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ABSTRACT 

The objective of this study is to examine the changes in Ameri

can theatre management practices between 1830 and 1896. During this 

period theatres in the United States evolved from a system based on the 

actor-manager who owned his theatre and had a resident repertory company 

to a system controlled by a person interested primarily in the business 

aspects of the theatre, who leased the theatre from stockholders and 

brought In touring stars for the leading roles in productions. The 

system then changed to one of domination by resident or landlord mana

gers who rented the theatre to complete theatre troupes or combination 

companies. In 1896 a group of businessmen known as the Theatrical 

Syndicate took over control of the "combination system" and attempted to 

organize the management and booking of the theatres and touring com

panies. This completed the evolution of American theatre management 

from "artistic" to "commercial." 

The areas of theatre management included in the study are: 1) the 

general economic and financial problems of the theatre during the 

period; 2) box office practices including ticket prices, receipts, spec

ulation, and complimentary tickets; 3) advertising practices; 4) the 

personnel practices for performers including the organization of the 

company, salaries, the use of benefits, contracts, imposed rules of con

duct, and methods of booking; 5) the personnel practices for the staff 

including number and type of staff hired, responsibilities of management 

positions; 6) the acquisition of a place to perform; 7) the selection of 

the season and nightly offerings; 8) the acquisition of performance 

rights; 9) the modes of transportation used by the theatres and perfor

mers of the period. 

These areas are dealt with in three chronological periods: 

1830-1896, 1860-1879, and 1880-1896. The first is the final era of 

domination of the repertory stock company. The second is the period 

when theatres depended upon stars who travelled from theatre to theatre. 

•^••••••r\ 



The third period was dominated by the touring combination companies. By 

1896 the theatre was a mature, profitable industry and the conditions 

were created, in an historical period dominated by monopolies and 

trusts, for a take over by a theatre trust created by businessmen 

interested only in efficiency and economy. Thus, the changes occurred 

in four stages: repertory stock company, touring star, combination com

pany, and the Theatrical Syndicate. The latter stage has been explored 

in several sources and is not discussed in this study. 

This study was compiled from extant manuscripts of theatre 

records, theatrical histories of individual cities, histories of indivi

dual theatres, general histories of theatre, autobiographies and biogra

phies of performers and managers, newspaper advertisements and articles, 

magazine articles, modern books on the theory of theatre management, and 

dissertations and theses on nineteenth century theatre. 
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CHAPTER I 

INTRODUCTION 

Background of the Problem 

The United States changed from a largely rural, unsophisticated 

country to an urbanized, mechanized nation during the nineteenth cen

tury. The population of the United States in 1829 was 12,565,000.^ 

By 1860, the population had increased two and one half times to 
2 7 

31,513,000. At the end of the century the population was 76,094,000, 

or six times what it had been in 1829. In 1830 the United States in

cluded 1,778,006 square miles, but by 1900 the land area had expanded 

to 3,778,006 square miles. A combination of area and population re

flects the rate at which the nation was developing. In 1830, when 

most of the United States was rural, there were only seven and four 

tenths persons per square mile. Thirty years later, at the beginning 

of the Civil War, there were ten and six tenths persons per square 

mile; and forty years later, in 1900, the population density had 

grown until there were twenty five and six tenths persons per square 

mile, three and one half times the population density in 1830. 

- 1 ) 
^ United States Bureau of Census, The Statistical History of the 

United States from Colonial Times to the~P"resent (Stamford, Coinnecticut: 
Fairfield Publishers, Inc., 1965), p. 7. 

^Ibid. 

^Ibid. 
4 
Bureau of Census, p. 8. 

^Ibid. 

^Ibid. 

^Ibid. 



The increase in inhabitants also indicated the rapid growth of 

urban areas. 

It was 1820 before the Nation had even one city with 
a population of as much as 100,000; 1840 before there was 
one with 250,000 or more. In 1850 the first city exceeded 
500,000, and in 1880 the first city of a million persons 
appeared in the census report.8 

"In America in the eighties urbanization for the first time became a 

controlling factor in national life. . . . In its confines were focused 
g 

all the new economic forces." In 1900 three cities had a population 

of one million or more and they included eight and five tenths percent 

of the total population of the United States. New York, with 

3,500,000 people in 1900, was the second largest city in the world, out

ranked only by London. 

The economic transformation brought about, during the period 

following the Civil War, enormously increased the wealth of the nation. 

The American standard of living rose sharply. The urbanization and 

increased capital available brought about mushrooming industrialization 

One hundred twenty-three thousand and twenty-five manufacturing estab

lishments operated in America in 1849 and four times as many, 509,490, 

in 1899.^^ 

Mass production techniques . . . were being perfected 
and utilized. . . . Between 1860 and 1890 alone, 440,000 
patents were issued. Numerous inventions hastened the so-
called Second American Industrial Revolution. Business 

o 
Conrad Taeuber and Irene B. Taeuber, The Changing Population 

of the United States (New York: John Wiley and Sons, 1958), p. 113. 

Arthur Meier Schlesinger and Dixon Ryan Fox, eds., A History 
of American Life, 13 vols. (New York: The Macmillan Company, 1933), 
vol. 10; The Rise of the City, by Arthur Meier Schlesinger, p. 79. 

Taeuber, p. 7. 

Thomas A. Bailey, The American Pageant: A History of the Re
public, 2nd ed. (Boston: D. C. Heath and Company, 1961), p. 547. 

^^Bureau of Census, p. 409. 



practices were facilitated by the cash register, the stock 
ticker, and . . . typewriter. . . . Urbanization was speeded 
by the refrigerator car, the electric dynamo, and [the] 
electric railway which displaced animal-drawn cars.13 

In 1860 the United States ranked fourth among the manufacturing nations 

of the world, but by 1894 it had moved into first place.^^ 

The growth of the railroad also contributed to the urbanization 

and industrialization of the United States. Only twenty-three miles of 

track existed in the United States in 1830.^^ This increased to 28,789 

by 1859 and to 166,730 by 1890.^^ 

Expandinq markets further stimulated industrialization. The 

rapid business growth promised millions of new consumers, and a new 

breed of businessmen stepped forth to exploit them. "The breathtaking 

expansion of industry after the Civil War was partly sparked by the 

perfecting of the trust." The growing concentration of capital 

through trusts and other business combinations and mergers, was as

tounding. By 1890 the value of all property in the United States was 

estimated at $65,000,000,000, of which $25,000,000,000 [thirty-eight 
18 percent represented the assets of corporations. Thus, in the years 

between 1880 and Roosevelt's suit against the Northern Securities Com-
19 pany in 1902 American business was dominated by the monopolies and 

trusts. 

A revolution in the management practices of American theatre 

also occurred during the nineteenth cantury. Actor-managers who headed 

repertory stock companies controlled the theatres at the beginning of 

^"^Bureau of Census, p. 409. 

^Sailey, p. 528. 
1 c 

Bureau of Census, p. 427. 

^^Ibid. 

^'^Bailey, p. 529. 

^^Bailey, p. 533. 

^^Bailey, p. 652. 



century. In 1810 Thomas A. Cooper, an actor, and Stephen Price, a 

lawyer/theatre manager, initiated the "star system" in America by 

importing George Frederick Cooke from England. This initiated the 

decline of the stock company system that eventually led to the domi

nation of the touring "combination companies." Theatre management 

practice evolved from control of the theatre by actor-managers who 

understood the art of theatre to control by businessmen who looked 

upon theatre as only a product to organize and sell efficiently. 

The control of theatre production shifted from artist to accountant. 

This drastic change in management was brought about by attempts to 

attract an increasingly sophisticated American theatre audience and 

to cope with the demands brought about by changes in transportation, 

economics, advertising practices, theatre technology, scriptwriting, 

and business law. 

The Problem 

Modern theatre management practices, which are generally accepted 

to have begun in 1920, had their genesis in the theatre practices that 

developed during the nineteenth century. Contemporary theatre managers 

must understand the development of these practices in order to appre

ciate contemporary practices. Although an understanding of the develop

ment of modern management practices is valuable, there is at present no 

study of theatre management as a whole during the nineteenth century. 

Researchers have studied individual theatres or theatre managers of the 

period, but have made no effort to compile a study of the typical 

management practices of the period. This study traces the development 

of theatre management through the major changes in organization that 

led to the modern methods. This study will be important as a resource 

for contemporary managers. 

The objective of this study is to examine the change in American 

theatre management practices between 1830 and 1896. During this period 

theatres in the United States evolved in three clearly identifiable 

steps from a system based on the actor-manager who owned his own theatre 

and had a resident stock company to a system headed by a person 



interested primarily in the business aspects of the theatre, who leased 

the theatre from stockholders and brought in stars for the leading roles 

in productions. The system then changed to resident or landlord 

managers who rented the theatre to complete combination companies. In 

1896 a group of businessmen known as The Theatrical Syndicate took over 

control of the combination system and attempted to organize the manage

ment and booking of the theatres and touring companies. This completed 

the evolution of the American theatre management from "artistic" to 

"commercial." 

Sources 

This study has been compiled from extant manuscripts of theatre 

records, theatrical histories of individual cities, histories of indi

vidual theatres, general histories of theatre, autobiographies and 

biographies of performers and managers, newspaper advertisements and 

articles, modern books on the theory of theatre management, and 

dissertations and theses on nineteenth century theatre. A hindrance 

to primary research on theatre business methods during the nineteenth 

century is that few records were kept. There were almost no govern

mental or tax laws requiring extensive records. The few records that 

were kept were often lost when a theatre closed or was destroyed by 

fire. 

There are no prior studies in this subject area. Books such as 

Stephen Langley's Theatre Management in America: Principle and Practice 

present a very brief overview of the development of management as it 

relates to specific kinds of modern theatres. His discussions are so 

brief, however, that he does not discuss any specific management prac

tices in the nineteenth century—only the general changes that occurred. 

Alfred L. Bernheim made a study for Actor's Equity that was complatad in 

May of 1929. The resulting book. The Business of the Theatre: An Eco

nomic History of the American Theatre, 1750-1932, dea'Js primarily with 

the theatre business structure of the late 1920s, but has an excellent 

description and discussion of the major changes throughout history and 

and their causes. However, he includes little discussion of specific 

..•'""LU--- .1 •^^•••••ilK^ 



methods during the period before 1896. Jack Poggi, in his book. Theatre 

in America: The Impact of Economic Forces, 1870-1967, covers only the 

latter period of the current study. Little of the material in the book 

concerns theatre before 1900, except for a discussion of the rise of the 

Theatrical Syndicate. It contributes little to understanding definite 

theatre business methods prior to 1896. 

The histories of individual theatres often give only lists of 

the productions presented each season and of the performers who 

appeared. Receipts and ticket prices are given only when the amounts of 

each changed. None of these histories presents a discussion of the 

business practices followed by that theatre. 

The autobiographies of the theatre managers of the period provide 

some of the most useful sources. Although no single book presents a 

complete discussion of the management practices used, there are more 

facts and comments given in these books than in others. The autobiog

raphies of performers are almost consistently records of performance, 

attitudes toward other personnel, and anecdotes of personal relation

ships. Business arrangements are seldom mentioned. 

The theatrical histories of various cities seldom mention busi

ness procedures. An exception is T. Allston Brown's History of the 

New York Stage. Brown himself was a tour manager and advance agent as 

well as a dramatic agent. Among his records of performances he includes 

items of information on business methods. However, he does not at any 

time present a discussion of these methods. Newspapers and magazines 

include articles on singular practices or incidents in theatres or pro

ductions. Newspaper coverage of business was generally limited to nega

tive reports of specific incidents of the time and advertisements. 

Dissertations and theses provide information on the life of a 

specific manager or theatre organization. Even those titled to indicate 

that they cover management methods, seldom cover more than the causes of 

specific business decisions or the general trends of the period. Most 

give performances during a season and the performers who appeared in 

them. In fact, in most sources this listing of seasons and performers 

is considered to be the major presentation of management. 



The extant manuscripts of theatre records and the correspondence 

of managers and performers of the time are important sources in this 

study. The account book and journal of John Blake Rice of Rice's 

Theatre in Chicago for the years 1851 through 1872 is one of the few 

records of the daily life of a theatre of the period still in existence. 

Although not complete in its coverage, its lists of salaries and weekly 

expenses give an insight into the daily management of a theatre and its 

procedures during the middle of the century. Equally helpful are the 

Solomon Smith Collection, the Noah H. Ludlow Collection and the Ludlow-

Field-Maury Collection of the Missouri Historical Society. These col

lections draw a picture of the business of theatres in St. Louis, 

Mobile, and New Orleans during the 1830s and 1840s. The Report of the 

Board of Directors of the New Orleans and Mobile Theatres in 1847-48 

outlines the hiring and advertising practices of the current management. 

Some of the other manuscript sources used in this study included a manu

script diary of a touring star, James Robertson Anderson, for the year 

1847, a history of the Philadelphia theatre by Charles Durang, and cor

respondence from the Louisiana State University archives and the 

Historic New Orleans Collection. Research in manuscript collections of 

the Hoblitzelle Theatre Collection of the University of Texas at Austin 

and the Library and Museum of the Performing Arts at Lincoln Center was 

also used. 

The theatrical histories of various major cities provide basic 

information on theatres for each time period. Those written in or near 

the actual era provide particular understanding and information. Among 

these are a history of Boston theatre, A Record of the Boston Stage by 

theatre critic William H. Clapp, published in 1853; Records of the New 

York Stage from the Year 1750 to 1860 by Joseph Ireland, published in 

1886; The Philadelphia Stage from the Year 1749 to the Year 1855 by 

Charles Durang, originally published in the Philadelphia Sunday Dispatch 

in 1854, 1856, and 1860; and, most useful, A History of the New York 

Stage: From the First Performance in 1732 to 1901 written by theatre 

historian, manager, advance agent, and critic. Col. T. Allston Brown 

and published in 1903. Each of these histories assumes knowledge of 

current procedures on the part of the reader and points out differences 

V V 
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between prevailing and earlier methods. This provides valuable infor

mation and insight into two periods of management. George G. C. Odell's 

fifteen volume Annals of the New York Stage presents a comprehensive 

picture of the growth of the New York theatre in the nineteenth century, 

giving a good background for the interpretation of specific information. 

Other theatre histories concentrate on the listing of changes of perfor

mance and personnel. Some of the sources are Managers in Distress: The 

St. Louis Stage, 1840-1844 by William G. B. Carson, Chicago <^tanp- Ttc: 

Records and Achievements, 1834-1855 by Robert L. Sherman, A History of 

the Philadelphia Theatre, 1835-1855 by Arthur H. Wilson, The San 

Francisco Stage: A History by Edmond M. Cagey, The Ante-Bellum Charles

ton Theatre by W. Stanley Hoole, The Golden Age of the New Orleans 

Theatre by John S. Kendall, The First Decade of the Boston Museum by 

Claire McGlinchee, and The Theatre of the Golden Era in California 

by George R. MacMinn. 

The records and histories of individual theatres reveal the 

specific changes in management methods that occurred. The most compre

hensive in dealing with management is The History of the Boston Theatre 

1854-1901 authored by its manager.and treasurer of the latter years, 

Eugene Tompkins and Quincy Kilby. Although the majority of the book 

deals with peformance titles and stars, it includes listings of its 

staff and company as well as its rules and regulations, an actor's con

tract, and reports of receipts. 

Other histories of individual theatres are secondary sources 

published in the twentieth century. A history of the Chestnut Street 

Theatre by James D. Reese, entitled Old Drurv of Philadelphia: A His

tory of the Philadelphia Stage, 1800-1835, includes a diary and daily 

account book of William B. Wood who co-managed the theatre of the 

late 1820s and early 1830s. 

Several general theatre histories deal with the general aspects 

of theatres business. These assist in putting the events of specific 

theatre in perspective. Three of the most general are Glen Hughes' 

A History of the American Theatre, 1700-1950, A History of the Theatre 

in America From Its Beginnings to the Present Time by Arthur Hornblow 

V 



and Theatre in U. S. A. by Bernard Hewitt. The most helpful general 

history, in terms of management, is Garff B. Wilson's Three Hundred 

Years of American Drama and Theatre. 

Information on American theatre procedures in its earliest years 

is best found in History of the American Theatre Before the Revolution 

by George 0. Seilhamer, the manager William Dunlap's History of the 

American Theatre published in 1832, A History of Early Nineteenth 

Century Drama, 1800-1850 by Allardyce Nicoll, and A History of the 

American Drama from the Beginning to the Civil War by Arthur Hobson 

Quinn. The later years are explained in Norman Hapgood's The Stage in 

America, 1897-1900. 

Many performers wrote autobiographies during the period between 

1830 and 1896. Although many of these deal only with personal concerns, 

there are those that reported on theatre in general during their 

careers. Two of those that give the best description of theatre methods 

during the early years of the nineteenth century are Thirty Years 

Passed Among the Actors and Actresses of England and America published 

by Joe Cowell in 1844 and the Autobiography of Joseph Jefferson. Olive 

Logan's Before the Footlights and Behind the Scenes gives an excellent 

description of the American theatre during the 1860s. She includes some 

specific business methods as well as salaries of performers and staff 

and the occupational responsibilities of many of the technical crews. 

Memories of an Old Actor by Walter Leman in 1886 contrasts theatre 

practices from early in the century with those of the 1880s. Francis 

Wilson's Life of Himself, Nat Goodwin's Book, John Drew's My Years on 

the Stage, and Edward H. Sothern's The Melancholy Tale of Me: My Remem

brances each discuss specific management methods during their careers, 

but do not cover any general procedures. 

In each decade one or two managers wrote an autobiography or 

discussion of theatre during the time. Each presents a discussion of 

those procedures or problems that were of the most concern. Those from 

the period prior to 1860 are Theatrical Biography or the Life of an 

Actor and Manager by Francis C. Wemyss, Personal Recollections of the 

Stage During a Period of Forty Years by William B. Wood, three autobiog-



10 

raphies by Solomon Smith, including The Theatrical Apprenticeship and 

Anecdotal Recollections of Solomon Smith, Comedian, Attorney-at-Law, 

and Noah Ludlow's Dramatic Life As I Found It. Several of those from 

the middle and later part of the period are A Sketch of the Life of the 

Late Actor and Manager, James William Wallack, M. B. Leavitt's Fifty 

Years in Theatrical Management, and The Business Man in the Amusement 

World by Robert Grau. Two biographies of managers from the end of the 

century that present information on theatre management procedures are 

The Life of Augustin Daly by Joseph Francis Daly and Charles Frohman: 

Manager and Man by Daniel Frohman and Isaac F. Marcosson. 

There are several sources that are difficult to classify, but 

which give added insight into the business of theatre during the nine

teenth century. The writings of the theatre critics reveal many atti

tudes about theatres as well as practices. One such source, particu

larly useful, is by critic Willian Winter entitled The Wallet of Time, 

containing Personal, Biographical, and Critical Reminisences of the 

American Theatre. Another source is directories of theatres in the 

United States published at various times in the century. Two such 

directories are Col. T. Allston Brown's The Showman's Guide Containing V v 

the Names of All the Principal Halls Used by Traveling Exhibitions in 

the United States and British Provinces Together with Rent Per Night, 

License, Seating Capacity, Population of Town, Name of Bill Poster, 

Names of Newspapers, also Hotels and all Particulars Concerning Halls, 

published in 1874, and Jonathan B. Jeffery's Guide and Directory to y 

the Public Halls, etc., of the Cities and Towns of the Western, 

Southern, and Middle States of America, published in 1878. 

Further resources include the unpublished theses and disserta

tions written about the theatres and managers of the nineteenth century. 

These provide not only an understanding of the period, but also valuable 

sources of information on their subject. Some of those which give this 

assistance are "The Theatrical Management of Sol Smith: Organization, 

Operation, Methods and Techniques" by William Craig Scott, "The Grand 

Opera House of New Orleans 1871 to 1906" by Shirley M. Harrison, "The 

History of the Theatrical Syndicate: Its Effect Upon the Theatre in 

V 

V 
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America" by Monroe Lippman, "McVicker's Theatre, 1857-1896" by Jay 

Ludwig, and "The Management of Augustin Daly's Stock Company, 1869-1899" 

by M. V. Michalak. 

Methodology 

This study examines the changes which took place in theatre 

management methods in the United States in the period between 1830 and 

1896. The areas of theatre management included in the study are: 1) the 

general economic and financial problems of the theatre during the 

period; 2) box office practices including ticket prices, receipts, 

speculation, and complimentary tickets; 3) advertising practices; 4) the 

personnel practices for performers including the organization of the 

company, salaries, the use of benefits, contracts, imposed rules of 

conduct, and methods of booking; 5) the personnel practices for the 

staff including number and type of staff hired and responsibilities of 

management positions; 6) the acquisition of places to perform; 7) the 

selection of the season and nightly offerings; 8) the acquisition of 

performance rights; 9) the modes of transportation used by the theatres 

and performers of the period. 

These areas have been discussed in three chronological periods: 

1830-1859, 1860-1879, and 1880-1896. The first, 1830-1859, was the 

period when the local repertory stock comapny dominated the theatre. 

