a s  co^tensatlo r fo r i t s  performance a t  sa id  th ea tre  

a percentage o f the g ross re c e ip ts  from such performsnces 

during such week, provided th a t the sa id  pergentage o f the 

gross re c e ip ts  so to be allowed to the manager or p ro p rie t­

or of the sa id  show and coiqtaBy, sh a ll in no event be 

g rea te r than th a t th ere to fo re  allowed o r /p a ld  to  the man­

ager or owner o f the scse show and company fo r  performsneee 

th e re to fo re  given by i t  or them at the P rin cess  Theatre in 

the aaid ? i ty  o f Toronto, Canada, mid provided, fu rth e r , 

th a t the sa id  compensation sh a ll in  no event be g re a te r  than 

seventy per cent (7 0 ^  of the gross ro e e lp ts ;  con trac ts  

fo r a l l  eah s r  shows and coi^aniea to be sabmaat e*  to  the 

o a rty  o f the f i r s t  p a r t ,  a s  manager, f a s h t » eppattsei-hsa 

. fsT i sTsnrjdnn The sa id fsm aym d She id pas# » f thesi
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#&4#m#WW#"4#$—###!## %#fe#» «h# 4*tu .fh«r#lm ey—«feaCtei;*̂ î .-«y #. «A4. A. 6*4̂ 0 4« #̂A/ ^  « J 4Zy ■**' V *
,,MweêWwiie*Éh*<Éee*i»»eâiwwe-*M*eiw4eiêe^ecte«Éâit

. 1  . . . y  - 4  r l . .  -------   r * " * .  " " ' *  * - ^  » - ■  > “ «  f U f l f

I t  la  underatood th a t by a f i r s t  c la ss  show and c o lo n y  is  

aeant such as p r io r  to the date of the contract fo r i t s  ap­

pearance at the above niaed th e a tre , sh a ll hare appeared and

,^// RiTSC pub lic  performances a t some th e a tre  ^n the City o f vsej 
J Ŝ-«o <4-t. %v tf-r /2««y /.1 York a t which the ehar^te fo r  the g re a te r  p o rtio n  of the or­

ch estra  se a ts  during much perforaanees was Two D ollars (92.o6) 
each^.-L (!Ucy ^  ^ (/uoJ<Ueii^

TOUBTTT; Kothieg in  th is  agreement sh a ll be deemed

to p ro h ib it tho making of a con trac t fo r the appearance at 

said  th e a tre  of a f i r s t  c lass company and shew containing 

a w ell reeognised f i r s t  c la ss  s ta r  a t  a g rea te r ra te  of com­

pensation to  be reeerred  and paid  to  the said coi^any and 

show than seventy per cent (70^  . o f the gross re c e ip ts , 

provided I t  has the approval of the p a rty  of the f i r s t  p a r t;  

end such company and show when booked and. engaged sh a ll be 

deemed to be one of the shows and companies by the p arty  

of tha seoond p o rt agreed to be fu rn ished , as aforesaid .

•JIYTK: The p a r ty  of the second port -u rther s-

grees th a t i f  i t  w ill f a i l ,  neg lect or refuse  to  furnish  

St le a s t  f i f te e n  (13) such co n trac ts  fo r the reaainder of 

the p resen t season and a t le a s t  tw enty-five (25) con trac ts  

fo r  each of the succeeding seasons, o r i f  the shows and com-
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«hloh «111 «(T«e In and oy sa ia  co n trac t to  «ppoar 

ind perform a t  the l u n  th e a tre , ahall f a l l ,  neg lec t o r re» 

fUae to  ao appear and perform, then and In erery auefc erac t 

the partT  o f the aew nd p a rt «111 pay to  tha p a r ^  of. tha,

aand, a aua equal to  One thouaand D ollara ($1,000). fo r  each 

week th a t  I t  a h a ll f h l l  to  fum iah  a eontraot aa herelnbe- 

fo re  provided, o r during a& l*  any company o r ahat t  may f a i l  

to  give pevforaanoea aa In and by Thl» co n trac t provided.

I t  le  fu r th e r  agreed that a l l  of the  s e rv ioee to be render­

ed by the p a rty  o f the oeoond p a r t  are to bo f re e  of any 

00e t or enpenae to  the p a rty  o f the f l r a t  p a r t  o r  h la  a r  

oijrnee. I t  le  fu r th e r  agreed th a t i f  the p a r ty  o f  the sec­

ond p a r t  a h a ll f a i l ,  neglect or omit to fum iah  to the party 

' /Hfi/) bf the  f i r s t  p a r t ,  aa general manager o f the  sa id  th e a tre ,

^  a  oontract^ageaptab le rfnt tlie paioy o r W iu'Tlret p ast fo r  my

seek o r weeks A iring the period  e f  the above mentioned 
'î -<35

le a s e , o r any extension or renewal th e reo f up to= Mwa weeks

 ̂ p r io r  to  the  beginning o f  any^week, then and In such event.

P/) the p a r ty  of the  f i r s t  p a r t ,  as such general manager, may

be a t l ib e r ty ,  d ir e c t ly  or through any agents ehatever, to 

book any oeepany o r show or entertainm ent he m%r deem best 

and d sa lrg b le  fo r  such week o r weeksi but in  no such event 

s h a ll  the p a rty  o f  the second o r th ird  p a r ts  e l aim or be 

e n t i t le d  to  any déduction from the liq u id a te d  damages lisro» 

inbefore f ix sd  and agreed to  be paid  herennder.

C g H ; The p a rty  o f the second p a r t  fa rth e r agraee

th a t  when th e  corporation  to  be formed by the p a r ty  of the 

f i r s t  p a r t  as hereinbefore mentioned i s  f u l ly  formed and o r­

ganised, i t  w i l l  exBonte and d e liv e r to  such oorporatien  an 

sgraament with i t  fo r  the booking o f the aa id  th e a tre  fo r

- 7 -
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t'.e  . . «4  upon l ik e  terme end oonditione end

mukjeet to the peyment by i t  of l ik e  dasagee fo r  u y  breech 

th e reo f, me mforeemli, end the p a rty  o f the  f l r a t  p a rt 

guarantee# to  procure the ezeoution o f the aaid  agreement 

by la id  new eorpora tion , when 'ormed.

ggygltH; The p a rtio e  of tho th ird  p a rt go eaeh eer>

o ra lly  agree to  guarantee, and hereby doee guarantee the 

f u l l  and fa i th fu l  performance of th la  co n trac t on the part 

of the p a rty  of the second p a r t ,  end else th a t i t  « i l l  ex­

ecute a sim ila r co n trac t with the assignee of the party  of 

the f i r s t  p a r t  when fu l ly  incorporated and organised, and 

w ill carry  out said  co n trac t, and w ill make the payments in  

and by them or e ith e r  of them requ ired , and in  the «went 

th a t the pgyty of the seoond p a r t sh a ll f a i l  to  pro^>tly 

pay any damages here inbefore  or th e re in  requ ired  to be p a id , 

they w il l ,  upon demand, and without any p re rio u s notice of 

such d e fa u lt, p roq> tly  pay the same. The p a r t ie s  of the 

th ird  p a r t  do fu r th e r  agree # e n  the assignee of the p arty  

of the f i r s t  p a r t  s h a ll  be fu l ly  incorporated  and organised 

and Ten thousand ($10,000) S o lla rs  sh a ll hate been paid  in­

to  i t s  Treasury fo r  I t s  etock, and the p a rty  o f the f i r s t  

'p a rt w ill tender and d e liv e r  to  the p a r t ie s  o f the th ird  

p a r t  an asslgmnemt o()  ̂fo r t  y  n ine  par eent (49^). o f  the cap­

i t a l  stock th e reo f, th a t they w ill aooept the erne and pay 

to  the p a rty  of the f i r s t  p a r t  th e re fo r the  sum o f fo rty - 

nine hundred D ollars (#4900)., in  eaA ; they do. fu rth e r 

agree th a t  t%e management e f  the  eald th e a tre  throughout 

the term of the sa id  le a s e , or any renewal th ereo f, shall 

be in the heads o f the  p a r ty  of the  f i r s t  p a r t ,  save and os» 