The second period from 1860-1879 saw theatres grow dependent upon stars 

who travelled from theatre to theatre. The third period, between 1880 

and 1896, saw the dominance of the combination company. By 1896 the 

theatre had become a mature, profitable industry and the stage was set, 

in a historical period dominated by monopolies and trust, for a take 

over by a theatre trust created by businessmen interested only in 

efficiency and economy. Thus, the changes occurred in four stages: 

the stock company, the touring star, the combination companies, and 

the Theatrical Syndicate. The latter stage, the Theatrical Syndicate, 

has been covered by several sources. The most prominent of these is 

"The Theatrical Syndicate: Its Effect Upon the Theatre in America" by 

Monroe Lippman. Various aspects of the Syndicate have also been 
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explored by Alfred Bernheim in The Business of the Theatre: An Eco

nomic History of the American Theatre, 1750-1932, in Theatre in 

America: The Impact of Economic Forces, 1870-1967 by Jack Poggi, and 

in the first chapter of Norman Hapgood's The Stage in America, 1897-

1900. In view of this coverage, the Theatrical Syndicate will not 

be treated as one of the stages of development in this study. 

Limitations and Justification 

This study will be limited to a discussion of the development 

of specific theatre management practices in the United States during 

the years between 1830 and 1896. Only methods in theatre will be ex

plored. This term during various decades includes forms that, in 

modern definition, would be opera and ballet. Also discussed will be 

types which do not now exist, such as afterpieces and equestrian 

drama. Circus, variety shows, vaudeville, tent shows, showboats, and 

minstrel shows will not be discussed, except when the contrast assists 

in the understanding of the methods under discussion. 

The current investigation will be confined to the period begin

ning in 1830 and ending in 1896 with the creation of the Theatrical 

Syndicate. It was in 1830 that the approaching changes in theatre 

operation became apparent. Until the late 1820s only three continu

ously producing theatrical centers operated in the United States. 

They were in Philadelphia, New York, and Boston. Between 1800 and 

1830 the dominant theatrical city changed from Philadelphia to New 

York. Although the stock company dominated the system until the late 

1850s, it was in the early 1830s that the impact of the star system 

was first felt. Few European stars were willing to chance a tour in 

what they considered an uncivilized country until after Kean's finan

cially successful tour in 1820-21. Thereafter, more and more European 

actors and actresses came to America in an attempt to make their 

fortunes. By 1830 the appearance of stars was an established tradi

tion in the major theatre centers. 
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Definition of Terms 

Actor-manager - a company member who performed in plays as well 
as handling the business of the theatre 

Advance agent - the man who traveled ahead of a star or company 
and handled advertising, production arrangements, and sometimes 
rehearsed the local company. 

Afterpiece - a short script performed after the longer major 
production, used until the 1850s 

Articles - the rules and regulations of theatre with correspond
ing fines which the company signed as a contract 

Assistant stage manager - a man who traveled with the touring 
stars and directed the local cast and crews 

Back of the house - those areas of the theatre concerned with the 
actual production of a play; directing, acting and technical 

Ballets - productions that incorporated music and dance, usually 
with spectacular scenery^ costumes, and special effects 

Benefit - a special performance from which a performer or staff 
member and in later years a charity, received all or part of the 
receipts--for employees of the theatre this was a part of their wages 

Bill - a poster announcing a theatre performance that was pasted 
on boards, fences, and building 

Bill poster - the person who pasted the posters--in the early 
1800s the manager or a company member, later a licensed professional 

Booking agency - a business that scheduled stars, companies, and 
theatres for performances 

Booking agent - men who obtained dates for combinations and 
stars at theatres and for theatres throughout the country after 1850s 

Box - an area within the theatre divided from the other seating 
containing multiple seating--usually above floor level—most expensive 
seating 

Clear half benefit - a performance from which the recipient 
received half of the total receipts 

Combination company - a complete cast that traveled from theatre 
to theatre performing a show--term used after 1870 

Combination house - a theatre that filled its entire season with 
combination companies 

Commonwealth company - a group of actors and actresses who were 
paid by a division of receipts after expenses 

Complimentary tickets - free tickets given to theatre owners, 
stockholder, the press, and others who contributed to the theatre's 
well being 
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Day book - a daily journal which a theatre manager kept as a 
record of the theatre's business--usuajy contained a record of box 
office receipts and weekly salaries 

Dodgers - small handbills passed out on the streets containing 
information about a performance 

Dramatic agent - after 1850 a representative of performers who 
handled their booking and business affairs 

Equestrian drama - performances combining a theatre script with 
horseback riding—Mazeppa was the most famous 

Front of the house - the nonproduction areas of the theatre, the 
auditorium and those dealing with business aspects 

Gallery - a general seating area separated from the pit and boxes 
and above the floor 1 evel--general, inexpensive seating 

House share - the theatre's share of the receipts when they were 
divided after a benefit or star's performance 

Legitimate actor/actress - one who performed roles in classical 
and traditional scripts 

Lines - also a "line of business"--the types of roles into which 
all classical scripts were divided--each performer in a stock company 
specialized in one type 

Machinists - stage crew 

To make oneself useful - in the early 1800s to play any speaking 
roles assigned 

Parquet - originally the pit—the floor at the center of the 
theatre--at first without seating and later with only rough benches--
lowest priced seating 

Pass list - the manager's list of those entitled to receive 
complimentary tickets 

Pit - see parquet 

Premium - the difference between the standard ticket price and 
the price actually received 

Professional matinee - a special free performance given for 
theatre professionals so that they might become familiar with new pro
ductions 

Program - a printed sheet at a theatre giving order and cast 
information for the night's performance 

Programme - the selection of presentations for a night or for a 
season of a theatre 

Quarter benefit - a performance from which the recipients would 
receive one fourth of the receipts after standard expenses had been 
deducted 
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Repertory company - a group of actors and actresses who perform 
a series of plays—the same persons having roles in all productions 

Resident stock company - a group of actors and actresses 
attached to a specific theatre for a season 

Respectable business - the work done by actors and actresses 
whose line and repertoire included only classical comedy and tragedy 

Salary/benefit - the theatre wage system under which all 
employees received a set weekly salary and leads, stars, and staff 
received also a percentage of receipts from individual special perfor
mances 

Salary day - Monday—the day when salaries were supposed to be 
paid--each employee received cash in a separate envelope and signed 
the day book as a receipt 

Shareholding - the wage system by which box office receipts after 
expenses were divided pro rata among the company members 

Star - an actor or actress who performed leading roles and was 
used in advertising to draw audiences, and travelled from theatre to 
theatre 

Stock company - a group of actors and actresses of varying 
talent and experience who formed the casts for a series of productions 

Stock scenery - a standard set of stage backgrounds used for 
eyery production performed in the theatre 

Technical spectaculars - a theatre production depending for 
effect upon large casts in flamboyant costumes with impressive sets 
and multiple special effects 

Ticket speculation - the sale of tickets obtained at a standard 
price and sold outside the theatre for a higher price 

Touring star - a leading actor or actress who travelled from 
theatre to theatre performing with the local stock company 

Organization 

Chapter I presents the background of the problem, a statement 

of the problem, sources, methodology, limitations and justification, 

and definition of terms. Chapter II includes the management changes 

which occurred between 1830 and 1859. Chapter III covers the changes 

between 1860 and 1879. Chapter IV includes the theatre management 

evolution between 1880 and 1896. Chapter V presents an overview of the 

changes that occurred in American theatre management between 1830 and 

1896. 



CHAPTER II 

THE STOCK COMPANY-1830-1859 

Few established theatres existed in the United States before the 

1830s. Theatre companies moved from one population center to another 

giving performances in any structure where an audience could be gathered 

The companies built theatres or converted existing structures when it 

became apparent that an area could provide audiences over an extended 

period of time. These companies were managed by actors and actresses 

who were often also the head of the family that made up the majority of 

the company members. Thus, only the major population centers had 

theatres by 1830. Most of these theatres were located in the coastal 

areas or along a major waterway since travel by ship or steamboat 

much easier than travel by wagon, stagecoach or horseback. 

Even by 1830 there were few permanent, financially stable 

theatres in the United States. Walter Leman, in his autobiography. 

Memories of an Old Actor, commented on the status of theatres just 

prior to 1830. 

The status and personal appreciation of the theatre and 
players in the United States sixty years ago [1826] were in 
marked contrast with the opinions of today. Outside of a 
few dozen of the larger cities on or near the seaboard, and 
a few of the state capitals, the acted drama was almost un
known. Only a few of the interior towns boasted a theatre, 
and many so-called theatres were simply halls where the 
drama occasionally found a temporary footing. 

In the New England States, apart from Boston, which con
tained two theatres, there were but two others, one in 
Providence and Newport, and neither of these were open more 
than two or three months a year. In the city of New York 
there were, I believe, some five or six, only three of which 
were kept open with any permanence; and there was also a 
theatre in Albany. Philadelphia had three, Pittsburgh one, 
Baltimore two, and Charleston one. There was also a theatre 
in Mobile and three in New Orleans, . . . In the political 
capitals of some of the Middle and Southern Commonwealths 

16 
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the drama had occasionally a fitful existence during the 
legislative sessions.1 

Philadelphia was the strongest theatrical center in America 

between 1800 and 1830. The Chestnut Street Theatre, managed by William 

Warren and William Wood, was the leading theatre until 1828 when the 

Arch Street Theatre was established. The competition between the Arch 

Street Theatre, the Chestnut Street Theatre, and the Walnut Street 

Theatre was so fierce that all three went bankrupt by the end of 1828 

and were taken over by new management. The major theatres located in 

New York in 1830 were the Park Theatre (which dominated the market), the 

Chatham Theatre and the Bowery Theatre. Boston had the Boston Theatre 

on Federal Street (often called the Federal Street Theatre), and the 

Tremont Theatre. These theatres amalgamated in 1829 and left Boston 

with only one major theatre. There were several smaller theatres in 

Boston that opened and quickly closed. Charleston was the fourth center 

with only one theatre in 1830. New Orleans supported three theatres, 

but the only English theatre was the Camp Street Theatre managed by 

James Caldwell. 

Management of theatres in the 1830s was done by leading actors 

and actresses who continued to perform in shows as well as taking care 

of all the business involved in the theatre. This included building 

or converting an existing structure or leasing a theatre, hiring and 

firing personnel, arranging all publicity including posting the bills, 

casting and directing productions, choosing the programme and season, 

and even selling tickets on the night of performance. 

The theatres each had a resident stock company of actors who 

performed all of the roles in each production as well as the after

pieces, farces, and variety acts. These actors and actresses were 

members of the local community and had a strong following by the local 

audiences. They worked together for an entire season and had time for 

rehearsal to perfect their roles. Each of the members of the company 

Walter Leman, Memories of an Old Actor (San Francisco: A. 
Roman Co., 1886), p. 5. 
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performed a definite type of role and had in his or her repertoire a 

hundred or more different plays. Theatre was usually a family occu

pation with all members working in some capacity. Children played in 

crowd scenes and infants were used as "prop children" in plays calling 

for babies. Actors and actresses doubled backstage. They were re

quired to provide and take care of their own wardrobe and character 

properties. 

The American "star" system was introduced in 1810 when Stephen 

Price, manager of the Park Theatre in New York, brought George 

Frederick Cooke from England for a star tour of America. The lure of 

America increased with the successful American tour of Edmund Kean in 

1820. Other English stars such as Charles Mathews, William Macready, 

Charles Kean, Charles and Fanny Kemble, and Mme. Vestris made American 

tours by 1830. The major actors of the period, with the exception of 

Americans Edwin Forrest and Charlotte Cushman, were from England. 

Other popular stars during the late 1820s and early 1830s were Thomas 

A. Cooper, Joseph Cowell, George Vandenhoff, Fanny Ellsler, Thomas D. 

Rice, James H. Hackett, Dan Marble, and Henry Placide. Stars, as well 

as stock company members, made arrangements for their own season by 

mail or in person. Business was transacted directly between manager 

and the actor or actress. There were no agents or booking system. 

The programme of the theatres consisted of plays by great 

English dramatists such as Shakespeare, Sheridan, and Goldsmith. 

There were few plays about contemporary life and fewer still set in 

America. Many were romantic historical tragedies in verse. Each 

night's performance included not only a full length play but also a 

shorter afterpiece or farce and often a variety act such as singing, 

dancing or recitation. 

Theatre personnel were paid by share-holding or salary-benefit 

in the early years of the nineteenth century. The wandering companies 

were often share-holding. That is, each member of the company received 

a share or part share of the box office receipts after expenses were 

paid. Payment for the more established companies was salary-benefit. 
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Each member of the staff received a stipulated salary each week. The 

most important members were given, in addition, a benefit, a perfor

mance from which they received a share of the receipts. The salary-

benefit system was standard in theatres by 1830. 

Each theatre had a standard complement of wing and drop scenery 

used for all productions. These most often included a Gothic chamber, 

a rocky cliff, a forest glade, a drawing room, a peasant cottage, a 

kitchen, and a city street. Gas lighting was introduced in the Chestnut 

Street Theatre in Philadelphia in 1816, in the Camp Street Theatre in 

New Orleans in 1824, and in the Bowery Theatre in New York in 1826, but 

in 1830 most theatres were still lighted by oil or candles. 

Economics 

In 1837, 1842 and 1857 the United States suffered major financial 

crises. These economic traumas left little money for the luxury of 

attending theatre performances. The small amount of ticket sales pre

vented all but a few theatres from supporting a full company. Decreased 

financial support from the box office also prevented the building of 

many new or expanded theatres during these two decades. Commenting on 

the American theatrical season of 1842, George G. C. Odell stated, "If 

theatrical conditions changed at all, they must change for the better; 
2 

the season of 1842-43 was distinctly the worst conceivable." 

During this period in America, banks and large companies were 

allowed to print their own currency. This money fluctuated in value 

according to the financial stability of the issuing institution. A 

major problem facing the theatres was that the small amount of money 

that was taken in was not worth its face value. Solomon Smith, 

manager of a St. Louis theatre, reported that 

. . . the St. Louis season [1842] was a miserable one. The 
first night's receipts barely reached two hundred dollars, 
. . . and the worst of all was, CORPORATION CURRENCY, worth 

George G. C. Odell, Annals of the New York Stage, vol. 5, (New 
York: Columbia University Press, 1927; New York: Ams Press, 1949), p. 1. 
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but sixty, fifty, and forty cents on the dollar, was the only 
money (?) in circulation.^ 

Eugene Tompkins of the Boston Theatre commented on the financial 

diaster of 1857 which caused the closing and dissolution of the company 

that managed the theatre. 

The Season of 1857-58 found the Boston Theatre in shoal 
waters. The great panic of 1857 occurred during September and 
October of that year. Disaster was everywhere and the whole 
country seemed on the verge of ruin.^ 

Continued bad business, caused by the panic of 1857, had 
so evil an effect on the finances of the Boston Theatre that 
in the autumn of 1858 the corporation sucummed [sic] to the 
inevitable and gave up the ghost. The old company was entirely 
wiped out and a new corporation formed under the title of 'The 
Proprietors of the Boston Theatre.'^ 

Box Office Prices 

One way the theatre managers tried to adjust to the national 

depression was by lowering ticket prices in an attempt to entice more 

people into the theatre. Ticket prices in the 1830s averaged between 

twenty-five cents and one dollar. The prices in the 1840s had gener

ally been lowered to twelve and one half cents for the pit, with one 

dollar still the most common price for a box. For special star or 

benefit performances, advertised prices were usually increased or 

tickets sold at auction to the highest bidder. After benefits or 

special performances prices often remained high until a drop in atten 

dance indicated the public's unwillingness to pay the high ticket 

prices. Price rises were often followed in only a few days by an 

announcement of the reduction of admission to "the old standard." 

Solomon S. Smith, Theatrical Management in the West and South 
for Thirty Years (New York, 1868; reprint ed., New York: Benjamin Blom, 
1968), p. 166. 

Eugene Tompkins and Quincy Kilby, The History of the Boston 
Theatre (New York, 1908; reprint ed.. New York: Benjamin Blom, 1969), 
p. 60. 

5 
Tompkins, p. 68. 
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Tickets were priced according to location in the house. Managers 

listed tickets for the pit, parquet, gallery, and boxes. There was an 

additional charge for arm chairs and other extra comforts. In 1830 

Niblo's Garden sold a ticket admitting a gentleman and a lady for one 

dollar, but single tickets cost seventy-five cents. At the Arch 

Street Theatre in 1834 the ticket prices were: seventy-five cents for 

boxes, thirty-seven and one half cents for the pit; and twenty-five 

cents for the gallery. During the same year in Philadelphia, the 

Walnut Street Theatre was charging fifty cents for boxes, twenty-five 
o 

cents for the pit, and twenty-five cents for the gallery. 

In 1840 the New National Opera House in New York charged one 

dollar for admission to the boxes, fifty cents for admission to the 
9 

pit and third tier, and twenty-five cents for admission to the gallery. 

Durang lists the prices for the National Theatre in Philadelphia on 

August 21, 1841 as colored gallery, twenty-five cents; third tier, fifty 

cents; second tier, twenty-five cents; lower boxes, fifty cents, then 

commented, "This scale was in accordance with the times." On January 

8, 1859, the prices at the Broadway Theatre in New York were: Parquet, 

twenty-five cents; dress circle, fifty cents; family circle, twenty-five 

cents. In twenty-nine years theatre ticket prices changed little in 

the United States, except for special performances. 

^T. Allston Brown, History of the New York Stage, vol. 1 (New 
York, 1903; reprint ed.. New York: Benjamin Blom, 1964), p. 176. 

^Arthur Herman Wilson, A History of the Philadelphia Theatre, 
1835-1855 (Philadelphia: University of Pennsylvania Press, 1935), 
p. 5. 

^Wilson, Philadelphia Theatre, p. 6. 

^Joseph Ireland, Records of the New York Stage from 1750 to 
I860, vol. 2 (New York: T. H. Morrell, 1886), p. 3b3. 

^^Charles Durang, "The Philadelphia Stage from Year 1749 to the 
Year 1855," MSS history (University Microfilm), p. 194. 

^^New York Times, 8 January 1859, p. 6. 
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The managers tried to increase ticket sales by offering addi

tional inducements to patrons. For example, in 1847 White's Melodeon 

in New York gave those who bought shilling tickets (twelve and one half 

cents) a refreshment coupon, which entitled them to a free drink or a 

cigar. 

Tickets for appearances of popular stars were frequently sold by 

auction. One of the most documented and most successful was the auction 

held for tickets for Jenny Lind's first concert in America. The 

management generated extra income by charging everyone for entrance to 

the auction. 

On September 11, 1850, Jenny Lind gave her first concert 
in America, under the management of P. T. Barnum. The sale 
of the tickets took place on Saturday, September 7, 1850. 
Genin, the hatter, purchased the first ticket at $225. The 
proprietors of the Garden saw fit to make the usual charge of 
one shilling to all persons who entered the premises. Yet 
three thousand persons were curious enough to pay the sum for 
the privilege of seeing a sale by auction. One thousand 
tickets were sold on the first day and realized $10,141. 

Ticket Speculation 

Ticket speculators of the nineteenth century were those enter

prising persons who obtained tickets for a performance and sold them 

to the public for a higher price than that charged by the box office 

of the theatre. The amount received by the speculator or the manager 

above the standard ticket price was called the "premium." 

A continuing box office problem from the 1830s through the 1850s 

was ticket speculation. As theatre became more profitable, ticket 

speculation grew and became an organized and established business. 

Speculators bought a block of tickets at the usual price set by the 

theatre, then, when no more tickets for the performance were available, 

would resell their tickets just outside the theatre, for a higher 

price- Managers were constantly trying to outwit the speculators and 

12 
Brown, vol. 1, p. 362. 

13 
Brown, vol. 1, p. 91. 
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rid their establishment of the illegal sidewalk trade. 

The Kimballs at the Boston Museum tried to combat child specu

lators with a system of reserved seats. 

Not until the season of 1848-49 did the Kimballs inaugurate 
a system of reserved seats. . . . Shrewd small boys would 
secure end seats on their half price tickets and then sell 
them at profits to latecomers. In the fall of 1848 the 
system of 'Family Slips' was initiated. They were . . . 
blocks of reserved seats sold at a rate of fifty 
cents apiece. Each of these places was retained one hour 
after the commencement of performances. . . , These tickets 
were partially printed and partially filled out by hand. 
. . . The 'slips' were long rows of narrow seats covered 
by cushions. . . . At the end of each 'slip' was a solid 
iron bar that fitted securely into a socket, and so pre
vented those holding only admission tickets from gaining 
access to these seats.^^ 

Complimentary Tickets 

The managers of theatres during the early decades of the nine

teenth century were expected to give complimentary (free) tickets to 

a large number of people. The guest or complimentary list included 

the stockholders, the owner of the land or building, newspaper editors, 

reviewers, and various other supporters of the theatre. The large 

number of free tickets put a strain on the finances of the theatre. 

These guests not only expected the tickets to be free, but also ex

pected the best or most expensive seats in the house. 

One of the reasons for losses at many box offices was the number 

of free tickets that had to be given out. Owners of the theatre were 

guaranteed choice seats by inclusion of the privilege in the lease, 

newspapers demanded seats in return for coverage, and the managers and 

other theatre professionals expected to enter free. 

The money lost by giving complimentary tickets to the owners 

could frequently mean the difference between a theatre being able to 

pay its expenses and having to close its doors in bankruptcy. An 

Claire McGlinchee, The First Decade of the Boston Museum 
(Boston: Bruce Humphries, Inc., 1940), p. 55. 
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example of a theatre having financial difficulties because of this 

problem is found in the story of Academy of Music in New York. Con

temporary theatre historian T. Allston Brown commented on its struggle 

for survival in the late 1850s. 