oept th a t they sh a ll have the r l j j i t ,  sub ject to the forego­

ing p rov is io n s, to  name an a s s is ta n t  tre a su re r  of said th ea tre
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u A  h ie  lu o eeseo rt. They do fu rth e r tg ree  th a t  %f duriug 

the operation  o f the aaid th o a tro , tho #aid aaolgnoo of the 

p a rty  o f tho f l r a t  p a r t  ahall aaa ta la  a lo aa  and i t #  oap lt- 

a l  hoeoaa thorohy l ^ a l r o d  or roducad, th a t th e r  « i l l ,  dur­

ing the p eriod  of such loaa , or the li*airm ont o f i t a  o * »  

I t a l ,  pay weekly a t  t^e end of eaoh week, upon demand, one- 

h a lf  o f the  amount neeeaaary to keep the troaau ry  o f the 

aaid  corporation  a t Ten thouaand D ollars ($10,000). i t  be­

ing the  in ten tio n  of the p a rtia e  of the f i r s t  and th ird  

p a r ta  th a t there  s h e ll  a t a l l  tin ea  ba in  the trea su ry  of 

th e  aaid corporation  a t le a s t  Tan thouaand D o lla rs  ($10,000)

The p a r t ie s  o f the f i r s t  and th ird  p a r ts  do 

haraby agraa th a t upon the fonaation and o rgan isa tio n  of 

the  corporation , aa s i  cnee of the p a rty  o f  tho f i r s t  p a r t ,  

they w ill en ter in to  a separate agreescnt with the sa id  cor­

po ra tio n  to  aare and keep h a n le s a  tho same fxoa any and a l l  

loaa and l i a b i l i t y  in acoordanea with the foregoin p re r i -  

aions each of aaid  p a r t ie a  to  aaanae and agree to  pay one- 

h a lf  o f such loaa  aa and when i t  sh a ll be auatained; such 

agreement alao to contain a p ro ris io n  th a t a H  o f the stock 

of tho corporation  ah a ll bear an a n d e ra a e a t th a t i t  i s  i s ­

sued and held eubjeet to  the  terme o f eudh agreement.

I t  i s  m utually agradd between the p a r tie a  h a re  

to th a t prowision ahall be made for the d is tr ib u tio n  of 

aeren ty -fiv e  p er oent (7!j)f). of the p r o f i t s  o f  the corpor­

a tio n , so to  bo formed by the aaid p arty  o f the f i r s t  i>art, 

as a fo re sa id , on or about September l e t  o f each y ea r, by 

way of dividenda, and the balanoe of the p r o f i t s  to  remain 

in  the tre a su ry  o f the corps ra tion  aa se c u r ity  ag a inst poser 

ib le  fu tu re  lo aa .
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I t  le  fu rth e r  agreed between the p a rtio e  of  t^a 

f l r a t  and th ird  p a rte  th a t a t the ejqplrmtion of the t a n  ra> 

aerred  In th e  eald le aee , or any renewal or ezten'alon there­

o f , the p a r t ie a  of the th ird  p a r te  w ill endoree, de ilee r aa t 

re tu rn  to  the party  of the f l r a t  p a r t  any and al l  o e r t lf lc -  