One of the greatest drawbacks to the success of the 
Academy was the free stockholder seats. One share entitled 
the owner to one seat, and those who owned four shares or 
more were entitled to a box. For thirty years, almost 
without interruption, the building was rented only upon 
condition that the seats and boxes owned by the stockholders 
should belong to them for every performance. During the 
years from 1854 to 1861 the rent demanded was $24,000 a 
year, to which must be added the cost of losing most of 
the best boxes and the best seats.15 

The newspapers took advantage of the theatre managers in Phila

delphia. In 1835 the publishers of the city newspapers organized to 

regulate the prices charged for theatrical advertising. The 

publishers limited each theatre to one square (size not given) per night 

at a rate of two dollars a week. Francis Wemyss, manager of the Walnut 

Street Theatre, had a prior contract with the newspapers for insertion 

of a daily advertisement for sixty dollars a year. For a standard 

forty-four week season, this would be an increase of twenty-eight 

dollars, or fifty percent. Furthermore, the publishers sent out their 
16 

notice of change only one day before it was to take effect. 

The newspapers of the time expected several complimentary tickets 

for each night's production. The same editors who doubled the price 

of advertising for Wemyss' theatre also demanded free entry to his per

formances. In his autobiography Wemyss criticized what he considered 

extortion by the press. 

. . . but why the proprietor of a popular sheet . . . should 
claim the right, by virtue of the liberty of the press, to 
regulate all places of public amusement to which they demand 
free admission, under penalty of refusing to notice them in 

^^Brown, vol. 2, p. 38. 

1 fi 
Francis Courtney Wemyss, Twenty-six Years of the Life of an 

Actor and Manager (New York: Burgess Stringer and Co., 1847), pp. 295-98, 
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the reading matter, and sometimes even refusing to insert the 
paid for advertisement, unless accompanied by tickets for the 
editor, is a practice subversive of the correction the press 
should exercise (if at all) over these very places of amuse
ment, all of which are eulogized until some unfortunate cannot 
pay his advertising bill and then his place of amusement, 
already tottering, is doomed to certain destruction. Now let 
me show the amount of money which the tickets demanded and 
given by a theatre would produce, if paid for, as they should 
be, if the editor charges for his advertisement. 

The proprietor, a season ticket, valued at the minimum 
price is fifteen dollars; the reporter, ditto, . . . the 
editor, ditto, . . . an order to admit four persons every 
Saturday--this is to treat the devil and the journeyman at 
the manager's expense. All this has been submitted to, 
rather than provoke the ire of an editor. And these orders, 
which in the year amount of one hundred and four dollars, 
had actually been sold at the doors, stopping the money 
which would have been paid into the treasury for admission. 

I have now shown that each paper receive one hundred 
and forty-nine dollars in the course of the year over and 
above the two hundred and eight dollars for puffs and adver
tisements with the extra cards for actors' benefits, amounting 
to at least fifty dollars more. Now as twelve newspapers, 
. . . enjoyed these privileges, and four theatres open, it 
follows, that the enormous sum . . . of seven thousand one 
hundred and fifty-two dollars is annually paid by the 
theatres of Philadelphia, to purchase the good will . . . of^y 
the press. . . . A deal has been said about blackmail. . . . 

Advertising 

The advertising of productions during the early era of American 

theatre was limited. Advertising by theatre managers generally ap

peared in print that concentrated on informing the public of the basic 

information of the production (the name and location of the theatre, 

the programme, the time of the production, ticket prices, and the 

names of any stars appearing). The media used were posters (bills), 

flyers (dodgers), and newspapers. 

Contrasting the advertising practices used between his early 

and later career, Walter Leman commented on the use of posters. In 

the early years of his career, 1826, the stars of the day were adver-

^^Wemyss, pp. 297-98. 
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tised on small posters or "bills," printed in black on white paper 

without pictures. In the later years, after the advent of color 

printing, large posters with larger than life pictures became the 

fashion. Printing became faster and more efficient with the invention 

of the Hoe rotary press in 1846. These soon replaced the slower flat

bed presses. The halftone method of reproducing photographs and 

colored art work was invented in 1876. Previously multiple colored 

illustrations were hand painted. Leman commented 

Theatrical advertising did not then [1826] run riot as 
now [1886]. Kean and Cooke and the Kembles and their compeers 
were announced to the public by three-sheet posters, not by 
three hundred square feet of printer's ink, with colored 
picters-to-match, in all the hues of the rainbow, with their 
names emblazoned in type exceeding in magnitude, on every 
dead-wall in our cities. . . . 

The posters were pasted up by the manager, the local bill poster 

or by one of the lesser company members who was not in rehearsal. Even 
19 Edwin Booth told stories of his having to post the bills. They were 

used not only to announce presentations of the regular season or special 

attractions, but also, to announce change in programme or casting. 

Treatment by the newspapers was a continuing complaint from 

managers of the period. Newspaper advertisements resembled classified 

ads. There were no display advertisements in the early 1800s. Adver

tisements in the New York Times were little over one column inch and 

appeared on the front page of the paper. These advertisements announced 

the basic facts of the theatre and the production without puffery or 

comment. 

The newspaper problem which universally irritated theatre 

managers was the price managers were often forced to pay in tickets 

and advertising in order to get news and critical space. For example. 

18 Leman, pp. 7-8. 

•^^Francis Wilson, Francis Wilson's Life of Himself (New York: 
Houghton M i f f l i n , 1924), p. 125. 
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in 1859 the New York Herald tried for a second time to establish a 

kind of monopoly over theatrical advertising. 

In 1859 and 1860 the New York Herald . . . shared the 
dramatic and musical critical influence . . . with the Sunday 
Courier. The former . . . issued six daily and no Sunday 
papers, while the Courier was an exclusive Sunday paper. The 
elder Bennett was then editor and publisher of the Herald, 
and, in conjunction with his newspaper, established what is 
called a theatrical job printing office. Pressure was indi- » 
rectly brought upon theatre managers to give the Herald 
printing office their patronage. He forbade all mention of 
a theatre performance or actor in the Herald unless his 
printing office got all their theatrical work; as at that 
time his paper was master of the situation, compliance with 
its rules was inevitable.20 

In 1835 Wemyss in Philadelphia was paying sixty dollars a year 

for advertising. After the publisher's coalition, he was forced to 
21 pay two dollars a week, or eighty-eight dollars a year. John Blake 

Rice of Chicago lists, in his weekly account of September 13, 1852, an 

expense of two dollars for advertising and on February 28, 1853, an 

expense of eight dollars. He sums up his expenses for 1853 with a 

January 20, 1854,entry of two hundred forty-eight dollars and fifty 

cents for the season's advertising. This expense is in addition to a 

printing bill of $1,393.37.^^ 

Expenses 

The actor-managers of the early 1800s did not have elaborate 

bookkeeping systems. Their records of income and expenses, salary 

receipts, and often even business contracts were kept in journals, 

diaries, or day books. Extant copies show daily entries of receipts 

and weekly entries of expenses and salaries. Some managers also 

balanced accounts at the end of the season with yearly totals. The 

^^eavitt, p. 332. 

^^Wemyss, p. 295. 

John Blake Rice, Weekly account book for Rice's Theatre, Chi 
cago, 1851-1857; bound with his day book for 1858-1872, Chicago His
torical Society (University Microfilm #7765). 
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total expenses for the theatres varied greatly from theatre to theatre 

and from production to production. Major expenses included the rental 

for the theatre and salaries for the company and theatre staff. 

Lesser expenses included insurance [few managers were able to secure 

insurance at all because of the high incidence of theatre fires], 

licenses, utilities, advertising and printing, scenery and wardrobe 

supplies, and miscellaneous expenses usually listed one time only in 

weekly, monthly, or yearly tabulations. Except for rental and salaries, 

expenses were often listed simply as "expenses" or as "miscellaneous" 

for some particular show or time period. 

Entries in day books reflect the everyday problems which beseiged 

the theatre managers of the time. The weekly account book of John Blake 

Rice for the years of 1851 to 1855 gives a picture of the day to day 

financial life of a theatre during this era. Rice's Theatre of Chicago 

had an acting company of fifteen to twenty members, an orchestra of 

eight to ten members, and a full technical and house staff. Many 

popular touring stars of the era performed there. It was too small to 

accommodate stars the stature of Edwin Forrest, but the Rice Theatre 

employed many who later became stars themselves. The theatre experi

enced periods of good and bad business during the four year period, 

but there was a general growth in staff and income. 

Expenses were recorded with notes made in the margin of a journal 

or at the bottom of the weekly page on the day of the week in which they 

were paid. There are no ledger entries. At the end of March in 1851 

there is a notation that a gas bill of $125 was paid, a notation of 

ninety-four dollars on August 5, and of $92.53 on September 29. An 

expense listing for 1853 totals, gas, candles, and oil together for a 

total of $1,033.28. A listing of the week of February 6, 1854, is for 

the gas company for "light" for forty dollars. The monthly expense 

would have been one hundred sixty dollars or a total of $1,760 for the 
23 

season. 

^^Rice, Weekly account book, 1851-55. 
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The government imposed two expenses on the theatre, taxes and 

licenses. These varied greatly according to location. License fees, 

imposed for the right of performance, were generally noted only when 

they were not paid or when such a right had been refused for some 

reason. In 1841 the Bowery Theatre was closed for failure to pay its 

license fee of five hundred dollars. Rice's theatre season expenses 

for 1853 lists a license fee of one hundred fifty dollars. The weekly 

license fee entry for February 6, 1854, is reduced to four dollars.^^ 

Theatre managers complained frequently about city taxes. 

Theatres, along with the other business of the city, were required to 

pay for improvements and services in their municipality. The Rice 

journal lists a tax of $46.50 on September 8, 1851, for a sewer on 

Randolph Street. The listing of expenses for 1853 shows a tax bill of 

$392 for the year. A notation on December 4, 1854, shows payment of 

city, state, and county taxes for a total of $413.76. 

With the high incidence of theatre fires during the nineteenth 

century, insurance was difficult to secure. Many theatres destroyed 

by fire became a complete loss for managers because they were unable 

to secure either insurance or fire protection. One such example was 

the burning of the St. Charles Theatre in New Orleans in 1842. "Even

tually fire destroyed it but without a dollar in insurance on it, for 

insurance companies refused to take theatre risks, owing to their 

27 

defective conditions." In Chicago, John Rice was able to buy insur

ance and he took advantage of the possibilities. A listing of the in

surance carried by the Chicago theatre appeared on the page headed 

"January 3, 1853." The policies and companies included: Northwestern, 

$5,000; Hudson River, $2,500; Granite, $2,250; American Mutual, $1,250; 

7TL 
Brown, vol. 1, p. 119-

Rice, Weekly account book, 1851-55. 

^^Ibid. 

^\eavitt, p. 85. 
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for a total coverage of $10,000. The insurance payment listing of 

1853 was $272.^^ 

Miscellaneous entries indicate extra expenses for production of 

Mazeppa, an equestrian drama, which ran from January 19 through February 

2, 1852. These entries are thirty dollars for lumber for the "Mazeppa 

rails" and twelve dollars for the horse. A trip to New York on business 

cost ninety dollars in May of 1852. The mode of transportation is not 

indicated. During the period of financial trouble Rice obtained a loan 

of two thousand dollars for a Mr. Wilkerson at eight percent interest 

with payment due on August 23 of each year. This loan information is 

indicated in a note at the bottom of the page of July 26, 1852. The 

expense listing of 1853 also includes $10.24 for telegraph, postage 

and expenses; $8.35 for flour [used to clean the floors] and brooms; 

$6.87 for washing; and $133.75 for wood and coal. 

The Stock Company 

In the period between 1830 and 1859 each theatre had its own 

resident stock company. Each company included a group of actors and 

actresses of various levels of talent and experience, who played the 

supporting roles for the visiting stars and, between star engagements, 

performed a full programme for their local audience using their own 

leads. Great stamina and a phenomenal memory was demanded of these 

actors and actresses. They were expected to perform one or more 

different roles each night of the week. 

The company of the Boston Museum in 1843 was typical of the 

era. 

. . . The company consisted of from fifteen to twenty regular 
members, supplemented by extra persons for the elaborate casts 
required for some of the spectacles. Great versatility was 
demanded by the principal players in the group, several of 
whom might be called upon to appear in two or three different 

^^Rice, Weekly account book, 1851-55. 

^^Ibid. 
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roles on the same evening. A man might be cast in a senti
mental tragic role in the first drama; then, following the 
interlude of dance and song that separated the plays, he 
might appear in a burletta or farce in a broadly comic part. 
As a rule the complete bill was changed two or three times 
a week. . . . William Warren played more parts than probably 
any other member of the company. During the first four 
seasons that Warren spent at the Museum (1847-51) he appeared 
in seventy-six, forty-seven, forty-eight, and thirty-five new 
roles, respectively or a total of two hundred and six.30 

These companies were made up of a nucleus of actors and actresses 

from which all of the major roles of any show from period to contempo

rary might be cast. There were apprentices and stage hands to fill in 

small parts, and, for crowd scenes, local people interested in theatre 

were often drafted. Children of theatre families went on stage as 

"prop babies" and, later, to fill in crowd scenes. There were few in 

any theatre who did not go onstage. 

Lines of Business 

Tradition divided all available roles into a limited set of types 

or lines. Actors and actresses of the period trained and worked during 

their apprenticeship for a certain line, and, after achieving it, 

seldom changed, except to accommodate limitations brought about by age 

or injury. 

The usual company consisted of first and second male and female 

leads, a first and second walking gentleman and walking lady (ingenue), 

first and second old man and woman, first and second juveniles, a first 

and second comedian (or leading comedian and first comedian), a chamber

maid and servant (often comic), and several utility actors and 

actresses, plus apprentices. An exam.ple of casting can be seen in 

She Stoops To Conquer. The leading lady would be cast as Kate 

Hardcastle, the leading man as Young Marlowe, the walking gentleman 

as Hastings, the walking lady as Constance Neville, the first old woman 

as Mrs. Hardcastle, the first old man as Mr. Hardcastle, the first 

'^^McGlinchee, p. 59. 
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comedian as Tony Lumpkin, the second old man as Sir Charles Marlowe, 

the chambermaid as Marie, and the utility players as the servants. 

New actors and actresses began as supernumeraries (no lines) 

or utility (few lines) until they became proficient enough to choose 

or have chosen for them the line they would follow. This choice was 

based on appearance, ability, and, often, which lines the company 

required. The lives of these fledgling actors and actresses was dif

ficult. Their profession demanded an almost photographic memory and 

great physical stamina. 

Drastic changes in personal appearance or ability could cause 

a performer to adjust his or her repertoire to fit the old line to the 

new circumstances. Actor/manager Ben DeBar grew corpulent as he grew 

older. 

About 1850 DeBar began to grow noticeably fleshy. He had 
the good sense to discard from his repertory the roles for 
which his changing figure disqualified him, and during the 
last years of his life his principal portrayals, aside from 
Falstaff, . . . Tony Lumpkin, Mose, . . . were . . . Dandie 
Dinmont (in Guy Mannering), Job (in Pet of the Petticoats), 
Touchstone, Bob Acres, . . . 31 

Because of this rigid demarcation of lines, roles were assigned 

according to the hierarchy, whether or not the part was the best for 

that particular person. Thus, elderly leading ladies played Juliet or 

Kate Hardcastle. Mr. Charles Kean, aged fifty-five, and his wife, 

Ellen Tree, aged sixty, toured the United States in 1864 through 1866. 

During this tour they appeared as Hamlet and Ophelia, Portia and Shy-
32 

lock, and Othello and Desdemona among others. These were the roles 

they had begun playing in the early years of their career and continued 

to play until their retirement. 

John S. Kendall, The Golden Age of the New Orleans Theatre 
(Baton Rouge, Louisiana: Louisiana State University Press, 1951), p. 
290. 

Brown, vol. 1, p. 513; Edmond M. Gagey, The San Francisco 
Stage: A History (New York: Columbia University Press, 1950), pp. 110-
11; Tompkins, p. 121. 
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Younger members of a family under contract were used as utility 

and "supers" to fill in any necessary small parts. The following is a 

letter written in 1854 by the manager of the Boston Theatre who had 

travelled to England to hire new performers for the theatre's stock 

company. This travel to Europe to hire new performers was the usual 

practice of the period, since American actors and actresses were not 

accepted as competent. 

My Dear Wright, . . . I have engaged a whole family for the 
sake of obtaining two pretty girls nineteen and seventeen. The 
eldest, who is to play our first walking ladies, had led the 
business in the country and is a very good actress. The youngest 
is to do anything. Both can sing and are pretty. The father 
was for years the first old man at York and can play Irishmen, 
etc. He is to make himself useful in second old men and re
spectable business. His wife (his second) is quite a young 
and handsome woman and plays chambermaids. She is to make 
herself useful. They have four young children from thirteen 
to five, good for the Duke of York . . . 33 

At this time the social position of the different lines of 

business was rigidly established according to the relative importance 

of the roles with the leads reigning as nobility. Salary levels 

generally followed this hierarchy down from the leading man and woman 

to the supernumeraries. The leading man and woman, first comedian, and, 

first walking lady and gentleman were most often able to break away 

from the stock company and make a tour as a star. 

Children in the Theatre 

During this period in American theatre, children were used as 

utility and supernumeraries. These children were most often relatives 

of the regular company members. During the early part of the nineteenth 

century, shows starring children in adult roles were popular. There 

were even some troupes and touring groups made up of children, such as 

"The Viennese Children" and "Master Titus." These children worked 

under the same conditions as adults. Any special considerations because 

33 Tompkins, p. 17 



34 

of their age was due to negotiations between the individual theatre 

manager and the child's parent or guardian. There was little protec

tion by the law. 

Performers' Salaries 

The actors and actresses of the years between 1830 and 1859 

were paid a stipulated salary. If they were of sufficient rank they 

would also receive an agreed number of benefit performances from which 

they received a percentage of the receipts. The percentage of re

ceipts the performer received from benefits varied. Touring stars 

might ask a percentage of each night's box office. 

Two of the highest paid stars of the era were Edwin Forrest 

and Fanny Ellsler. Edwin Forrest, at the Park Theatre in 1836, played 
34 for a fee of five hundred dollars a night. This amount was paid 

regardless of the amount of box office receipts. Solomon Smith, 

manager of the American Theatre in New Orleans in 1841, said that 

Fanny Ellsler was too high priced for his theatre. 

. . . Fanny Ellsler has not arranged with any of the New 
Orleans managers yet, but all accounts agree she is coming 
here soon from Havana. She now asks only $1,000 per night! 
and is at present uncertain which establishment is to be 
ruined by her. I hope not ours.35 

Ireland, in his Records of the New York Stage, stated that in her 1842 

tour, Fanny Ellsler's "terms were never specifically less than $500 per 

niqht and a clear benefit [all of the night's receipts], or half the 
36 

gross receipts and a clear benefit." Ellsler played in Philadelphia 

in 1842. The total income for the nine performances was $10,869.25. 

The terms were $500 a night and a clear benefit. After paying the star 

04. 
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and her troupe as well as the usual expenses of the house [a total of 

$11,776] the manager, W. B. Wood, was left with a deficit of $906.75. 

Ireland commented, "Not only did her actual performance thus cause an 

actual loss to the management, but the almost entire desertion of the 
37 

theatre on her off-nights was even more ruinous to its interest. 

The regular repertory troupe members did not fare so well as the 

stars. For example, an actress named Mary Gannon made her debut at the 

Bowery Theatre in 1834 for three dollars a week. In 1838, in Philadel

phia and Pittsburg, she earned twenty-five dollars a week and expenses 

for herself and her mother. At the Boston Museum in 1841 she earned 
38 

twenty dollars a week. In September, 1836, the great actress 

Charlotte Cushman was hired by Hamblin as a lead at the Bowery Theatre 

in New York on a three year contract. She was to receive twenty-five 

dollars a week for the first year, thirty-five dollars the second 

year, and forty-five dollars for the third year. Mr. Hamblin then 

loaned her money for the expense of the purchase of a wardrobe for the 

characters she was to play. These included Lady Macbeth, Helen 

McGregor in Rob Roy, and Alicia in Jane Shore. Five dollars a week 
39 

was deducted from her salary to repay the loan. A listing of salaries 

paid at the Bowery Theatre for the week ending August 9, 1845, shows a 

salary range from forty dollars for leads to four dollars for util-

ity.^^ E. H. Sothern reported that he was engaged at nine dollars a 

week. He played two new parts each week and gave two performances a 

day at the Howard Athaneum in 1852.^^ Francis Wilson began as a 

37 Ireland, vol. 2, p. 311. 

^^McGlinchee, p. 35. 

39 Brown, vol. 1, pp. 114-15. 

^°Odell, vol. 5, p. 191. 

"^^dward H. Sothern, The Melancholy Tale of Me: My Remembrances 
(New York: Charles Scribner's Sons, 1916), p. 232. 
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"utility man" at fifteen dollars a week at the Chestnut Street Theatre 

in Philadelphia.^^ 

Some actors, recognizing that a bad house might mean a loss of 

salary, demanded payment in advance. 

[At the Park Theatre] on March 16, 1848 the management announced 
the closing of the theatre 'in consequence of the indisposition 
of a principal performer,' which was understood to mean the 
determination of the fair and fascinating Blangy not to fulfill 
her engagement unless her salary was paid nightly in advance.43 

Stars who agreed to play for a percentage of the receipts found 

that managers had taken various steps to increase the house share, 

which had to cover all the expenses of the performance. At the Howard 

Athaneum in Boston in 1845, the managers gave the Keans (Mr. & Mrs. 

Charles) a clear half, but doubled the ticket prices from fifty cents 
44 to a dollar. Even this strategy failed, and, after a small house on 

Thanksgiving evening, Charles Kean gave back to the management his 
45 share of the receipts to help pay expenses. 