a tea  of etock th e re to fo re  leaued to  the p a r tie a  o f the^ th ird  

p a r t In the eeid corporation to  be formed by the party  of 

the f l r a t  p a r t ,  aa afo reaald . I f  the p a r tie a  o f th ^  th ird  

irtpt end i i r r iinmiiT ‘I I IT gf ii r n “ ~ ii 

^  4hw#w r w t y ^eiid 4 heW -hawe tu lh i/ fcap e md yyrftfm ad t i l

en-a rj ) ega eeamaa by .th em t o be made h eau'undew, aai> ahall

hare made the ee re ra l paymenta by them reg u lred te  be made, 

th a t then end In  auA e re n ^  the p a r ty  o f the f ir  at p a rt w ill 

j(pey te the p e z u e e  o f th a  th ird  p e r t  the e w e f  Torty-nine ■

^  hundred doU are ($4900). by them o r ig in a lly  paid  fo r eald

ateok, and l a  add ition  th e re to , on e-h a lf o f the undivided 

p ro f i te  end surploa which the  eald corporation tf ia ll  then 

have in  ite"  tro aau ry , the In te n t hereof belnp th a t the par- 

t le e  of the th i r d  p a r t  eheil not only reoelve the coat of 

eald atook, but the proportion o f p r o f i t  and any eurplua 

which the eald  corporation ah a ll have In i t  a poeaeaalon at 

eald time.

MqHTH: I t  la  fu r th e r  afroed  th a t the p a rtie a  o f '

tho eeoond and th ird  p a r te  a h a ll, a t  a l l  raeaenable tlaevi, 

hare aoooee to  the aooount book# o f  the  eald eorporation, 

and sh a ll be e n t i t le d  to  make e z tra e ts  therefrom from time 

to  tim e, and to  enm lne them aa w ell as a l l  vpuohers end 

aqr e th e r  oontreot or paper which o e lle  fo r  the payment of 

any m env, and no q p é n d l tu r^ o f  any "eum ef . momeywkt any ^  

t d m ^ f  ever gw enhee^Eundred D ollars ($1909). o ther then

•1 0»
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tfc« p m o i t a  r f « a lr i d  tc
A—vty c-<

by th« l»w e WNh-»om4r#et*.

a l l  be prid by tueh corporation , o ther 

them by n d  w ith tho oongent o f the holder# o f o izty^S»}^ead^^ 

tw o-third# per cent (66*2/3^), of the t o t 6  outetending etock 

th e reo f; ea id  co rpora tion , «ten foraed, to  agree to keep 

fu lly , tru e , Ju e t and correc t books o f account, t te r e ln  

eh a l l  be entered  a l l  re c e ip ts  as well as a l l  lUsbursencnts 

made by i t ,  and no disburaenent in axceee o ' Ten D ollars 

($10). eh a l l  be made excepting upon a voucher and re c e ip t.

There sh a ll be sen t to the p a r t ie s  of the th ird  p a r t  weekly 

statem ents of the business of the said  corporation a t t h e  

end o f each week, and a t the end of each s ix  aontha a b a l­

ance sheet s h a l l  be struck  and a true copy thereof rendered 

to  .the, p a r t ie s/ ««aV -#ifeV<wW
■ ' ■ ■■ — w- —— I ■ '

HlfffHi A tk e a t r iw l  season, w ith in  tha meaning of

th i s  agreement, sh a ll be deemed to co n sis t o f the time be­

tween the f i r s t  Monday o f September in eaoh year and the 

l a s t  Saturday o f  May in  the  following year.. & A t

WITTO3S ^ H g g ^ '^ " ^ h e  p a r t ie s  o f thef
f i r s t  and th ird  p a r ts  have hereunto sa t th e i r  handu and aealis 

and the p a r ty  of the seoond p a r t  has hereunto censed these 

p résen ta  to  be signed in  i t s  coiporate name, by i t s  duly 

•u tb e risa d  P ré s id a n t, and' i t s  corporate seal to  be a ffix ed  

th e ro tc , by order of the Board of P irso to rs , the day and 

year f i r s t  above w ritte n .

IJ? PHSSBTTS 0?:  ̂‘ ̂
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Appendix O:
Amusement War Tax Documents sent from Toronto to the 
Shubert Home Office, May 2 2 , 1 9 1 7  (Source: Shubert Archives)_______

COPY.

T o r o n to ,U fc y  2 2 / 1 7 .

U ' .  J .  J .  S h ' i b o ' l .

S h ' i b o ' t  T b o n t r l  : a l  Co.

223 « . 4 4 t h .  S t .

Mow Y o 'k  c i t y .

Do»'" M ' .  S h u b o ' t : -

0*1 ng  to  t h ^ ' " ^ r « t h a ^ ' ' " 7 t r .  ■' iolnur. '» w l ' e  t h o  : t h e '  d a y ,  ho hao 

n o t  boon  I n  t h e  o f ' l e a  u n y i l ^ t " .  j a y  anm  ho ookph  no  t o  w r i t e  yo'J In  a n m o r  to

y o ’i r  l o t t o ' ,  p * ,  t h o  " « a "  tt»V, )  j

I hav e  th o  o i a  o '  tSOQ^ jO »o4 » » 1 4 ^ ' o '  ’T f a '  T a x "  r o c o l p t o  o n l y .  Ibuy  the  

t l e x o t o  ' " o a  th o  ' l - h a  who / l » / f u t h â ô T % è ) \ h A  t h e  C o v a t a o n t  t o  make o a a o .  Tho t t e k o t  

» " o  0014 In  r o l l s  o '  2 3 0 0 \ t a \% ^ " o i l  at^^ C h o / ' o l l o o l n , ;  "T i to ,  t h a t  I s  t o  s a y , w h e n  I

buy  a  ' o i l  o f  2* » a '  Tax" « h t STr I » « m nTl to  * 4 0 . 0 0  1 g i v e  t h o a  $ 3 4 . 0 0  t a k i n g  o f f

t h o  10% w h le o  10 a l l o w e d  o j  on She  two ' a .

On a  'Oil o f  2 0 0 0  it U  1 g l l o  V th o j  $ 1 2 . 6  t a k i n g  o ' f  7-J% w h ic h  I s  a l l o w e d  •.

or. t h a  f i v e ' s . --------------------------------------------------

On a  ' o i l  o '  2000  J  1 0 »  1 t l u w ^ a e f ^ l O O . 00 t a x i n g  o ' f  t h o  5% w h ic h  I s  a l -  

low ed  u s  Oh t h e  t o n ' s . ; - t n u o  "v.

2 000  a  2* ----------— — * 4 0 . 0 0  l e a n  l O ^ x j " ----- * 3 6 . 0 0

2 000  <v 5ÿ— ......................1 0 0 . 0 0  l o s e  7 h '.--------  9 2 . 0 0

2 000  j l C < ------------------- 2 0 0 . 0 0  l o o s  5%..............  1 9 0 . 0 0

$ 2 4 0 . 0 0  * 3 1 8 . 0 0
3 1 4 . 0 0  

C o aa .  I 2 1 . 9 0

Now a s  you  w i l l  s e e  f ' o a  t h o  l U u o t ' a i I o n ,  t h o

" c o a n l s s l o n "  o n  t h i s  a a o u n t  o f  t l c x o t s  p u ' c h a s e d

w o u ld  bo $ 2 1 .  5 0 , w h i c h  l a  c ' o l l t a d  t o  y o u '  c a s h  ' a c o l p t a ,
4

' o -  th im  week and n o t  p u t  b a ck  I n t o  t h o  ' a o '  Tax ' ’u n d "
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(2)
Now a c c o  t o  l l l u i t a ^ t i o n ,  1 hav a  on hand 1 1 6 0 . 0 0  In  e u a h  a n d  v a l u #  i n  t l e k a i

$ 3 4 0 . 0 0 . S h o u ld  ^m q u i<"# t h a  ^ o l l  o f  f l v a  c e n t  w a r  t a x  1 p u t  earn# I n  ^ack  ' o ^

U9«, t a k i n g  $ 1 0 0 . 0 0  o u t  o f  t h l a  week# a t f a c t i o n a  - a c o l p t a , p u t t i n g  th o  $ 1 0 0 .0 0  

b a c k  i n t o  t h e  w a -  t a x  f u n d .  I do I t k a w l a a  w i t h  t h e  othe** t i c k # ta  I have  on  hand.