In addition to salary demands, extraordinary stars were able to 

dictate exactly how the show was to be performed and who would be cast, 

or not cast. Various biographies and histories delineate conditions 

made by the stars. The tragedian Edwin Forrest always enforced his 

right to completely control the show. At the Boston Theatre in 1854, 

he refused to allow John Gilbert to play a supporting role during his 

performances. The following is an excerpt from a letter Forrest wrote 

to the manager, Mr. Thomas Barry. 

Baltimore, December 17, 1854 

From the expression which you used to me while I had the 
pleasure to be with you last in Boston, I inferred that you 

^^Wilson, Life of Himself, p. 45. 

^^Ireland, vol. 2, p. 489. 

^^William W. Clapp, A Record of the Boston Stage (Boston: James 
Munroe, & Co., 1835; reprint ed.. New York: Johnson Reprint, 1968), 
p. 426. 

^^Clapp, p. 437. 
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could not justify my conduct towards Mr. Gilbert in refusing 
him permission to act with me during my late engagement there 
. . . But, sir, . . . I have an undisputed right to choose 
from the company such actors as I consider will render me the 
most agreeable as well as the most efficient support. 

In my rejection of Mr. Gilbert, I took the earliest care 
not to jeopardize any of the interests of your theatre, for 
I advised you in ample time of my resolution, warning you 
of my intentions and giving you my reasons therefore, so that 
you might choose between the services of Mr. Gilbert and my 
own.^o 

Benefits 

The performance of benefits was an established management tra

dition in the period between 1830 and 1859. The performer could choose 

the programme for the night and to some extent the performers. The 

object of the benefit was to achieve a large box office since the 

performer received a stipulated percentage. 

The stars, if they were well-known luminaries, such as Ellsler 

or Forrest, received full, clear benefits, which entitled them to all 

of the box office receipts for the performance. Lesser stars and 

leads might receive half benefits, while regular company members would 

receive third or quarter benefits. This entitled them to a percentage 

of the receipts after standard expenses. 

Benefits were considered a part of the salary and an inalien

able right of theatre employees of the period. The highest ranking 

members of the company and the members of the theatre staff customarily 

received one or more benefit performances during the year. Tradition

ally, the programme for that night was the choice of the recipient, who 

was also responsible for any special arrangements or ticket sales. Some 

company members used the performance to star themselves in a role they 

would not otherwise play; others chose to have a star perform for them 

or to stage some unusual theatrical event. Stars made a specific 

number of benefits a part of their salary agreement. 

4-fi 
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The Kimballs of the Boston Museum used the usual arrangement for 

handling benefits. 

The Kimballs allow the members of the staff and company 
the customary benefit performances. Friday night was usually 
Benefit night for somebody. Each member of the company was 
entitled to at least one a year. Manager Smith had two; the 
house personnel--Wright, the treasurer, Angier, the ticket-
taker, Johnson, the machinist--all had their evenings, and, 
of course, visiting stars were always thus favored. Fre
quently at the end of a fortnight's engagement the visitors 
played what was designated as 'the benefit and positively the 
last appearance of . . . ' then they were re-engaged for a 
week or two, at the close of this time they were again 
'benefitted.'47 

In the weekly account book of John Rice for Rice's Theatre in 

Chicago, an entry for Wednesday, March 26, 1851, reports a half benefit 

for Mrs. McVicker (wife of the stage manager/low-comedian) of The 

Drunkard and Family that brought in one hundred fifty dollars. Her 

signature for receipt of seventy-five dollars is at the bottom of the 

page indicating the practice of accounting for the monies by simple 

signature. Salaries were receipted in the same manner. An earlier 

note states that Rice had made "Mrs. McVicker receipt half in condition 

of her playing a number of leading parts for me when I had no 'leading 

woman.'" The same account book lists a one-third benefit for the Lewis 

family on Tuesday, September 23, 1851. The shows. Good Night's Rest 

and Illustrous Stranger, brought in $132.75. Mr. and Mrs. John Drew, 

Mr. and Mrs. John Gilbert, Julia Dean, Charlotte Cushman, W. J. 

Florence, Cordelia Howard, and Couldock [all stars of the period] each 
48 

received a half benefit. 

The beneficiary of the benefit tried to choose the programme 

that would draw the most money into the box office. One such was a 

performance at the Boston Theatre in 1859. 

On Wednesday evening, April 17, Dan Setchell was the bene
ficiary, Paul Pry and Our American Cousin being the plays. 

^^McGlinchee, pp. 52-3. 

^^John Rice, Weekly account book, 1851-55. 
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In the latter Mr. Setchell was seen as Asa Trenchard in the 
first act. Lord Dundreary in the second and Binney, the but
ler, in the third. E. L. Davenport assumed the role of Asa 
Trenchard in the second and third acts, while N. T. Davenport 
was the Dundreary of the first and third, and W. H. Curtis 
played Binney in the first and second.49 

Benefits were also given at the retirement of a company member, 

after a tragedy such as a death in the family or a fire, or to honor a 

particular member of the theatrical profession. Such a benefit was 

given to a member of the Park Theatre company in New York. 

A complimentary benefit to Mrs. Maeder, got up by a com
mittee of ladies, took place on the 28th [September] . . . the 
result placed a handsome sum at the disposal of the amiable 
beneficiary, whose ample earnings, during many years of inces
sant labor, had been nearly swept away by the revulsion of 
the times.50 

Charles Durang in his manuscript history of the Philadelphia 

stage between 1749 and 1855 commented on benefits and the stars. 

If stars do not draw money and, thereby, make or take 
money out of the exchequer, they continue to get benefits 
at the end of every eighth or tenth night, by which their 
usual terms 'a full half of the house,' or even a third of 
the receipts. Not being charged with any part of their 
expenses, they put money in their purses. The public, out 
of pure sympathy for their failure of attracting, give 
these wanderers a good paying house at their benefits.51 

Rules of Conduct 

Each theatre manager developed a system of regulations and cor

responding fines and forfeits by which each company member was required 

to live. The system was a part of their contract with the theatre. 

These rules regulated the personal, as well as the professional lives 

of the company members. Their severity and the strictness of their 

enforcement depended upon the manager. The prompter kept a 

Tompkins, p. 76. 

^^Ireland, vol. 2, p. 366. 

^^Durang, p. 211. 
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running tally of infractions in his prompt book and the total was 

deducted from salaries on salary day each week. An actress or actor 

who was not prompt, courteous, and professional could end the week 

owing the establishment. 

Walter Leman described an episode in his early career. 

There was a system of forfeits or fines for delinquency or 
carelessness at that time in vogue--it is not altogether 
abandoned now [1886]. Some of the articles of this code of 
fines and forfeitures were unjust, and some were ridiculous. 
The strick [sic] letter of this old traditionary [sic] . . . 
law was rarely enforced, . . . but it seemed poor Frithey's 
ill luck to be continually stumbling over every forbidden 
thing. He would doze in the green-room and be too late for 
the stage; he would wake up from his nap . . . rush out in a 
hurry and be too soon; he would enter at the wrong entrance, 
or from the wrong side, . . . not from any desire to be in
different or willfully wrong, but from a dreamy unconscious
ness . . . . He had been warned and fined, and the fine 
remitted several times, until the manager's patience had 
become exhausted. 

I was in the office on 'salary day' when Mr. Frithey came 
in to receive his weekly wages, and Mr. Pel by, in a tone of 
indifference, addressed him with, 'Mr. Frithey, you have no 
money to receive today, you have forfeited your whole salary 
and three dollars over, thirteen dollars in all. I'll take 
ten today and the balance next week. . . .' Frithey uttered 
no word of complaint or remonstrance, and walked out slowly 
as he had entered. It is but justice to say that the 
manager did not keep the money.53 

Needless to day, stars who contracted with theatres for short 

periods and on whom the managers were dependent for enlarged audiences, 

did not abide by the house rules. This freedom from restraint and the 

fact that many touring stars took advantage of their freedom by breaking 

all or most of the regulations caused a gulf between the star and sup

porting cast. Resulting resentment caused opposition to the system 

of rules and the star system. 

^^See Appendix A for a copy of The Rules and Regulations of the 
Boston Theatre. 

Leman, p. 32. 
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Contracts 

The hiring of the members of the company and the booking of the 

touring stars was done by personal contact between the performer and 

the manager. Those actors who did not meet managers in person con

ducted their business by mail. There are several statements in his

tories and autobiographies that some of the contracts were sealed 

only with a handshake. 

. . . To be an accepted Metropolitan manager was sort of 
patent nobility. Contracts were rarely made in writing; 
the mere passing of a gentleman's word was sufficient. 
. . . Suits at law between them were extremely infrequent; 
the actor or manager who willfully violated his profes
sional word was held as an unworthy associate and quickly 
tabooed.54 

This may have been true of touring stars, but company members 

were required to sign contracts or "articles" which assured their time 

for the traditional forty or forty-four week contract time, their 

adherence to the "house" rules, and the exclusive rights to their 
55 talents. The company member could be fired for infractions of the 

contract, but could not leave the company without payment of a penalty. 

The contracts were generally written to favor the manager. This problem 

with contracts is one reason many actors and actresses broke free of 

their companies and elected to tour as stars. 

Tour bookings were often casual. Stars who had time on the road 

between bookings might drop by small theatres along the way and pick up 

a night or two of performance. George Vandenhoff describes a trip he 

made in 1843. 

Passing through Richmond, Virginia on my way back to New 
York, I encountered Mr. Hackett there; and we played one 
night together; one half share of the gross proceeds amounted 
to fifteen dollars each; so that there were sixty dollars 

^\eavitt, p. 86. 

^^See Appendix B for a copy of a sample contract used at the 
Boston Theatre in 1854. 
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in the house. Hard times, thosel56 

The hiring and booking of touring performers was a personal 

agreement made directly between the manager and the performer. Each 

star made his or her own arrangements and kept his or her own schedule. 

James Robert Anderson, who toured the United States as a star in the 

1840s and 1850s, kept a detailed business diary of events and expenses 

for 1847. Entries show that most of his business and arrangements for 

the tour were made by mail. He made an entry while in New Orleans on 

February 15 that he had written the manager of the Cincinnati Theatre 

with an offer to play six nights for seven hundred dollars. A later 
57 

entry shows receipt of an acceptance. 

Theatre Staff 

The theatre staff between 1830 and 1859 usually consisted of a 

theatre manager, a stage manager, stage technicians including carpen

ters, and painters (who might double in properties), wardrobe, a light 

man, doorkeepers, and a house cleaner. 

The weekly account book of John Rice listed his expenses for 

April of 1852. In the list he included, beside himself and the acting 

troupe, carpenters ($23), doors ($16), weight ($6), sweeper, light 

($23), properties ($5). No paid wardrobe is mentioned since each 

member of the company furnished and cared for all required costuming 
CO 

for his or her character or characters. 

The same account book included in expenses for the week of 

February 6, 1854, only two years later, stage manager and low-comedian 

[Mr. McVicker] $25, prompter (Wilson) $10, treasurer (Marshall) $15, 

painter (Smith) $20, carpenters (Mann and Lupp) $20, night hands (3 at 

$3) $9, property man $8, doors and bells (McNally and Ruvval) $10, pit 

^^George Vandenhoff, Leaves from an Actor's Notebook (London: T 
W. Cooper & Co., 1860), p. 216. 

^'^James Robert Anderson, MSS diary, 1847. 

^^Rice, Weekly account book, 1851-55. 
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office $3, back room $3, and house cleaner $3. The leading man, named 
59 

Sedley, received thirty dollars a week. 

There are two noticeable changes in the theatre staff as listed 

by historians of the period. The first is the change of position and 

responsibilities of the actor-manager. In the early years this person 

controlled all aspects of the production including the building or 

leasing of the theatre, the hiring and managing of personnel, the 

directing of the production, advertising and selling tickets. As 

theatres grew, their organization became more complicated. The duties 

of the theatre manager were divided into several more specialized occu

pations which were taken over by members of the company or by spe

cialists from the business community. With increasing frequency the 

stage manager rather than the theatre manager emerged as the director 

of the production. 

It was not until-the mid-1840s, however, that the term director 

began to be used with any regularity in reporting staff positions. For 

example, the Chatham Theatre in New York in 1846, reported that 

. . .Mr. Deverna, on the fifth of October announced a dissolu
tion of the partnership of Deverna and DeBar, by which he became 
sole manager—Mr. James Anderson, from the Bowery [Theatre] 
being installed director of the stage.50 

Sometimes the term "acting manager" was used. The New National Theatre 

[New York] listed Mr. Charles Burke (Joseph Jefferson's half-brother) 

as the acting manager in 1848, with Mr. R. J. Jones as stage manager. 

In listings from the period the proprietor was typically the 

owner of the building and the acting manager was the stage director. In 

the listing of the opening of the Broadway Theatre in 1847 there was an 

indication that Mr. Mann owned the theatre that he managed. This was 

59 Rice, Weekly account book, 1851-55. 
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an unusual situation in the late 1840s when most theatres were owned 

by stockholders or business entrepreneurs. The entry reads 

The introduction performances took place on the 27th of 
September 1847 . . . Proprietor, Alvah Mann; Architect, J. M. 
Trimble; Acting Manager, G. H. Barrett; Scenic Artist, J. R. 
Smith; Prompter, W. G. Anderton; Costumer, A. J. Allen; Pro
perty Maker, S. Wall is; Leader of the Orchestra, J. St. Luke.52 

This theatre was one of the few that attempted to coordinate its 

costuming. There is a listing for costuming but not for wardrobe or 

dresser. Having a costumer or wardrobe room was not an innovation, 

although actors and actresses of the period were expected to maintain 

a wardrobe of costumes for the characters in their repertoire. The 

Boston Museum was very concerned with the apparel its actors and 

actresses wore on stage. 

One of the many ways in which Moses Kimball showed his 
direct concern with the success of his theatre was in his 
personal supervision of the activities of the wardrobe room. 
He bought many gorgeous sets of costumes. In 1841, . . . he 
purchased the court robes from the destitute Prince de Join-
ville. The wardrobe room was one of the busiest departments 
in the entire establishment. One cutter of garments and two 
seamstresses, besides the keeper of wardrobes was constantly 
on duty. . . . With performances ewery day and sometimes 
twice a day--indeed, on holidays, four or five performances--
the business of keeping costumes mended, pressed, and above 
all, in the right places, [were] but onerous duties on the 
wardrobe room attendants.53 

Acquisition of a Place to Perform 

Few managers owned theatres in the 1830s. Theatres were often 

owned by a businessman or group of stockholders. The manager of the 

resident stock company leased the building from the owners. At times 

the entire theatre v/as not leased to the manager. The bars and other 

concession areas could be leased separately in order to gain added 

income. Clapp, in his Record of the Boston Stage, told the story of a 

^^Ireland, vol. 2, p. 492. 

^^McGlinchee, p. 51. 
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group of stockholders who rented the performance area of a theatre 

for a percentage of the receipts, but rented the bars separately. 

With Mr. Barrett's engagement terminated the lease of 
three years taken by Francis W. Dana. The terms of this 
lease were that the corporation should rent the bars for 
themselves, and that Mr. Dana should pay for the rent of 
the rest of the building a certain percentage of the receipts. 
The result was that by his arrangement with Russell and 
Barrett, Dana paid an average rent of about $2,200 a year 
[1831], while the bars produced about $2,500, and the cor
poration derived an aggregate from both sources a rent of 
something short of $5,000 a year.64 

Any renovations or changes in the buildings were made at the 

expense of the company manager, not the owners. New managers renovated 

theatres to suit their own tastes. After leasing the Tremont Theatre 

in Boston in 1833 j 
i 

Mr. [Thomas] Barry's first move was to put the theatre in | 
complete repair, which it greatly needed. This he did at an ! 
expense of five thousand dollars, which came out of his own ^ 
pocket.55 

Wemyss, on leasing the Walnut Street Theatre in Philadelphia in 1834, 

did the same. 

When 'Wemyss leased the Walnut this season the house was 
to be decorated and thoroughly painted according to plans 
furnished by him. He signed the lease, paid one thousand 
dollars in advance. . . .55 

Three years later, in 1837, F. C. Wemyss had a dispute with the 

stockholders of the Walnut because he wanted them to install gas in the 

theatre. The stockholders finally agreed, providing they were given one 

thousand dollars in advance rent. 

The rent of the house advanced to nine thousand dollars a 
year [after gas was installed]. The stockholders this year 
had been offered ten thousand dollars from a New York appli
cant, but, in consideration of Maywood and Company's early 

^"^Clapp, p. 305. 

^^Clapp, p. 314. 

^^Wilson, History of the Philadelphia Theatre, p. 5. 
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exertions and honesty of action, they continued with that 
firm.67 

In 1839 the rental of the Boston Theatre was eight thousand dol

lars. After the departure of Thomas Barry, the theatre was rented to 

J. S. Jones for four years with the right to terminate in two or three 

years. The rent was eight thousand for the first year, and eight thou-
fift 

sand five hundred for the following years. In the same year the price 

of Mitchell's Olympic in New York was twenty-five dollars a week or 
69 twelve hundred dollars a year. 

The owners of the houses, not trusting the "theatre people" whose 

business was speculative at best, required guarantees that bills would 

be paid. Brown explained that 

. . . many years before the Park ceased to exist, it became J 
the property of John Jacob Astor and Mr. Beekman. Simpson i 
and Price, and Edmund Simpson, had paid an aggregate rent of j 
upwards of five hundred thousand dollars. . . . they paid J 
an annual rent of twenty-two thousand dollars, and were ^ 
obliged to keep in one of the banks a certified deposit g 
of that amount, by way of security.70 > 

Companies who failed to pay the rent were sued and lost the 

holdings of the company in order to pay their debts. This happened 

to the management of the Park Theatre in New York in 1841. 

On June 1 a sale took place of all the scenery, dresses, 
decorations, etc., under a landlord's warrant for arrears rent 
due to John Jacob Astor and Henry Beekman, amounting to eigh
teen thousand dollars.71 

Those who rented theatres for shorter periods, especially when 

the minstrel shows came in for the summer, were obliged to provide more 

security. An example was the appearance of S. S. Sanford and his New 

^^Wilson, History of the Philadelphia Theatre, pp. 8-9. 

^^Clapp, p. 362. 

^^Brown, vol. 2, p. 265. 

Brown, vol. 1, p. 69. 

^ Brown, vol. 1, p. 421. 
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Orleans Troupe of minstrels at the Astor Place Opera House in 1852. 

For the two weeks he was required to pay one thousand dollars in 

advance plus security on the scenery and properties. His run was very 

successful, but at the end of it, when E. P. Christy offered two 
72 hundred dollars a night for the rental of the theatre, he was refused. 

Leases for the theatres included a clause guaranteeing the owners 

seating for all productions. Seating might be limited to a certain 

number of boxes or to certain rows. The clause always meant a loss 

of money for the manager because these were the highest priced seats 

available for the best nights. Tompkins explains the system for the 

Boston Theatre in 1854. 

[Free tickets for opening night included] . . .Dr. Wyman, 6; 
Judges, 6; Dr. Parsons, 2; Corporation [owners], 12; Press, 
24; Others, 14. . . . The stockholders had the privilege of 
free admission to the theatre at all times, excepting the 
stage, dressing rooms and offices, or in lieu of admission, J 
two seats reserved in any part of the theatre, price not to j 
exceed one dollar each and the tickets to be called for before 
10 o'clock in the morning on the day of performance.73 t 

I 

Acquisition of Scripts 

Contemporary plays were acquired by a manager or star directly | 

from the playwright. The payment varied according to the reputation 

and financial standing of the parties involved. The rights of produc

tion were exclusive to the purchaser. However, the playwright might 

sell a script to one star or manager in England and a different one 

in America. If the European owner then brought the play on a tour of 

America, court cases ensued over the rights. 

The first copyright law to protect the interests of the play

wright was enacted in 1856, largely through the influence of Dion 

Boucicault. The new law gave the dramatist the sole right not only 

to print and publish his play, but also to act, perform, or represent 

Brown, vol. 1, p. 421. 

^^Tompkins, p. 18. 
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it. However, the law contained a fatal loophole. The playwright was 

required to file only the title of his or her play with the authorities, 

not the complete manuscript. Thus, the title was protected, but not the 

play itself. So managers simply played the script under a different 

title and could not be prosecuted. 

In the period between the 1830s and the 1850s the playwright 

received only one payment for the script no matter how popular the play 

was or how many times it was performed. If sold to a manager, the 

playwright might also receive a benefit, usually on the third night 

of performance, if the play ran that long. A new and unproduced 

playwright might only receive a full or half benefit and no payment. 

Piracy through a slight change in script or simply by a change 

in title was common. Managers and stars frequently brought injunctions 

to prevent the production of scripts to which they had purchased the J 

rights. Tom Taylor's Our American Cousin was one of the most famous ! 

examples of the multiple sale of a script. T. Allston Brown told the 

following history of the confusion of ownership. j 
« 

La Femme Forte, produced in Paris in 1847, contained a 
character similar to that of Asa Trenchard. On the occasion [ 
of the appearance of Josh S. Sillsbee in London, it occurred j 
to Tom Taylor that La Femme Forte could be adapted to suit I 
him. The adaptation was made by Taylor, according to the 

• instructions of Mr. Josh Sillsbee, and the piece was paid 
for by Benjamin Webster, manager of the Adelphi Theatre, 
London, where Mr. Sillsbee was then playing. Finding it 
impossible to produce it during Mr. Sillsbee's stay, Mr. 
Webster made it over, with all rights to Sillsbee, who shortly 
afterwards . . . died in California. . . . On his death, 
Mrs. Sillsbee disposed of the play to William Wheatly and 
John S. Clarke. 