On S a t u - l a y  t h e  t i c k e t #  t h a t  a - e  l e f t  I n  t h e  - a c k a  o»“ t h e  p a - t l y  u s e d  

^ o l l a  1 t a k e  c o u n t  o f  a n d  i f  i n  a l l  c o u n t i n g  t h e  2$i, Sa ,  t h o - o  **aaaina t i c k e t #  to  

t h e  v a l u e  I o f  1 1 1 3 . 7 2 , 1  t a k e  f**oni t h e  v a ^  t a x  f u n d  t h l a  a a o u n t , p u t t i n g  a t tae  hack  

i n t o  t h l a  week# a t t r a c t i o n .

g I d o , i s  to  t a k o  $ 1 2 3 . 7 2  o u t  o f  t h i a  

t h e  v a -  t a x  f u n d .  1 s e l l  a s  i t  w e r e ,  

t  t h e  e n d  o '  t h e  week to  t h e  ' o l l o w l r .

a u a ;  be  « a p t  In  t h e  d - a w e -  c o n t a i n i n g  

i s  to  s 'vy , 1 f , when s o i l i n g  a  $ 1 . 0 0  t i c k  

p u t  I n t o  t h e  d r u w e -  k e p t  ' o -  t h e  monie i  

h a v e  c h a - g e d  f g -  t h e  wa-  t a x  y ou  w i l l

On o p e n i n g  Monday,  

week# a t t r a c t i o n  p u t t i n g  

w h a t  I h a v e  I s ' t  o '  t h e  

w e ek .

Too -soney t a k e n  iÿ 

t h e  ao n ey  o '  t n o  p l a y i n g  I  

e t ' o r  t h e  c o a i n g  a t t r a c t i o  

o f  t h a t  a t t r a c t i o n  a n d  tt je f i v e  c o n t a  you  

p u t  i n t o  t h e  i - a w e -  o '  t h f »  week J a k t - a i t l o n .

3n r aak in g  up t h e  C o v e m e n N J f o n t J i l y  - e p o - t , w h i c h  I# k e p t  up to  d a t e  d a i l y  

by  a s ,  I t a s m ,  ' o -  i n a t a n c m ,  on !ionda^%fffgj;pJ t h e  - o u g h  box  o " l c n  s t a t e m e n t  and ad 

t o  I t  m e n t a l y ,  t n e  n - m h e -  L r  thw und n e v e  p a p n -  p a a a e o .

Z n c l o s o d  you w i l l  f i n d  c o p y  o^Xlgpl^ I t a k e  c o u n t  on  S a t u - d a y  M ig h t  o f  p a - i  

j s o d  - o i l s .

7 - u a t i n g  you w i l l  be  a b l e  to  s e e  my -fay o f  t a k i n g  c a - -  o '  t h e  w a r  t a x .

1 - e a a l n . y o u -  V e ry  T - u l y

A s e t .  T - o a a .
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WAR TAX OH HAHr MAY 21» t .

2 l

1 6 8 . 0 0 0  
1 5 6 .  -5 !

T i c k e t * 1. 336
 2v<

2 6 .7 2

In  V a u l t

Jed. 000
(  ^ .7 38 

J l l f i j ^ t s l .  262

,3 .10

1 r o l l  O '  2000 # 1 3 0 . 0 0

1 'O i l  0 '  2000 0 .0 0

a c t  A m i  c a s h  on hmn'l 'o.ie
"O*. 13

* 8 9 . a :

4 1 0 . 1 5
5 0 0 .0 0