Tom Taylor, although already paid for his work, had 
written another version, and disposed of it to Laura Keene 
for $1,000, and, during that lady's production of it, it had 
undergone many alterations and improvements. . . . On pro
duction of the play in Philadelphia, Clarke had paid Laura 
Keene for the use of it, and therein alone was he in error, 
as the original had become his property, and the imitations 

4 

^^Garff B. Wilson, Three Hundred Years of American Drama and 
Theatre (Englewood Cliffs, New Jersey: Prentice-Hall, Inc., 1973), 
p7T45T 
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or adaptation of any kind could have been surpressed. The 
question occurs, what right had Tom Taylor to sell to Laura 
Keene the property of another.75 

Laura Keene protected herself from piracy by prosecuting anyone 

who tried to produce the popular show. In February of 1859 she chal

lenged a production at the Bowery Theatre in New York. 

In February Mr. Chanfrau appeared as Asa Trenchard in Oû r 
American Cousin, but was soon served with an injunction from 
Miss Laura Keene, restraining and preventing his performance. 
The play being her individual property.76 

Programme 

In the decades between 1830 and 1859 each night's theatre pro

gramme was made up of one or more short pieces in addition to the P 
longer play. The time between the offerings was filled with music ( 

or recitations by the company or specially hired variety artists. The % 
evening began at seven or seven thirty and lasted until midnight or • 

after. The patrons expected a full night's entertainment for their j 

money. I 

M. B. Leavitt, in his autobiography, describes the types of pro- | 

ductions that were popular in the years between 1830 and the turn of | 

the century. 

I am convinced from personal observations . . . that stage 
performances from time to time change in their style to satisfy 
the demands of the public. For instance, as far back in my 
career as my memory serves, tragedy and melodrama, occasionally 
interspersed with comedies and broad farces held sway for at 
least a decade. Then came English musical burlesque and trav
esties. After a brief existence, these gave way to French and 
English opera bouffe; ... But theatre patrons soon tired of 
these and turned for relief to negro minstrelsy, . . . Then 
came an era of spectacular productions, when fairy plays and 
great scenic effects together with fine ballet dancing proved 
to be very attractive. At this time the higher class theatres 

Brown, vol. 2, p. 132. 

^^Ireland, vol. 1, p. 683 
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divided their attractions between romantic drama and society 
plays. . . . 77 

Managers produced little American or contemporary drama in the 

years between 1830 and 1859. Most performances were classical comedy 

or drama. Walter Leman, an actor during the period remembered the 

plays 

In my early days . . . English comedy and farce were 
popular, and the standard tragedies, if well acted were 
attractive. Musical comedies were in favor, as was ballard-
opera. If there was no American drama, there was what was 
called Yankee drama.78 

During this period the programme was changed somewhat each 

night, and the major presentation changed three or four times a week. 

When a star was appearing, the star's repertoire was rotated so that 

everyone could see all of the productions available. The resident stock 

company of the theatre presented a full programme when no star was 

appearing. For the opening of the 1857-58 season of the Boston Theatre, ] 

"The stock company played the first week in Evadne, The Poor Gentleman, { 

Romeo and Juliet, The Victims, Masks and Faces, and two or three ! 

farces."^^ 

Transportation 

Trips by stars from one theatre to another were made by wagon, 

stagecoach, sailing ship, steamboat, horseback, or in times of finan

cial disaster, on foot. In the late 1850s, after rails were laid be

tween cities on the east coast, actors travelled by train when they 

could afford it. Whatever the means, travel was difficult, uncomfort

able, and time consuming in the United States during this time. 

The trips were arranged and paid for by the performers. Although 

actors and actresses might make extravagant demands for salaries and 

''\eavitt, p. 425. 

78 Leman, p. 8. 

79 Tompkins, p. 61. 

file://''/eavitt
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treatment during their engagement, few included transportation in 

those demands. Company members under contract to a manager who con

trolled two or more theatres had their transportation paid when they 

moved from one theatre to another, generally with minimum accommoda

tions. 

Walter Leman recalled a company in 1830 who headquartered in 

Boston, but did double duty at a theatre in Salem. 

A theatre had been built in Salem, Massachusetts, and a 
detachment of the Boston Company was occasionally sent down 
for an evening's performance. It was before the era of 
railroads, and the transit was made in Concord coaches over 
the old Newbury turnpike.^0 

Olive Logan told of the career of her actor father, "He was traveling 

about the country giving theatrical performances in various towns, and 
81 

journeying, of course, by stage coach." 

James Robert Anderson, who toured the United States as a star 

in the late 1840s and early 1850s, recorded in his diary for 1847 the 

costs of travelling from city to city. The fare from Washington to 

Charleston (January 17) was $22.50 and from Charleston to Montgomery 

(January 24) was twenty-seven dollars. There is no indication of the 

mode of travel. He indicated, however, that he travelled from Buffalo 

to Niagara by rail en route to Montreal. There is no fare given for 

the trip. His trip from New Orleans to Mobile on March 7 cost five 

dollars.^^ Although the mode of transportation is not indicated, he 
83 

probably arrived there by mail boat as did Macready in 1844. 

Conclusion 

Theatre management in the United States in the time between 1830 

Leman, p. 69. 

^•^Olive Logan, Before the Footlights and Behind the Scenes 
(Philadelphia: Parmelee & Co., 1870), p. bU. 

^^Anderson, MSS diary 

^^Noah Ludlow, Dramatic Life As I Found It (St. Louis, 1880; 
reprint ed., Benjamin Blom, Inc., 1966), p. 591. 
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and 1859 moved from the control of the actor/manager who owned the 

theatre building and maintained a full stock company, to the control 

of a manager who leased a building and was dependent upon traveling 

stars to bring in audiences. The stock companies had been badly 

weakened by the star system and had generally lost the ability to 

draw audiences by themselves. The traditional lines were still used, 

but more and more of the leads were deserting companies to tour as 

stars. The leads and first players of the companies, as well as the 

touring stars, were still European. American performers were not 

accepted as stars unless they were as exceptional as Charlotte Cushman 

or Edwin Forrest. 

Standard payment was salary/benefit with an agreement for a 

percent of the receipts available to stars. Salary levels had in

creased, but the gulf between the salaries of company members and the 

salaries of the stars had widened. The search for audiences had 

increased the used of advertising, but the major media remained bills 

and newspapers. 

There was a definite change in theatre staffing. The management 

and technical staff proliferated and became increasingly specialized. 

Booking was done by personal contact throughout the period and con

tracts between theatre personnel were casual and often broken. Over 

all, the management of theatres moved away from the performer-producer 

toward the control of the businessman who had no contact with perfor

mance/production areas. 



CHAPTER III 

THE TOURING STAR 1860-1879 

In 1860 the United States was still economically unsound from 

the financial crisis of 1857. Some actor-managers still produced shows 

with only their resident stock companies. Audiences had come to demand 

the extra excitement of a star appearance. Many theatres, therefore, 

largely maintained resident stock companies only to support the 

traveling stars. These stars had begun to travel with one or two 

supporting players attempting to insure the quality of their appear-

ances. Star engagements typically lasted one or two weeks. Stars and i 

managers booked their engagement by personal contact or by mail. The J 

major actors and actresses of the period included Julia Dean Hayne, j 

William E. Burton, Edwin Booth, J. H. Hackett, Mr. and Mrs. John . 

Gilbert, Mr. and Mrs. John Drew, Charlotte Cushman, Edwin Forrest, j 

Adah Isaacs Menken, Lester Wallack, Joseph Jefferson, Agnes Robertson, 

the Ravel family, Barney Williams, William Warren, Henry Placide, Dion : 

Boucicault, Laura Keene, E. L. Davenport, and James Murdock. i 

Typical conditions in the theatres of the early 1860s were as 

follows: 

1. Salary-benefit was the usual means of wage payment 

2. Stars retained the option of requiring a percentage of the receipts 

3. The salaries of the company members-remained much lower than the 
salaries of the traveling stars 

4. Ticket prices remained stable 

5. Theatres maintained a standard stock of wing and drop scenery used 
for each show 

6. The programme for each night included a major production and a 
farce or afterpiece 

7. Advertising was restricted to posters, bills, and newspapers 

8. Managers leased theatres from owners and stockholders and, in most 
cases, produced the shows presented in their theatres 

53 
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9. New plays became increasingly popular while the classics 
lost popularity 

10. Travel by train increased as railroads spread further across 
the country 

The period between 1860 and 1879 was a major era of transition 

for American theatre. In this twenty year period, troubled by war and 

financial crisis, the theatre changed from a system of resident stock 

companies to a system of supporting companies visited by touring stars, 

then by stars accompanied by supporting players, and, finally, by 

full combination companies. Benefits for performers disappeared and 

salaries increased. New York dominated theatre in America, but new 

theatres sprang up across the nation. The theatre manager moved 

farther and farther away from the production of shows and dealt more 

and more with only the business of theatre. 

Economics 

Theatres had been hurt severely by the depression of 1857. In 

1860, with the election of a new president and the declaration of war, 

many theatres failed. M. B. Leavitt outlined the crisis in his biog

raphy. 

The year 1860 made great changes in theatrical affairs, 
. . . Business was paralyzed for a time and the stage changed 
severely. Very few theatres in the large cities escaped 
changing hands.1-

The minstrel houses, which for several years had been very 
popular, were in turn severely crippled by the prevailing 
financial distress. The music halls suffered least. . . . The 
grand opera at the Academy of Music closed a disastrous season 
early . . . , and more than one singer or actor left the 
country to better their fortunes abroad. Among those most 
notable were Adelina Patti, Joseph Jefferson, . . . Dion 
Boucicault, John Brougham. . . P-

When war was declared many actors left their companies and en

listed in the army. Leavitt spoke of the measures managers had to take 

^M. B. Leavitt, Fifty Years in Theatrical Management (New York: 
Broadway Publishing Co., 1912), p. 76. 

2 
Leavitt, p. 77. 
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in order to maintain their companies. 

The prosperity of the Northern theatres after the first 
year of the war, owing to the lavish disbursements, was enor
mous and brought into public view the so-called 'War Actor.' 
The draft at length absorbed so many young and active men in 
the North that managers literally grabbed farmer boys from the 
streets who had offered to enlist or become substitutes, prof
fering them inducements to go on the stage and act.3 

Theatre, however, did not flourish in the South as it did in the North. 

Most able-bodied men enlised in the army and few actors were left 

available for the stage. In addition, the government did not support 

the theatres and money grew scarce. 

The country, fighting its way back to financial stability after 

a nationwide war, was struck again in the early 1870s by a depression. 

Joseph Daly reported that 

Hardly was the season of 1873 under way when financial 
disaster overtook the country. The failure of Jay Cooke and 
Company in the early autumn rendered every security practi
cally unmarketable and caused the suspension of nearly every 
trust company and of all the banks in New York save one--the 
Chemical.4 

Box Office Prices 

The prices of admission changed little during the two decades 

between 1860 and 1879. Tickets continued to be priced according to 

position in the house. In 1860 at Niblo's Garden in New York private 

boxes sold for five dollars, orchestra seats for one dollar and seats 

in other parts of the house for fifty cents. On March 12 of the same 

year tickets at Niblo's Garden for regular boxes and the family circle 

were reduced to fifty cents and twenty-five cents respectively. On 

^Leavitt, p. 79. 

^Joseph Daly, The Life of Augustin Daly (New York: n.p., 1917), 
p. 141. 

^Advertisement, New York Times, 14 January 1860. 

^T. Allston Brown, History of the New York Stage, vol. 2, (New 
York, 1903; reprint ed., Benjamin Blom, Inc., 1964), p. 387. 
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December 14, 1868, the prices of admission to the New York Theatre were 

one dollar, seventy-five cents, fifty cents, and thirty cents. In 

1871 a special production of II Trovatore that featured the debut of 

Wachtel and an appearance of Parepa Rosa offered special prices. Boxes 

ranged from five dollars to two dollars. Gallery tickets were one 

dollar.^ 

Four years later, in 1875, at the National Theatre in New York, 

the standard prices for general admission [no specified seat] was 

twenty-five cents for general admission, fifteen cents for the family 

circle, fifty cents for the parquet, and seventy-five cents for reserved 

[for a specific seat] seating. The Broadway Theatre on January 4, 

1879, charged one dollar, seventy-five cents and fifty cents for 

seats. 

Jeffery's Directory [1878] indicated that tickets were then sold 

at businesses other than the theatre. The tickets for the Opera House 

in Danville, Illinois, were also sold at Lamp and Manor's Jewelry 

Store. Tickets for Granite Hall in Augusta, Maine were sold at the 
12 

Eastern Express Office. 

Receipts 

In the period between 1860 and 1879, box office receipts were 

often reported in connection with the length of the run of the play. 

The programme was changed fewer times each week and popular produc

tions were frequently repeated for several weeks. T. Allston Brown 

Brown, vol. 2, p. 387. 

Brown, vol. 2, p. 70. 

^Brown, vol. 2, p. 394. 

^^Advertisement, New York Dramatic Mirror, 4 January 1879. 

•^^Jonathan B. Jeffery, Guide and Directory to the Public Halls, 
Etc. of the Cities and Towns of the Western, Southern, and Middle 
States of America (Chicago: Jno. B. Jeftery, Publisher, 1878), p. 50. 

^^Jeffery, p. 82. 
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reported on what he considered unusual receipts and lengths of run. 

Some of the notable performances in the old days, not only 
on account of their artistic quality, but on account of the 
then large receipts, were The Poor Gentleman, which drew on 
its opening night $653; The Provoked Husband, which averaged 
$553 . . . ; She Stoops to Conquer, which played seven times 
in one season to an average of $780; Still Waters Run Deep, 
which averaged $800; School for Scandal, the same; and Cap
tain of the Watch, $500. . . . a favorite play entitled 
Central Park . . . was down to average receipts of $480. 
Five performances of The Belle's Stratagem, . . . averaged 
$450. The first performance of The Rivals, during the 
season of 1863, . . . the receipts having been $900. But 
the great run of those days was made by Rosedale, [which] 
. . . ran in 1863 for one hundred and twenty-five nights, 
something almost unprecedented, and brought in average 
receipts of $710. . . . When the play was revived in 1865, 
it had nineteen performances to average receipts of $900. 

The most phenomenal run . . . occurred during the fol
lowing decade, when Dion Boucicault produced The Shaughraun 
which had one hundred and forty-three performances with 
total receipts of $220,076.50. The evening performance j 
averaged $1,617. . . .13 I 

The opening of the Black Crook in 1866, and the resulting furor 

caused by the length of its run and the large receipts it generated 

changed many theatre management traditions in America. M. B. Leavitt, 

who was at the opening, commented on its effect. 

. . . the first production of The Black Crook at Niblo's 
Garden on September 12, 1866, . . . was an epoch. It was 
really the birth of all the ballets, burlesques, comic 
operas, and musical comedy of the present day. It was the 
first time in which the feminine form divine had been dis
played in all its fullness and beauty . . . . What a storm 
it raised! . . . The public, however, rendered its own ver
dict by crowding the enormous auditorium of Niblo's Garden 
at every performance. . . . the receipts averaged between 
$2,700 and $2,800 at every performance and on several oc
casions reached $3,000. The net profits of the season 
were $650,000^4 

Many managers felt that booking any name star would increase 

their profits. However, two examples of experiences, the booking of 

^•^Brown, vol. 2, p. 302. 

^\eavitt, p. 156. 
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Tommaso Salvini and the teaming of Edwin Booth with Fanny Davenport, 

indicate the audiences did not come to see just any star or just any 

performance of well-known stars. Thus, the booking of a star, even an 

"illustrious illuminary" like Tommaso Salvini or Edwin Booth, did not 

insure large profits for the management. The coming of the great 

Italian actor on tour in 1873 led the theatre managers who booked him 

to anticipate extraordinarily high receipts for his performances. 

Such was not the case. Robert Grau, a theatre manager, told of the 

problems encountered. On the nights when Salvini appeared as Othello, 

the house was packed at three dollars a ticket. His performances as 

Hamlet and Romeo played to almost empty houses and Salvini refused to 

play Othello more than once a week. The managers were saved from 

disaster by the fact that the actor had agreed to furnish company and 

"paraphernalia" for half the receipts. Grau reported that $2,900 on 

Othello, and $269 on Wednesday for another role was not unusual. 

Augustin Daly's presentation of Edwin Booth, teamed with Fanny 

Davenport, was predicted to be an extremely profitable venture, but 

the records reveal that it was a failure. Booth's engagements in New 

York as Hamlet, lago, Richelieu, Shylock, Othello, King Lear, Pescara, 

and Richard II ranged from an average of $1,855 for Hamlet to an 

average of $731 for Richard II. The largest houses were for matinee 

performances with Fanny Davenport (Lady of Lyons and Katherine and 

Petruchio) which drew $2,176 and $2,152. The total receipts from the 

thirty performances were$47,909, an average of $1,597 per performance. 

Daly spent so much on costumes and scenery in the anticipation of large 
1 fi 

receipts that there was no profit. 

Ticket Speculation 

Ticket speculation was an increasing problem for theatre managers. 

The persons who "scalped" tickets outside the theatre doors decreased 

^^Robert Grau, The Business Man in the Amusement World (New 
York: Broadway Publishing Company, 1910), p. 19. 

^^Daly, Life of Augustin Daly, p. 205. 



59 

profits for the managers. Speculators had, by 1860, organized their 

ticket sales into an accepted business and maintained offices near 

the theatres. A continuing battle raged between the speculators and 

theatre managers as one tried to outwit the other and at the same 

time increase his own profits. 

A manager of the period, Robert Grau, commented on ticket specu

lation in 1866 by saying that the speculators hired anyone available, 

including messager boys and "society ladies," to buy the tickets for 

the best seats. The tickets were then turned over to the speculators 

for a small fee. The speculators not only "scalped" tickets for regu

lar performances, they also caused a loss of money for benefits and 

from tickets sold by auction. The tickets for a benefit for John 

Brougham in 1869 were sold by speculators for five and six dollars 
18 

each—a profit of at least one dollar. 

Robert Grau, Forty Years Observation of Music and the Drama 
(New York: Broadway Publishing Company, 1909), p. 57. 

^^Brown, vol. 1, p. 205. 

19 
Brown, vol. 3, p. 95. 

t 

Attempts by theatre managers to combat the speculators brought j 

retaliation. After they had purchased most of the tickets for a per- ' 

formance, the speculators could guarantee an empty house by withholding | 

the tickets. Most of the tickets for the opening of Booth's Theatre | 

in 1869 were bought by speculators. They were then refused permission i 

to sell the tickets on the sidewalk in front of the theatre. As a 

retaliation the speculators withheld tickets for the second night, 
19 

and the house was half empty. 

Complimentary Tickets 

Every theatre manager found it necessary to give complimentary 

or free tickets to a large number of persons. The recipients included 

the stockholders or owner of the theatre, the press, and members of the 

theatre profession. Each manager maintained a pass list. Advertise-
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ments for special performances often stated "pass list suspended, 

excepting the press." The owners and other theatre members might be 

willing, at times to pay for special performances, but the press never 

was. 

Another custom of the time was the continuation of the "pro

fessional matinees," performances given for the actors and actresses 

in the city so that they might become familiar with new productions. 

Actors and actresses received free tickets to these "professional 

matinees." The largest theatre in New York, usually the Academy of 

Music or the Metropolitan Opera House, was selected for the performance. 

No seats were sold. No one but theatre professionals were admitted. 

The stars and managers donated everything. The best seats and boxes 

went to the best known stars and the other seats were distributed 

as fairly as possible. These performances were well attended and 
20 there were seldom enough seats for everyone. 

The owners of the theatre building still regularly stipulated 

with a clause in the lease that they had special reserved seats to all 

shows. These stipulations were a great loss of revenue for the managers 

since the owners' seats were the most expensive in the house. In at 

least one case Augustin Daly found a way to combat the loss. The 

builder of Daly's theatre, John Banvard, stipulated in the lease that 

as partial payment of the rent he would have reserved for him rows "A" 

and "B" on the first nights of all new plays. After this lease was 

confirmed, Daly had new seats put in the house. The new seating was 
21 

re-lettered beginning with row "A" in the back of the house. 

Advertising 

Great changes in the field of theatrical advertising occurred 

during the years between 1860 and 1879. The principal media remained 

posted bills, flyers or "dodgers," window cards, and newspaper. The 

printing and art work in these media improved greatly. Three sheet 

on 

Grau, Business Man, pp. 85-6. 

^keavitt, p. 103. 
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and half sheet typographic posters gave way to posters with pictures 

and art work. Managers of the theatre or an advance agent for the 

star began to handle the advertising, bill posters became a licensed 

and organized profession, and the price of newspaper advertising 

increased. 

The New York Herald was still trying to control theatrical 

advertising as it had in 1860. Contemporary historian, T. Allston 

Brown, recounted the battle in 1865. 

. . . It was at this time that the trouble took place between 
the managers of the different theatres in this city, and The 
New York Herald. Maretzek was the prime mover in this battle. 
The Herald made a savage onslaught on him, saying that the 
company engaged was a very poor one, and that Maretzek cared 
very little about the New York public. Maretzek published a 
card in the other papers of this city, charging The Herald 
with interference in the arrangement of the opera, alleging 
that the editor and many of the staff of the journal were 
persistent "deadheads" and detailing many grievances too long 
to be endured, and pluckily refusing to be either dictated to 
or influenced by any such mode of procedure. The result was 
that at a meeting of the managers it was resolved to stop 
advertising in The Herald and several of the managers had at 
the top of all their advertisements, programmes and posters 
the line: 'This establishment does not advertise in The New 
York Herald.' The following named theatres were among those 
who did not advertise in The Herald: Academy of Music, Winter 
Garden, Olympic, New York Circus, Barnum's Museum, Fox's Old 
Bowery, Niblo's, Wallack's, and New Bowery. . . . The fight 
lasted all through the season. Mr. Bennett then cried pec-
cavi, and sent to the several managers, promised to be a good 
boy in the future if they would 'return to the fold,' and the 
consequence was that all resumed their advertising in The 
Herald.^^ 

The printing and art work for bills and posters improved consid

erably during this time period. M. B. Leavitt commented on printing in 

the early and late portions of his career. In the early years managers 

did not use a variety of printing, but used a small quarter sheet bill 

and still smaller programs detailing the performances. These were dis

tributed in such a way that everyone in town knew the details of the 

Brown, vol. 2, p. 51. 
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performance. He then stated that after 1872 the printing included 

"wall and fence posters, hangers, programmes, heralds, and dodgers."^^ 

The half sheet and three sheet typographic posters gave way to 

picture and art work posters which in turn gave way to color litho

graphs. M. B. Leavitt claimed the introduction of these show posters 

from Europe in 1872. 

I brought with me to New York and large supply of color 
lithographs. . . . They, created a distinct sensation in ad
vertising, and were extensively used during my tour in 1872. 
I believe they were the first pictorical lithographs gener
ally employed for show advertising purposes, and from this 
small beginning there was built up the present [1912] general 
vogue for lithographic theatrical printing.25 

Posters and bills continued to be the most frequently used kind 

of advertising. Daniel Frohman wrote that in the late 1870s the 

manager with the most effective bill posting got the audience in a 

town. Frohman stated, "Most of the publicity was done with posters. 

An advance agent had to be a practical bill poster himself." The 

manager, agent or bill poster had to be able to post bills in the most 

conspicuous places in town and keep them up until the performance. 

This became the primary job of the star's advance agent. Frohman 

ended, "The agent with the most persuasive personality, sometimes with 
27 the greatest drinking capacity, won the day. . ." 

At the end of the period, in 1878, Jonathan B. Jeffery published 

A Guide and Directory to the Public Halls, etc., of the Cities and 

Towns of the Western, Southern, and Middle States of America which 

he stated was 

^'^Leavitt, p. 329. 

^\eavitt, p. 331. 

^^eavitt, p. 329. 

Frohman, p. 27. 

^'^Ibid. 
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Intended for the use of Amusement Managers and their 
Agents, Lecturers, Lessees and Proprietors of Public Halls, 
Theatres and Concert Rooms, Bill-Posters, Hotel Proprietors 
and the Traveling Public Generally. 

In this book Jeffery listed the bill posters available in each city. 

At the front of the book is a section of hints for the persons con

cerned with touring companies. In the paragraphs for agents and bill 

posters, it is assumed that all the bills will be put up by local bill 

posters and not by the advance agent as was formerly expected. It is 

also assumed that the "show printing" would be done by various printing 

companies along the route of travel, not by a central printer in New 

York. 

A catalogue and price list printed in Jeffery's Directory listed 

sixty-five standard designs which came in one to six sheet sizes with 

one special twelve sheet poster for the Hibernian Minstrels, printed 

in two to four colors. Prices were quoted per hundred. Prices varied 

from eight dollars to forty dollars and fifty cents per hundred. There 

was also a listing of thirty-seven special posters for specific "star" 

performers. 

A price listing for non-standard posters lists the lowest (four 

dollars) for a one sheet poster with black ink on white or yellow paper 

and the highest price (ninety-six dollars) for a six sheet poster in 

five colors on white paper for a minimum of twenty-five posters. 

Dodgers to be handed out were printed thirty-two to a twenty-four inch 

by thirty-six inch sheet (probably six by four and one half inches), 

thirty-two to a twenty-eight by forty-two inch sheet (probably seven 

inches by five and one fourth inches), sixteen to a twenty-four by 

thirty-six inch sheet (probably nine inches by twelve inches), or six

teen to a twenty-eight by forty-two inch sheet (probably ten and a half 

inches by fourteen inches). These are priced from one thousand copies 

(six inches by four and one half inches) for two dollars and seventy-

five cents to one hundred thousand copies (ten and one half inches 
28 

by fourteen inches) for eighty-four dollars. 

28 Jeffery, (catalogue section), pp. 1-15. 
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A general growth of advertising in the United States and, there

fore, an increased use of posters, created a new industry to cope with 

it, bill posting. Each town had its own bill posters who knew the 

best places for posters to be put up and who often had a monopoly on 

the right to post. T. Allston Brown's Showman's Guide, printed in 

1874, reported the results of the National Bill Poster's Association 

meeting held in Chicago in 1874. This meeting voted to establish an 

office in New York so contracts could be signed there for the posting 

and distributing of bills throughout the United States. The members 

were to be assessed for the agent and office.^^ In this same Guide, 

Brown included a standard contract for 1) erection of bill boards by a 

carpenter, 2) a permit to be signed by owners of building or existing 

bill boards on which bills could be posted.^° 

Resident Stock Company and Actors' Lines 

In the decades between 1860 and 1879, the resident stock company 

was further weakened by the star system, the formation of the combi

nation companies, by increasing economic pressures, and by the coming 

of the railroad which made travel from one theatre to another faster 

and easier for large groups. At the beginning of the era actors and 

actresses were still organized in each company according to lines or 

the types of roles played. This standard organization made it simpler 

for the company to assign the many roles required. The stars in the 

1860s usually travelled alone. A stage manager or advance agent 

arrived ahead of the star to give the company any special instructions 

and to tell the theatre manager exactly what was needed for the produc

tion. 

The theatre had its own social organization which was also deter

mined by the lines. The star was, of course, the highest in the social 

hierarchy. The manager, stage manager, and leading actor and 

29 
T. Allston Brown, The Showman's Guide Containing the Names of 

All The Principal Halls used by Traveling Exhibitions in the United 
States and British Provinces, "Extra Notice." 

30 
See Appendix C for a copy of these contracts. 
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fraternized with the stars. The other members of the company did not 

address the stars except on business. Theatre technicians did not 

enter the green room and rarely held any conversation with the players. 

This social structure represented a great change from a few years 
31 

earlier when theatre members were often required to double backstage. 

John Drew described the theatre as it was in the 1860s when his 

mother, Mrs. John Drew, managed the Arch Street Theatre in Philadelphia 

The lines, according to Drew, were leading men and women, leading juve

niles, first and second comedian, first and second old men and women. 

He commented that the chambermaids were later called "soubrettes." 

Drew explained that "the first old woman might be anything from a 

duchess to a rag picker, but there was no doubt in anyone's mind who 

would play the part." The performers studied several parts, not just 

their own. Drew stated, "To study one line of business was, however, 

an education for that time, and all actors had absorbed a great deal 
32 of the classic drama and the things that pertained to it." 

In 1869, in the middle of the period, Augustin Daly organized a 

company different in make up from the traditional company in that it 

was not organized according to lines. The parts were cast according 

to the performer best fitted for the role. "His purpose was to break 

away from tradition; to free actors from the trammels of lines into 
33 

which they had settled as in a groove." This was the beginning of a 

new idea and organization which accelerated the demise of the stock 

company. 

By the late 1870s roles were no longer referred to by the name 

of the line. Either the name of the character or the name of the per

former was used. The use of the traditional lines faded 

«3 -1 

Olive Logan, Before the Footlights and Behind the Scenes (Phil 
adelphia: Parmelee and Co., 1870), p. 428. 

John Drew, My Years on the Stage (New York: E. P. Dutton and 
Co., Inc., 1922), p. 32. 

^^Daly, p. 89. 
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with the resident stock company, the coming of the long run show, and 

the elimination of farces, interludes, and afterpieces. Since there 

was no longer a need for a performer to play multiple roles in a short 

length of time, there was no need for lines. Supporting actresses and 

actors were hired for specific characters and for the run of the show. 

However, when advertising talents or speaking of types of roles, the 

line designation continued through the turn of the century. 

Performers' Salaries 

The average salary of actors and actresses doubled between 1860 

and 1879. The salary of stars, particularly European touring stars, 

increased considerably more than that of American stars. After 1870, 

since benefits were seldom used as a part of salaries, salaries for 

the company members or cast were only weekly fees. Stars were paid 

either a stated fee per performance or a percentage of the nightly 

receipts. 

Actress/playwright Olive Logan listed the typical theatre 

salaries for the 1860s in her autobiography. She also explained why 

there were so many wild rumors about the amount of actors' and 

actresses' salaries of the day. On salary day all of the employees 

of the theatre were paid by the treasurer of the house who had a large 

book which each member signed as a receipt. The salary was distributed 

in a sealed envelope prepared in advance with the recipient's name on 

the outside. Therefore, no one in the company knew what anyone else 
34 received. 

" According to Miss Logan, the salary of the leading men and women 

ranged from forty to sixty dollars a week. Walking ladies and gentlemen 

received from twenty to thirty-five dollars; old men and women from 

twenty-five to forty dollars; and other lines from twenty-five down to 

ten dollars a week. Extras, hired off the streets, received three or 

four dollars a week. An example of the actors' salaries was Dan 

'id 
Logan, p. 92. 

^^Ibid. 
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Maguinnis, who became a leading comedian. He began his stage career 

at the Boston Theatre in 1867 under J. B. Booth, Jr. He played 

"general utility business" and sang and danced when required, in 

addition to preparing and working the calcium lights. He performed 

all these duties for twenty dollars a week for forty weeks. He 

received an extra ten dollars a week "hazard pay" when "playing demons" 

and an additional expense quota of one dollar a day when playing "in 
36 

the country." Another example, ten years later, was Otis Skinner, 

who began his career in 1877. M. B. Leavitt stated 

Otis Skinner . . . made his first appearance at Wood's 
Museum, in Philadelphia, October, 1877. He played the part 
of 'Old Plantation,' a negro in a play called Woodleigh, his 
salary being eight dollars a week.37 

The small salaries of lesser actresses and actors of the period 

caused them to take additional employment to insure their livelihood. 

E. H. Sothern noted: 

The economy of a stock company offered interesting 
instances here at the [Boston] Museum. Some of the actors 
had no intention of letting grass grow under idle feet. 
One player was a barber by day, another, the beloved 'Smithy,' 
was a tailor--very properly, the tailor played fops. I have 
a particular friends who was a cab-driver.38 

The stars, such as Edwin Forrest, continued to flourish in spite 

of the economic conditions. These stars demanded high salaries or a 

large percentage of the nightly receipts. In 1860 Edwin Forrest had a 

"one hundred nights contract with James M. Nixon to appear in the prin-
39 

cipal cities and to receive one half of the nightly gross receipts." 

^Eugene Tompkins and Quincy Kilby, History of the Boston Thea
tre, 1854-1901) New York, 1908; reprint ed., Benjamin Blom, 1969), 
p. 138. 

^\eavitt, p. 446. 

^^E. H. Sothern, The Melancholy Tale of Me (New York: Charles 
Scribner's Sons, 1916), p. 240. 

^^Brown, vol. 2, p. 189. 
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In 1862 Lucille Western appeared in East Lynne at Tripler Hall [later 

the Winter Garden] for "one half of the gross receipts if over seven 

hundred dollars and if under seven hundred dollars, a share of all 

above three hundred fifty dollars." The receipts of the engagements 

were always above seven hundred dollars. 

Some European stars found themselves far from home and misused 

by American managers when these managers became more experienced in 

handling tours. T. Allston Brown, in his History of the New York 

Stage, told the story of an English actor named J. B. Howe, who 

had been hired by Mr. Lingard of the New Bowery Theatre in New 

York in 1865. His contract was signed in London for three years 

at eight pounds a week and two half clear benefits a year. After the 

contract had been signed, Mr. Howe found that the "pounds" had been 

changed to the less valuable "dollars." The "pounds" entry was supposed 

to be reinstated in New York. Mr. Howe was also supposed to be paid 

for any plays he wrote for the theatre. Upon reaching New York the 

"dollars" remained in the contract, and Howe was forced to borrow 

money from Mr. Lingard to live. Further, he was not paid for two 

dramas. When Howe attempted to return to England, Lingard had him 

arrested and jailed for a debt of $268. Howe hired a lawyer and was 

allowed to return to England. To add insult to injury, the dollars 

he was paid in were "shin plasters" worth about forty-five cents to 
41 

the gold dollar. 

Then there were other European stars who took precautions to 

guarantee that they made a profit on an American tour. The French 

opera star Tostee played at the Theatre Franca is in New York in 1869. 

Her salary was one thousand dollars per month in gold for a season of 

eight months. 

In the early 1870s opera became popular and the manager 

Strakosch, brought several famous divas from Europe to tour the United 

^^Brown, vol. 2, p. 456. 

^ W o w n , vol, 2, p. 210. 
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States. One of the stars he brought to America was Adelina Patti. 

She toured for eight months in 1871. Patti was to give one hundred 

performances at four hundred pounds or forty thousand pounds total. 

She was also to be paid traveling expenses for her husband and suite. 

Strakosch was required to deposit twenty thousand pounds in Paris 

with the Rothchilds as a guarantee. Nilsson received fifteen hundred 

dollars a night for her American tour. In 1875, Mile. Tietjens was 

guaranteed eight hundred dollars a night and half the receipts over 

a stipulated amount. During her last tour of America, Mme. Patti was 

paid five thousand dollars a performance. This amount was paid in 
42 

advance at noon on the day she sang. 

By the middle of the 1870s American stars began to demand that 

they be paid salaries equal to those paid the European stars. A dis

parity existed between the salaries of imported stars and American 

stars in the same company, with the European stars making much more 

than the Americans. Nat Goodwin told of one such case in his auto

biography. He reported that 

[A. M.l Palmer brought over the late Charles Couqhlan 
at a salary of one thousand dollars a week--Thorne's salary 
had never gone beyond one hundred and twenty-five dollars!--
and cast them both to create simultaneously the leading role 
in A Celebrated Case.43 

In The Life of Augustin Daly there is a report of the exchange 

of terms between Daly and Edwin Booth for a starring engagement. This 

correspondence illustrates the arrangements made by stars and managers 

during the period. Edwin Booth wrote the following letter to Augustin 

Daly. 

Mr. McVicker submitted to me your two propositions for an 
engagement of six weeks (beginning October 4th) at your 
theatre, viz: Six thousand dollars per week (seven perfor
mances) or: Half the gross receipts up to fifteen hundred 
dollars and two thirds of all over that amount. Either will 

AO 

Brown, vol. 2, p. 41. 

^^Nat C. Goodwin, Nat Goodwin's Book (Boston: Richard C. Badger, 
The Gorman Press, 1914), p. 57. 
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satisfy me, and I leave to you the preference. I would like 
to have your reply to this, (stating your choice of the terms 
you offer), a list of the characters you wish me to perform, 
and the names of the principal ladies and gentlemen you will 
furnish. All necessary information regarding costumes and 
scenery for the plays you select I will be ready to give your 
artists at any time you may appoint. I think it advisable to 
change bills frequently--I am not loath to work 'my hardest,' 
but when I perform a 'heavy' part at the matinee, I must have 
a 'light' one for the evening or vice versa.44 

On June 4 Mr. Daly replied, giving Mr. Booth one half the gross 

receipts of each performance up to fifteen hundred dollars and 

two-thirds of all above fifteen hundred, and suggesting a programme 
45 for the appearance. 

Productions which incorporated music and dance were termed 

"ballets." These spectaculars grew increasingly popular after the 

production of The Black Crook at Niblo's Garden in 1866. Actors 

and actresses in the ballets received larger salaries than those 

playing in simple dramas or comedies. The leads in the ballet. 

The Tempest, at the Grand Opera House in 1869, receive three hundred 
4fi 

dollars ( E. L. Davenport) and two hundred dollars (Frank Mayo). 

Although realism and historical costuming were becoming more 

popular at the beginning of the period, actors and-actresses were 

still expected to furnish a basic wardrobe to dress their repertoire. 

Olive Logan, in her 1869 autobiography, lamented that the simple 

wardrobe that once sufficed (i.e., a black velvet dress, a white 

satin dress, and a sweet simplicity white muslin) was no longer 

acceptable.'^'' The actresses of the day in large cities were expected 

to be leaders of fashion. They were expected to have a new wardrobe 

'^^Daly, p. 200. 

^^Ibid. 

^^Brown, vol. 2, p. 601. 

^\ogan, p. 94. 
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for each new play. The salaries of most actresses did not allow them 

to afford this expense. The "modern" comedies of the period had also 

caused a wardrobe problem for the actors. They were expected to 

furnish "a bewildering quantity of elegant morning suits, dress suits, 

overcoats, shooting jackets, hats, gloves, canes, and boots. . . . 

and when they go out of fashion must be discarded." 

In 1880 E. H. Sothern, in a company starring John McCullough 

had to provide his own wardrobe. 

. . . I had brought from England my large trunk full of 
beautiful new wardrobe, carefully selected to meet all 
possible emergencies. In those days each actor had to .g 
provide his own outfit down to the smallest detail. . . . 

Benefits 

Benefits continued to be held throughout the twenty year period 

between 1860 and 1879. However, the justification for the benefits and 

the recipients changed during this time. At the beginning of the period 

benefits were still claimed as a supplement to salary. Highest ranking 

members of the theatre staff were each given a benefit during the 

season. Leading actors and actresses of the company received a speci

fied (in their contract) number of full, half, third, or quarter 

benefits in addition to their weekly salary. Benefits were also given 

for special recognition or in cases of catastrophe. 

As salaries for the staff and company rose and the tight finan

cial situation reduced profits, benefits were given less frequently. 

By 1880 benefits were used for special honors, for charitable causes, 

or as a celebration for a special occasion, instead of being used 

regularly to supplement salaries. These benefits were often given by 

a combination of several theatres or of several theatre personalities, 

not by one theatre for one person. A benefit for the Theatrical 

^°Logan, p. 94. 

dq 
Sothern, p. 252. 



72 

Mechanical Association was given at the Academy of Music on April 12, 

1865, by the companies of Wallack's. The Winter Garden, the Old and New 

Bowery, Barnum's, the Olympic, Niblo's, the Brooklyn Park, and Hooley's 

New York. Appearing were Hooley's Brooklyn and New York Minstrels, 
en 

Theo Moss, John McCullough, and the Dobson Brothers. A benefit was 

given to T. Allston Brown when he resigned as the dramatic editor of 

The New York Clipper in May of 1870. The benefit was given by all the 

managers of the city theatres, Charles Dana, editor of The Sun, Joseph 
51 

Howard, Jr., and George Bartholomew, editor of the The Daily News. 
A performance to raise money for charity was given by Augustin Daly 

for the Foundling Asylum in Charge of the Sisters of Charity in June 
52 

of 1873. The income from the benefit was almost ten thousand dollars. 

Benefits were still given for the staff of theatres. One was given for 

the doorkeepers, ushers, ticket sellers, bill distributer, opera 

glasses vendor and stage doorkeeper in July of 1874 at the Boston 
53 

Theatre. Manager Augustin Daly took a benefit at the New Fifth 

Avenue Theatre in June of 1876. "A solid silver ticket was presented 

to each lady in the audience holding a reserved seat for the evening 

performance." Benefits were also used as a type of retirement fund 

for theatre personnel who were no longer able to work. On February 7, 

1873, a benefit was given to Thomas Barry, the first manager of the 

Boston Theatre, who was an invalid. The stockholders waived their 

rights to seats for the performance, except for one who insisted on 

his right except for one dollar. The entire receipts were given to 
55 

Mr. Barry. 

^^Brown, vol. 2, p. 50. 

Brown, vol. 2, p. 65. 

52 
Brown, vol, 2, p. 7b. 

^^Tompkins, p. 210. 

54 Brown, vol. 2, p. 13. 

^^Tompkins, p. 193. 
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Contracts 

In 1860 company members were signed to specific contracts 

that guaranteed their talents to the theatre manager for a specified 
56 time and salary. However, the company members no longer drew the 

required audiences. Theatre managers in the larger cities, whose 

successful fight for the available audiences often meant being able 

to retain the services of popular stars, began a move to make theat

rical contracts binding on both parties. Augustin Daly was one of 

those who led this battle. In 1874 Daly tried to hold Miss Morant 

to her contract and prevent her defection to Shook and Palmer at a 

rival theatre. Daly instituted action against her in Superior court 

"in order to confirm the right to enjoin actors under contract with 

one manager from transferring their services to another." Daly 

proved his point by obtaining an injunction, which he waived and 
57 

allowed the actress to perform at the rival establishment. 

By the late 1870s the point had been proven in the courts that 

contracts signed by theatre manager and performer were binding on 

both parties. However, there were times when having a binding con

tract with an actress meant a loss of money for the theatre managers. 

When Hazel Kirke, at the Madison Square Theatre in New York in 1879, 

became a hit and a long running show, the contracts for the rest of 

the season became a loss. The play Masks and Faces had been put into 

rehearsal with Rose Coghland in the lead. Hazel Kirke was such a 

success that Masks and Faces never opened. Rose Coghland drew eight 

thousand dollars for the season without ever appearing before an 

audience. Authors who had contracts for the production of plays that 

season had their contracts paid off for the entire year. 

^^A copy of a contract used at the Boston Theatre is included 
in Appendix D. 

^^Daly, p. 153. 

^^Daly, p. 166. 
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Theatre Regulations 

Regulations for the governing of the actors and actresses in 

the theatres were still common. Olive Logan wrote in 1869 that 

the rules governing the conduct of actors and actresses varied 

greatly, according to the theatre, and the circumstances. She also 

stated that events were constantly occurring to cause changes to be 

made in every theatre, and, as the power of changing the rules was 

an arbitrary one with the manager, the change could be effected 

without "holding a council of war on the subject."^^ 

Besides these posted greenroom laws, actors were also expected 

to follow certain customs of the theatre. There were no forfeits for 

infractions of this kind; failure to follow them meant a loss of 

position. An example is an attempt by an actor named George Clarke 

to retain his mustache when custom said he should be clean shaven. 

George Clarke withdrew from this theatre [New Fifth 
Avenue] on November 2 [1874] under the following circum
stances. It is the custom in all first class theatres 
that all artists engaged in old comedies shall, if so 
required, wear no hair upon the face, so as to accord 
with the fashion of the period. On November 2, The 
School for Scandal was revived for two nights and a 
notice intimating as above was posted in the greenroom 
of the theatre. George Clarke did not remove his mus
tache and on the evening in question some words passed 
between him and Mr. Daly in reference to his disobedi
ence of the order. This occurred before the screen scene, 
and Mr. Clarke refused to appear in it, telling Mr. Daly 
that he might read the part himself. Hart Conway, however, 
assumed the character at a moment's notice.51 

Booking Agencies 

It was during the period between 1860 and 1879 that booking 

agencies came into being. There had been some attempt to centralize 

CQ 

A representative set of rules from the period is included 
in Appendix E. 

60 Logan, p. 64. 

fil 
Brown, vol. 3, p. 8. 
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booking by Charles Thomas Parsloe who opened office in the Chambers 

Street Theatre in New York in 1850 and continued to do business into 

the early 1860s from various locations,^^ but it was not until the 

end of this period that the booking agencies in New York became 

popular. 

Through the 1860s, 1870s, and into the 1880s, the business of 

booking tours and theatres was still handled by the individual 

theatre managers and the performers or their agents. Most stars were 

represented by agents or managers by this time. Francis Wilson de

scribed the process of booking tours as it was carried on in the 

1870s in the United States. 

. . . The out-of-town manager would come to New York in the 
summer, and hie himself to the 'Rialto,' then on Union 
Square, where he could find every phase of the business 
itself conducted upon the pavements. The most prominent 
players, including the stars and their respective managers 
and agents, could be found parading the sidewalks, their 
datebooks in their hands.53 

There was not a booking office in New York until Hal Sleeper 

Taylor established an Exchange in 1875. He rented desks set up in 

a large office to out-of-town managers who came to New York in the 

summer to book engagements for their theatres for the fall and winter 

season. 

By the end of the 1870s there was some booking done by agents. 

Their number and influence was growing, but the individual contact 

"on the Rialto" or by mail was still the accepted way of booking a 

season. Unfortunately, much of the time neither the performers nor 

the theatres acknowledged contracts as completely binding on all 

parties. Contracts made by theatre managers, stars and/or agents 

were broken easily. 

^^Brown, v o l . 2 , p. 73 
CO 
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Houghton M i f f l i n , 1924), p. 154. 



76 

To compensate for this attitude toward contracts, the theatres 

signed multiple contracts for booking dates. Theatre managers who 

had small or especially weak stock companies who could not "cover" 

performances when stars did not arrive faced great losses. They 

protected themselves from this loss by booking two or more perfor

mances for the same dates. Multiple bookings also resulted when a 

weak performance was booked for a date and the manager had a chance 

to book a better known performance that promised greater profit. 

During the same time period, performers were having the same 

problem as the theatre managers and curing them by the same means. 

Difficulties of touring and traveling caused performers at times to 

be unable to keep dates or to keep them on time. They might receive 

an offer for a more profitable appearance, or, when they arrived at 

the theatre, they might find themselves superceded by another star 

or troupe, or, they might find that the scheduled theatre had been 

closed due to poor business. In order to guarantee a full calendar 

of performances touring stars and combinations booked themselves 

into two or more theatres during a time period. As more theatres 

were built and more actresses and actors left companies to tour, 

the problem intensified, making booking for all but the brightest 

stars and largest theatres a game of chance. 

Combination Companies 

The story of the theatre between 1860 and 1879 is the story 

of the development and domination of theatre by the touring combi

nation companies. Through the 1840s and 1850s most stars travelled 

alone, or with a husband or wife who might also be used as a sup

porting performer. As booking and arrangements became more compli

cated, stars began to use an assistant stage manager who went ahead 

to assure that the accommodations were adequate and the stock 

company properly rehearsed. 

By the late 1850s and early 1860s, the stock companies 

throughout the country were not so strong as they had once been. 
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Many performers left the security and restraint of the resident 

company to try their luck and to better their life by becoming 

touring stars. The stock companies were further weakened by the 

financial crisis of 1857 which forced the closing of many theatres 

and a reduction in company size in others. The result was that 

touring stars could not be sure of an adequate supporting cast when 

they appeared, particularly in the second leads (Brutus, lago, Lady 

Macbeth). For this reason the name stars began to have their own 

second leads accompany them on tour. This was the beginning of the 

complete or combination company. 

There is some disagreement as to the origin of the term "com

bination company," as well as to the date the first company began 

touring. This disagreement is perhaps caused by the fact that there 

seems to be no clear definition between the star who was accompanied 

by supporting players and a full company. Manager M. B. Leavitt in 

his Fifty Years in Theatrical Management stated that 

In 1862 Henry C. Jarrett, a manager of great ability, 
formed an alliance with E. L. Davenport, James Wallack, and 
William Wheatley, using the term 'combination,' thus, making 
first use of what later came into general vogue in the pro
fession. 54 

He also agrees with the report of Joseph Jefferson that Jefferson 
65 

had the first combination company in the late 1860s. "What is now 

known as the 'combination system' was initiated in 1867-68 by Joseph 

Jefferson and Charles Wyndham, who took their own organizations on 

tour."^^ 

However, Eugene Tompkins in his History of the Boston Theatre 

noted that "No regular dramatic company was engaged for the season 

^\eavitt, p. 83. 

^^Joseph Jefferson, The Autobiography of Joseph Jefferson 
(New York: The Century Company, 1891), p. 241. 

^^Leavitt, p. 79. 



78 

of 1859-60. The time was filled by combinations, the theatre at 

times closed for a week or more." Such a company, headed by Mrs. 

John Wood and Joseph Jefferson, opened on February 6, 1860, and 

remained two weeks, playing The Unequal Match, The Loan of a Lover, 

Jenny Lind, Somebody Else, The Invisible Prince, A Roland for Oliver, 

Fortunio, The Rough Diamond, All That Glitters Is Not Gold, and 

Mischief Making. The other members of the company were Emily 

Mestayer, Miss Gimber, A. H. Davenport, Harry Pearson, Harry Russell, 
CO 

and Messrs. Munro, Wall, and Kingsland. 

The same theatre history lists "Fox's Great Combination Com

pany" for the week of July 1, the closing of the season of 1866-67. 

The Boston Theatre at the time maintained a company of twenty-five 

which included Edwin Booth (as one of the lessees) and J. B. Booth, 

Jr. as acting and stage manager. There is no title given for the 

performance of Fox's company, only a list of performers, none of 
69 

whom were in the regular stock company. 

The growth of the combinations in the late 1860s and early 

1870s was slow in a country still devastated by war. Robert Grau in 

The Business Man in the Amusement World said. 

There were few agencies in those days and the most 
primitive ideas prevailed. A manager with more than one 
or two theatres was a rara avis; the stock company was 
then prevalent and there was a derth [sic] of touring 
combinations.70 

The touring star and the theatre stock company was the order 

of the day during the period between 1860 and 1870, but after its 

introduction the combination company flourished. As railroads spread 

fi7 

Tompkins, p, 78. 

^^Tompkins, p, 80. 

^^Tompkins, p- 134. 70 Grau, Business Man, p. 2. 
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throughout the nation, travel became easier. The local theatres, 

particularly those outside the major metropolitan areas, found it 

more profitable to rent the building to a full or partial company 

than to maintain a complete company. The programme with an after

piece or farce and interludes was replaced by long running single 

shows. Therefore, it was less expensive for a manager to produce 

one show and then "take it on the road" than to stage several dif

ferent shows a week. 

Theatre Staff 

As theatres grew and technical spectaculars and ballets became 

popular, the theatre staff increased in number and each member became 

more specialized. The basic positions remained the same, but respon

sibilities were divided and the designations became more specific. 

Instead of the usual listing of "painter" in histories of individual 

theatres in this period, listings included "scenic artist." As 

historical accuracy and realism became more popular, more listings 
72 for "costumers" appeared. 

The positions of stage manager and prompter are listed by the 

same titles, but descriptions of responsibilities given by contempo

rary writers indicate that the position of the stage manager was much 

closer to that of the modern stage or artistic director and the 

prompter had responsibilities closer to those of the modern stage 

manager. The theatre manager was assisted by the treasurer, ticket 

taker, and door keeper, and devoted his or her attention to the fi

nancial matters of the theatre. The stage manager dealt with the 

performers, scene painters, carpenters, wardrobe assistants, property 

men, gas men, and scene shifters. It was the stage manager who 

prepared the production. Miss Logan stated, ". . .he [the stage 

71 Tompkins, p. 127. 

17 
Brown, vol. 3, p. 95. 
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manager] is never an outsider, as the manager so often is." She 

listed duties of the stage manager as the casting of parts, the 

presenting of plays, and the direction of the performers at re

hearsal. The prompter, according to Logan, was worked hard and 

poorly paid. The chief responsibility of the prompter was to pro

vide the correct word or phrase if a performer became forgetful. 

The prompter also signaled the curtain, turned the gas up and down, 

signaled the music to begin and whistled for scene changes. He or 

she might also have to fill in for an ill performer if necessary. 

Each theatre still employed call-boys, property men, mechanics 

(stage hands), scene painters, stage carpenters, scene shifters, back 

door keepers, janitors, gas men, fire men, wardrobe keepers, dres

sers, ushers, door keepers, policemen, ticket sellers, treasurers, 

and bill posters. A typical listing for a theatre staff, from 

Wallack's Theatre in 1866, is "Edward Mollenhouer . . . leader of 

the orchestra; John Gilbert, acting manager; John Selwyn, stage 
75 

director; J. S. Wright, prompter; and Theo Moss, treasurer." 

Managers of the period, except for those like Augustin Daly 

in New York, J. B. McVicker in Chicago, Tony Pastor and Harrigan 

and Hart in New York, limited their activities to the "front of the 

house," or the business activities of the theatre. More and more 

business people who had no stage experience or connections became 

managers of theatres. Many of them were salesmen who had begun as 

the advance agents who handled the business of touring stars and 

later the combinations. Others began in the box office or "on the 

doors" and worked their way up through the theatre organizations. 

Whatever the background, it seldom included training in, under

standing of, or appreciation for theatre production. 

^^Logan, p. 122. 

^\ogan, pp. 122-25. 

^^Brown, vol. 2, p. 261. 
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The rise of the independent business manager who travelled 

with or in advance of the companies is traced in the autobiography 

of Francis Wilson. According to his account, the traveling stars 

employed assistants and advance agents "in matters of routine and 

so allow them to conserve their energies for the more congenial 

task of acting." He describes these managers as "courtier-like 

servants" with the ambition to be associated financially with a 

successful business through some investment. The investment was 

sometimes in cash in return for an interest in the enterprise (the 

star). The assistant usually had authorization to deal in the actor's 

interest with comparative freedom. They found new material for the 

star and made all business arrangements. The actor-managers of the 

companies welcomed freedom from financial and business responsibil

ities and concentrated of the "art" of the productions. Thus, the 

agents and assistants with no theatre experience gained control of 
-JC 

the star and the combination companies. 

It was not unusual for the members of the staff or company 

to hold a position in both areas. As an example, the "super" 

captain at the Boston Theatre was also the theatre's janitor, and 

held the positions for over twenty years. 

The salaries of the theatre staff rose during the period. The 

salaries of the technical crews and the management staff became com

parable to the salaries of the performers. Olive Logan gave salary 

levels for theatre staff at the end of the 1860s. Stage carpenters 

and scene shifters were paid ten to fifty dollars a week "according 

to ability." They worked from nine in the morning until midnight. 

The prompter earned twenty-five to fifty dollars, the call-boy fif

teen dollars, and the property man from fifteen to thirty dollars. 

The fly gallery and curtain men were paid ten to twenty dollars. 

Each theatre employed two or more scene painters at from sixty to 

^^Francis Wilson, p. 154. 

^^Tompkins, pp. 139-40. 
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one hundred dollars a week. The stage door guard made ten dollars; 

the women who cleaned the theatre six dollars each; the gas and fire

men six to twenty-five dollars; the costumer or wardrobe keeper 

twenty to forty dollars; dressers five or six dollars; ushers four 

to six dollars; doorkeepers twelve dollars; policemen five dollars; 
78 and treasurer twenty-five to forty dollars. [Leading actors were 

paid forty to sixty dollars.] 

Acquisition of Place to Perform 

In the 1860s a new theatre person came to prominence, the 

lessee of the theatre. This new theatre manager was not the head 

of the stock company, but leased the theatre building from its owners 

and hired an experienced person as its manager. The lessee took care 

of the business of the theatre or "front of the house." The manager 

supervised the putting up of the production and the supervision of 

the acting company. The Boston Theatre is an example of this organi

zation. At the Boston Theatre in 1866, Edwin Booth and John S. 

Clarke were billed as the lessees. J. B. Booth, Jr. was the acting 

and stage manager. The history of that theatre stated, "Thayer and 

Tompkins [proprietors] were in reality the powers behind the 

throne."^^ The programs for the season of 1871-72 read, "Thayer and 

Tompkins, Proprietors. J. B. Booth, Lessee and Manager." The busi-
80 

ness agent was H. A. M'Glenen. 

The standard fall and winter season opened in September and 

closed in May. The theatre was then vacant from June until August. 

If the current lessee did not have the option for the summer, the 

theatre could be rented to another company for the season, or the 

winter manager might sublet the theatre. Daniel Frohman wrote that 

in the late 1870s "It was the custom' for minstrel companies and 

^\ogan, pp. 94-5. 

'Tompkins, p. 127. 

^^Tomkins, p. 175. 
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other theatrical combinations to rent theatres outright during the 
81 

dull summer months." By this method the theatre owners got the 

rental and the theatre performers and staff had income for what might 

have been a period of unemployment. A common agreement for the lease 

was a percentage of the receipts. In 1867, Augustin Daly leased the 

New York Theatre for the summer and paid seventy-five percent of the 
82 

receipts to the owner. A more common arrangement was half the 

receipts for the manager and half for the owner. 

An arrangement, usual for the time, was made by Augustin Daly 

for the construction of the New Fifth Avenue Theatre in 1873. The 

property for the theatre was owned by the Gilsey family. The family 

offered to build a theatre on the site from Daly's plans if he 

decorated it and supplied the equipment for the theatre at his own 

expense. The equipment and decorating cost forty thousand dollars 

before the theatre opened. The rent was thirty thousand dollars 

each year for the first five years and thirty-five thousand a year 

thereafter. 

Programme 

The institution of the long run represented one of the major 

and far reaching changes in theatre management during the period 

between 1860 and 1879. At the beginning of the period, the programme 

for a night consisted of a farce or afterpiece and a full-length play 

with interludes of song, dance, recitation, or variety acts. 

The repertoire was standard and made up largely of the 
plays of Shakespeare and other classics. There were no so-
called 'society plays,' and there was very little in theatre 
that had anything to do with contemporary life.84 

^•^Daniel Frohman and Isaac F. Marcosson, Charles Frohman: 
Manager and Man (New York: n. p., 1916), p. 19. 

^^Daly, p. 74. 

^^Daly, p. 145. 

°^Drew, p. 32. 
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In the opening years of the period, the whole country, including 

the theatres, were suffering from the major financial crisis of 

1857. Leavitt reported, "In the years 1859-60-61 many of the 

leading managers were at their wit's end to find attractions strong 

enough to draw current expenses, although rents, salaries, and 

stage productions were exceedingly low." 

Expenses, already cut drastically, had to be cut even further 

in order to prevent the closing of theatres. One effective way of 

cutting costs was to eliminate the production of many different 

scripts and to retain a financially successful play for as long as 

possible without having to spend money for the production costs of 

a new show. This economy included expenses for the production of 

afterpieces and farces and the payment of outside talent for inter

ludes. 

In the 1840s and 50s small theatres would extend the run of 

shows that were expensive to produce. John Rice in Chicago ran a 

production of Mazeppa for two weeks to recoup extra production costs 
oc 

in January of 1852. Another way managers lengthened runs was to 

produce farces and afterpieces for two consecutive nights overlapping 

the change of the main production which also ran for two consecutive 

nights. This guaranteed that there were no two nights with the same 

programme, and allowed more performances for each production. 

Another justification for the institution of the long run was 

the problem which faced Augustin Daly in 1869. 

As the season wore on the manager began to look for an 
attraction which would last longer than three weeks and 
give his company a rest from incessant rehearsals. Twenty-
one plays have been produced in six months, and even the 
mechanics were worn out.87 

Leavitt, p. 75. 

ftfi 
John Blake Rice, Weekly account book for Rice's Theatre, 

Chicago, 1851-1857; bound with his day book for 1858-1872, Chicago 
Historical Society (University Microfilm #7765). 

^^Daly, p. 97. 
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During this time period, the long run show which received the 

most publicity was The Black Crook. This, the first of the ballets, 

opened September 12, 1866 and ran four hundred and seventy-five 

performances. However, The Black Crook was not the first long ^ 

running play. In 1852-53 Uncle Tom's Cabin ran for three hundred 

consecutive performances. Laura Keene's The Seven Sisters ran for 

one hundred seventy nights in 1860. The ballet or pantomime Humpty 

Dumpty ran over one thousand performances between 1868 and 1872. In 

1879-81 Steele Mackaye's Hazel Kirke played for more than two years. 

Productions which ran as long as The Black Crook, The Seven 

Sisters, Humpty Dumpty, and Hazel Kirke were, however, still the 

exception rather than the rule. The real impact of the longer run 

can be seen in the schedule of the Boston Theatre for the season of 

1869-70. A stock company played at the theatre with Frank Roche as 

the leading man. The season opened on August 16 with the spectacular 

pantomime The Seven Dwarfs which ran for five weeks. On September 20 

Mr. and Mrs. Barney Williams began a one month run during which they 

played The Fairy Circle, The Emerald Ring, and All Hallow Eve, with 

the afterpieces The Custom of the Country, Ireland As It Was, Yankee 

Courtship, and The Irish Tiger. Next came the stock company in 

Formosa by Dion Boucicault for a week and a half. This did not draw 

an audience. Beginning October 27, George Fox played in the panto

mime Hickory Dickory Dock, and the attraction was the Kiralfys, Imre 

Bolossy, and Haniola, in their Hungarian dancing. This presentation 

lasted for one week. On Sunday, October 31, Anna Dickinson lectured 

on "White Sepulchres." Edwin Booth opened on November 4 and played 

a week and a half in his usual repertoire. On November 15 Maggie 

Mitchell began a four week season of The Pearl Of Savoy, Little Bare

foot, Lorle, Margot, Katty O'Sheal, and Fanchon. The stock company 

appeared on Saturday nights. For J. B. Booth's benefit on November 

20, Edwin Booth played Richard III. Business continued in like 

manner until June 6 when Minnie Wells appeared with her "Zoological 

Collection of African Lions and Pumas, the Elephant 'Timour' and two 

Desert Camels," in The Lion of Nubia, or the Hunters of the Nile. 
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"Business was disastrous and the company disbanded, leaving the animals 

in the theatre, where they remained for many days, unwelcome and mal-
88 

odorous guests." 

Acquisition of Scripts 

In the 1860s plays were still purchased directly from play

wrights. The Copyright Act of 1870 provided protection for artistic 

creations, including play scripts. By the end of the decade royalties 

were to be paid for the right to perform and an increasing number of 

managers were being sued for producing scripts for which they did 

not hold the rights. However, the practice of playing scripts with 

only a title change continued. An illus':ration of the continuing 

direct sales of scripts is the appearance of Lucille Western at the 

Winter Garden Theatre in New York in 1862 in East Lynne, a script 
89 

she had purchased from Clifton W. Tayleure for one hundred dollars. 

With the purchase of all the rights to a script, the actual 

authorship of the play was frequently lost. The owner occasionally 

claimed authorship. One such confusion of authorship was over the 

play Rosedale, supposedly written by actor Lester Wallack. The play 

was actually purchased by Wallack from Fitz James O'Brien for one 

hundred dollars. The play was a close dramatization of a novel. Lady 

Lee's Widowhood, which had been printed in Blackwood's Magazine. 
90 

Wallack was credited as playwright for over twenty-five years. 

Sometimes even the purchase of the American rights to a play 

was not a guarantee of its sole production, no matter how closely 

guarded the script was. In 1867 Lester Wallack brought a suit against 

William J. Florence to prevent the production of Caste by Florence in 

America. T. Allston Brown recounted the story: 

^^Tompkins, pp. 158-65. 

^^Brown, vol. 3, p. 456; Leavitt, p. 83 

^^Brown, vol. 2, p. 252. 
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. . . Lester Wallack, who had secured the American rights to 
this comedy, applied to the courts for an injunction to 
restrain the manager of The Broadway from producing it. 
Mr. Florence testified on the stand that he had attended 
the Prince of Wales Theatre, London, and there acquired, 
by memory, a knowledge of the play, which he afterwards 
transferred to paper. He made no claim whatever to having 
purchased a right to the play, but simply claimed that a 
foreign author had no privileges under the American copy
right law. This view of the matter was sustained by Judge 
Barnard, who refused to grant the injunction.91 

This claim by Florence defeated Wallack. He was unable to stop the 

production of the play with the charge of piracy. Daly commented on 

Florence's claim, "Florence's plea was skeptically regarded at the 

time, but considering an actor's power of committing to memory the 
92 longest part, it was hardly open to question." 

It was not only the production of an entire script that brought 

about court battles. Augustin Daly had problems in 1867-68 with a 

special effect involving a man tied to a railroad track and rescued, 

which he had introduced in his hit play Under the Gaslight. 

Boucicault used the same effect in his play After Dark produced in 

London, then sold the rights to Jarrett and Palmer at Niblo's Garden 

in New York. Daly got an injunction against them from the Federal 

Court and the managers paid a royalty for each performance of the 

effect. The next year Daly had to sue again to protect the same 

effect when it was introduced into one of the scenes in Humpty 

Dumpty. The scene was modified and Daly collected a fee for its 
94 

use. 

Transportation 

The greatest change in transportation during the years between 

'Daly, p. 41. 

Brown, vol. 2, p. 518. 

92, 

^^Daly, p. 76. 

^ Brown, vol. 2, p. 159. 
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1860 and 1879 was the proliferation of railway lines in the eastern 

United States and the completion of the transcontinental line in 

1869. Tours were still made by wagon, stagecoach, and ship, but 

the railroad provided an easier, more convenient way for groups to 

travel. 

Railways and their agents soon became experts in moving 

theatre troupes from town to town quickly and efficiently. Some 

agents specialized in the transportation of theatre groups and made 

careers of it. As railway agents and theatre companies gained 

experience in touring by train, it became popular for companies to 

try to set records for performances in two different towns within a 

short period of time. One such was a company managed by Augustin 

Daly in 1871. His company presented the play Divorce in Philadelphia 
95 and New York on the same day. In 1876 a company managed by Jarrett 

and Palmer set a record for the fastest rail time between New York 

and San Francisco that was not broken until 1906. This company of 

Henry V, starring Lawrence Barrett, crossed the continent in eighty-

three hours, thirty-nine minutes, and sixteen seconds at a rate of 
96 

speed of from forty to forty-four miles an hour. 

Frederick Warde, a touring actor of the period, describes rail 

travel in the same year. 

After Richmond, we traveled by a special train, not the train 
deluxe of the present day [1920], simply a passenger coach and 
a baggage car attached to a wood-burning locomotive. The 
roadbeds were soft, the rails of iron, so our progress was 
necessarily slow, and at intervals we stopped at wood piles, 
and all the gentlemen of the company would alight and assist 
the trainmen to throw wood on the tender.97 

Fast transport by rail was one of the primary factors in the growth 

of the combination companies and the resultant change in American 

theatre management. 

^^Brown, vol. 2, p. 411. 

^^Brown, vol. 2, p. 119. 

^''warde, p. 124. 
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Conclusion 

The American theatre of the years between 1860 and 1879 was 

troubled economically. In the early 1860s war devastated the 

theatres. In 1873, as the theatres were beginning to recover, the 

country was struck by depression and it was not until the late 1870s 

that the theatres of America recovered. 

At the beginning of the era, theatres maintained stock com

panies organized along the traditional lines of business. At the 

end of the period, most of the stock companies had been disbanded 

and each performer was hired to play a specific role in a specific 

play. The use of benefits as part of salaries had vanished by 

1880. Regular cast members were paid a weekly salary. Stars were 

paid a salary for each performance or they received a percentage of 

the receipts. Salary levels for all theatre employees rose by sixty 

percent by the end of the period. 

The programme at the theatres was changed less frequently. 

Variety acts disappeared as did afterpieces and farces. Popular 

plays were repeated for weeks or even months. Ticket prices rose 

little. Ticket speculators had established themselves as an orga

nized business, causing further losses for theatre managers. Compli

mentary tickets were still expected by press, stockholders, and 

professionals. 

Advertising increased. Innovations in print included faster 

printing methods, color lithography, and reproduction of photographs. 

Bill posters organized themselves into a profession that controlled 

outdoor advertising. Newspaper advertising became more expensive and 

larger in size, incorporating both pictures and puffery. 

Theatre managers took steps to make contracts more binding on 

all parties and to have them upheld by the courts. Booking was still 

done by personal contact between manager and performer, but booking 

agencies had been established in New York by 1880. 

The staffs of theatres increased as their occupations became 

increasingly specialized. More historically accurate scenery and 
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costumes and the production of spectacular ballets increased the 

technical staffs. In 1860 theatres were owned by stockholders and 

leased to managers who produced shows. By 1879 many theatres were 

leased from owners or stockholders by landlord managers who in turn 

booked combination companies to fill the time. Fewer and fewer 

theatres actually produced shows. The production area of the theatres 

and the business area of the theatre moved farther and farther apart. 



CHAPTER IV 

THE COMBINATION COMPANY-1880-1896 

The last two decades of the nineteenth century were prosperous 

ones for the American theatre. The actor-managers who operated theatres 

with resident stock companies had almost gone out of existence. Stars 

of varying importance travelled from one "combination house" to another 

with their own combination companies. Theatres were leased by a landlord 

manager who booked combinations to fill the season. Tours were arranged 

through agencies in New York. The complications of the booking system 

brought about a coalition of booking agents and theatre lessees, the 

Theatrical Syndicate, that controlled theatre in the United States at 

the end of the century. 

Ticket prices remained stable. However, salaries and production 

expenses increased. The popular stars of the period included Edwin Booth, 

Laurence Barrett, Helena Modjeska, Mary Anderson, Clara Morris, Fanny 

Davenport, Julia Marlowe, Viola Allen, Maude Adams, E. H. Sothern, 

E. M. Holland, Nat C. Goodwin, Francis Wilson, Sol Smith Russell, William 

H. Crane, Otis Skinner, James O'Neill, and William Gillette. The host 

of popular foreign stars who toured the United States included Sarah 

Bernhardt, Coquelin, Adelaide Neil son, Henry Irving, and Ellen Terry. 

Transportation became extremely important to the theatre during 

this period. The ability for a large group to travel quickly from one 

city to another was essential to the combination companies which provided 

the productions for most of the theatres in the United States. Railroads 

became the major means of travel. 

Contracts became practical legal documents during this period, 

binding on both managers and performers and consistently upheld by the 

91 



92 

courts. Society dramas, historical romances, and technical spectaculars 

were the most popular plays of the period. Many of the most popular 

scripts were translations from French and German plays of the period. 

Box Office 

Ticket prices, even for special performances, changed little 

between 1880 and 1900. Popular prices in Niblo's Garden in 1884 ranged 

from fifty cents for reserved seats in the orchestra circle and balcony 

to twenty-five cents for the family circle.^ The higher priced Lyceum 

Theatre in 1885 charged from two dollars and fifty cents to one dollar 

and fifty cents for its tickets at the opening of the season. The 

highest priced tickets soon were reduced to two dollars. At the end 

of the period, in 1898, at the American Theatre in New York the prices 

of admission ranged from twenty-five cents for general admission to 

five dollars for a box seating six. Matinee prices were twenty-five 
3 

cents to four dollars at the same theatre. 

Sarah Bernhardt appeared in New York four times between 1880 

and 1900. In 1880 she appeared at Booth's Theatre as Adrienne Lecouvreur, 

Season tickets for her twenty-four performances were offered for sixty 
4 

dollars. Single tickets could be purchased for one to three dollars. 

Eleven years later, in 1891, she appeared at The Standard Theatre and 
5 

tickets were priced from one to three dollars. Bernhardt appeared a 

year later at the Metropolitan Opera House in Leah, the Forsaken. 

Tickets sold for seventy-five cents to three dollars. The Sarah 

H . Allston Brown, History of the New York Stage, vol. 1 (New 
York, 1903, reprint ed., Benjamin Blom, Inc., 1964), p. 220. 

Brown, vol. 3, p. 420. 

'^Brown, vol. 3, p. 584. 

Brown, vol . 3, p. 135. 

Brown, vol. 3, p. 261 . 

^Brown, vol. 3, p. 454. 
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Bernhardt-Coquelin combination appeared at the Garden Theatre in 

November of 1900. The regular prices for tickets were five dollars 

to one dollar and fifty cents, but on opening day, speculators were 

selling the five dollar tickets for twenty-five dollars. 

Henry Irving and his London company appeared in the United States 

in 1883 and 1896. There was very little difference between his admis

sion prices for the two tours. Irving appeared at the Star Theatre 

in October of 1883 in the American debut of The Bells. Ticket prices 

ranged from three dollars to one dollar. Speculators charged seven 
o 

and eight dollars for the highest priced seats. Irving and his company 
returned to America in 1896 and appeared at Abbey's Theatre. Tickets 

9 
were priced from three dollars to fifty cents. 

The introduction of variety houses and the 'continuous perfor

mance' system, which sold tickets at well below the usual prices and 

featured variety acts as entertainment, greatly influenced ticket 

prices during the late 1800s. 

[Pastor's Opera House] On January 20, 1896 there was a 
change in the policy of the house, when Tony Pastor commenced 
the 'continuous performance' system. The prices of admission 
were reduced to: balcony, twenty cents; parket [sic], thirty 
cents.10 

Boston Theatre, 1899 Fashionable vaudeville . . . at 
prices ranging from fifteen to fifty cents, opened April 2 

11 

During the last two decades of the nineteenth century some 

managers offered extra inducements to their patrons in order to lure 

them to the box office. The managers offered gifts to one or all 

Brown, vol. 3, p. 530-31. 

^Brown, vol. 2, p. 304. 

Brown, vol. 3, p. 596. 

^^Brown, vol. 3, p. 84. 

11 Eugene Tompkins and Quincy Kilby, The History of the Boston 
Theatre (New York, 1908, reprint ed., Benjamin Blom, 1969), p. 476. 
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members of the audience. 

[Boston Theatre, 1891] As a special inducement to matinee 
patrons, each lady or child attending was given a quarter-pound 
box of Huyler's candy. When the engagement was over there was 
enough candy in boxes left in the theatre to give every attache 
permanent indigestion.'^ 

[Boston Theatre, 1894] On the afternoon of June 5, after the 
Trilby matinee, a pair of small but expensive slippers was given 
to the lady whose feet they best fitted at a public trial. Miss 
Carrie Ellis of Westwood was the fortunate contestant. This 
Cinderella-like contest was most amusing to the spectators.13 

[Bijou Theatre, 1897] . . . The management promised 'cold 
tea' souvenirs to the audience, which consisted of two small 
bottles of whiskey in a satin box. Excise inspectors, however, 
stopped the giving away of liquor in the theatre, but the 
management got around this difficulty by giving their patrons 
checks for the-'souvenirs' which were honored at the bar next 
door to the theatre.14 

Augustin Daly began a series of subscription nights in 1888 which 

were successful in bringing more people to his theatre. His brother 

reported 

In this season of 1888-9 Mr. Daly inaugurated an innovation 
in theatrical practice in America--a series of subscription 
nights, on which revivals of former successful plays were to be 
produced. Only a theatre with a company that had been accustom
ed to act together for years could have announced such a pro
gramme. The subscription book was filled six weeks before the 
first performance.'^ 

16 
The single tickets for the same nights were priced from twenty-five 

dollars for orchestra chairs to two hundred dollars for stage boxes 

Frederick Warde reported that in Phil delphia another attendance 

^^Tompkins, p. 394. 

^-^Tompkins, p. 426. 

^^Brown, vol. 3, p. 200. 

^^Joseph Francis Daly, The Life of Augustin Daly (New York: 1917), 
p. 483. 

^^Brown, vol. 2, p. 559. 
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selling practice had come into being in an attempt to increase atten

dance at the theatres there. Organizations purchased blocks of tickets 

at reduced prices and resold them to their members. This brought more 

people to the theatre and increased the treasury of the organization at 

the same time. 

Complimentary tickets 

Free tickets for the owners of the theatre, the management and 

the press had, by the latter decades of the nineteenth century, become 

a matter of form. A report of a performance in 1887 at the Fifth 

Avenue Theatre is an example of a loss of revenue to those expecting 

free tickets, even when tickets were sold by auction. 

Mrs. J. Brown Potter made her first appearance on the profes
sional stage October 31, 1887. The auction sale of seats . . . 
took place afternoon of October 20. The box usually reserved for 
Manager Stetson's use went for $400, while the next one brought 
$200. Box A was held, as usual, for the Gilsey family (owners 
of the theatre). Sixty-four seats were reserved for the press 
and speculators bought nearly all the rest.l^ 

Professional matinees were still a custom throughout the 1880s 

and 1890s. T. Allston Brown lists professional matinees at the Academy 
1 q ?n 

of Music on January 24, 1882,'^ at the Star Theatre on April 19, 1888,^'' 
21 

at Palmer's Theatre January 11, 1892, and at the Star Theatre on 
77 

November 14, 1895. These performances are listed as outstanding 

examples of the practice. 

Manager Robert Grau commented on these matinees: 

^^Frederick Warde, Fifty Years of Make-Believe (New York: The 
International Press Syndicate, 1920), p. 233. 

^^Brown, vol. 3, p. 48. 

^^Brown, vol. 2, p. 92. 

^^Brown, vol. 2, p. 323. 

^^Brown, vol. 3, p. 344. 

^ Brown, vol. 2, p. 338. 
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The average manager is well aware that the week before 
Christmas and Holy Week finds fifty percent of the country's 
stage workers in New York, and thought the loss of their salaries 
for these two weeks has been greatly compensated for by the 
privilege professional matinees, which has always been theirs, 
to witness the current successes at the metropolitan theatres. 
To deny them this, their one and only source of acquiring 
practical knowledge of their art, seems indeed cruel.23 

Ticket Speculation 

Speculation with tickets had become a big business by the 1880s. 

T. Allston Brown reported a performance by Henry Irving in 1899 that was 

especially used by the speculators. 

. . .The receipts for the twenty-two performances aggregated 
about $80,000 or an average of nearly $4,000 a performance. The 
public really paid more than these box office figures, for, of 
course, the speculators got hold of some of the tickets, and 
made the latecomers pay high premiums accordingly. On the 
opening evening as high as $12 was paid for a single ticket, 24 
and $5 ruled throughout the three weeks in the sidewalk trade. 

However, the speculators did not always make a profit. There 

were times when they misjudged and were forced to take less than the 

original ticket prices for unwanted tickets. When Wilson Barrett made 

his American debut at the Star Theatre in 1886, the prices of admission 

were raised and speculators bought up many of the tickets. The spec

ulators were offering seats at less than half price an hour after the 
. 25 opening performance. 

As usual, Augustin Daly led the fight in the courts to rid the 

managers of the threat of ticket speculators. 

. . . Daly did .. . the American playgoers signal service. 

. . . he invented and put into operation a scheme to defeat 
speculation. He had been a constant foe of that form of mono-

^^Robert Grau, The Business Man in the Amusement World (New York: 
Broadway Publishing Co., 1910), p. 86. 

on 
Brown, vol. 3, p. 602. 

OK 

Brown, vol. 2, p. 316. 
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poly, even obtaining judicial recognition of the manager's right 
to exclude from his theatre purchasers sidewalk operators, but 
those traders had so many ways of eluding detection in buying 
seats at the box office to sell at a hundred percent profit on 
the streets, that Augustin devised the following plan: The 
purchaser of seats for a particular night received simply a 
slip of paper with a number on it, exchangeable at night for 
the actual ticket purchased. As speculators could not sell 
slips containing merely a numeral, and no indication of the 25 
number or location of the seats, they retired from the field. 

Advertising 

Theatrical advertising as it became known in the twentieth century 

began in the late 1870s. Billboards, posters, dodgers, and newspapers 

continued to be the primary media used for advertising in the 1880s 

and 1890s. Major increases in printing quality, speed, and in the 

ability to print pictures greatly enhanced the effectiveness of these 

media. Multiple color lithography became the standard process for 

bills and posters. Newspapers were able to print "flashlight" photo

graphs of actual productions for the first time, as well as portraits 

of the leading stars. 

In addition to the usual media, the new emphasis on business and 

box office forced managers to use great imagination when advertising 

their shows. One such scheme in 1885, well documented by both Daniel 

Frohman and E. H. Sothern, was a project to advertise the fiftieth 

performance of The Highest Bidder. Sothern and his brother convinced 

Charles Frohman to send souvenir programs of the show to stars in 
27 

England by messenger. 

As the fiftieth night of the play approached, we began to 
consider what sort of souvenirs we would give out to the audi
ence following the current custom. . . . So he [E. H. Sothern] 
made sketches of all the characters in the play for a brochure 
which we presented to the audience. . . . 

25Daly, p. 388. 

^^Edward H. Sothern, The Melancholy Tale of Me: My Remembrances 
(New York: Charles Scribner's Sons, 191b), pp. 300-1. 
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The telegraph company sent us "Number 1222" a bright boy 
named Eugene B. Sanger. He took the next boat to London, neat
ly uniformed and bearing fifty souvenirs addressed to prominent 
stars of the English theatre. By the same steamer, he brought 
back the autographed receipts for these souvenirs. Sanger's 
trip was featured with big headlines and pictures in newspapers 
both here and abroad. . . . He was photographed in London with 
Buffalo Bill and the famous Colonel's entire Wild West Show.28 

Even more flamboyant advertising competitions took place when two 

touring shows were scheduled in the same town at the same time. One such 

was a contest between two comic opera companies that began in Louisville, 

Kentucky. 

When the A. L. Wilbur comic Opera Company arrived in Louis
ville to play comic opera at ten, fifteen, and twenty-five cents, 
it found Pauline Hall as an opposing attraction. The Wilbur 
Company had been making big money, while adversity had hit the 
Chase organization. Miss Hall was playing in Dorothy, an opera, 
with the sheriff sitting on the company's trunk. The manager of 
the company worked a story into the newspapers which had a slur
ring reference to twenty-five cent opera. Miss Hall was starv
ing with a two-dollar show. The story riled Mr. Wilbur and he 
went to the bank and drew out $50,000 in gold and had it piled 
up loosely in a window of Wolf's Jewelry Store. On this gold was 
placed a sign, which read 'This is what twenty-five cent opera 
produces. If any two-dollar opera manager can duplicate it, 
he may have this money.' This 'ad' was a magnet, and farmers 
drove many miles to look at the money. 

When Cincinnati was reached, the Wilbur Company again had 
Miss Hall for its opposition, and in one of the store windows 
of the town a pair of her diamond-studded corsets were display
ed. They proved quite an attraction until Mr. Wilbur borrowed 
a pair of old corsets and had them displayed in another window, 
with real certificate of stock in the Pullman, Chicago & 
Northwestern and Adams Express Company, valued at $100,000, 
pinned all over them. A neatly printed card modestly announced: 
'This is what twenty-five cent opera amounts to.'^^ 

In 1886 the managers of Wallack's Theatre and the Bijou Theatre 

across the street began an advertising feud that lost both theatres 

^^Daniel Frohman, Daniel Frohman Presents (New York: Claude 
Kendall & Willoughby Sharp, 1935), pp. 68-9. 

^^M. B. Leavitt, Fifty Years in Theatrical Management (New York 
Broadway Publishing Co., 1912), p. bZZ. 
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their audiences. 

. . . The McCaull company were singing Serment, under the title 
of The Crowing Hen, at Wallack's. The competition had been fair
ly "respectaFTTlJntil June 17, when the Bijou management put a 
stereopticon on the roof of their building and threw pointed al
lusions to and jokes at the Wallack production on the wall of the 
Wallack Theatre building. When Col. McCaull had recovered from 
his indignation, he sent out for a lot of calcium lights, and, by 
turning them on the wall, drowned out the stereopticon pictures. 
Meanwhile, a noisy crowd blocked Broadway in the vicinity of the 
houses, and Captain Williams had to bring out the police reserves. 

The night of June 8 the contest was renewed with more vigor, 
and even less decency. The Bijou stereopticon was ready for its 
work on Wallack's wall, when an injunction, . . . was served on 
Manager Barton, restraining him from carrying out his purpose, so 
far as the Wallack wall was concerned. As an alternative. 
Manager Barton hung out a canvas screen from the Bijou itself, 
and turned the stereopticon on that, repeating the tactics of the 
previous night. About this time Col. McCaull and Theo. Moss retal
iated. They had hired the building next to the Bijou and their 
stereopticon was soon at work discounting the jokes or tneir 
rivals. That night closed with the Wallack orchestra vigorously 
playing 'The Barnyard Polka' from the roof of the Wallack porch. 

Saturday night, June 20, the street was blocked at an early 
hour, the daily newspapers having aroused great interest in the 
silly squabble. But managerial 'enterprise' had exhausted itself, 
the stereopticon, calcium and red lights doing the same work as 
on the preceding nights. All this cheap and rowdy method of ad
vertising was profitable to neither house. . . . the attendance 
actually fell off at both theatres. It had been light enough 
at the Bijou, prior to hostilities and it dimished at Wallack's 
which up to that time had been doing a very fair business.30 

Improvements of printing and increased size and use of billboards 

produced another problem for managers. There was more dispute between 

the actors and manager over letters six feet high than over letters two 

inches high. Billing (i.e., size of print and order of information) 

was stipulated for many years in the contracts and verbal agreements 

between actor and manager. The use of color, clear pictures, and 

letters several feet high, made these stipulations even more important. 

Just how important it became to many of the performers is illustrated 

30 Brown, vol. 3, p. 284. 
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by the following example: 

Adelina Patti's contracts in this country specified that on 
all printing her name should be one third larger than that of 
any other artist. When singing at the Chicago Festival in April, 
1885 with Mme. Nevada as the co-star, and after the first per
formance. Signer Nicolini [her husband] and an Italian friend 
emerged from their hotel at midnight with a short ladder, which 
they placed against a nearby fence upon which a poster announced 
both Patti's and Nevada's appearance. Nicolini mounted the 
ladder and, with a two foot rule, measured the length of the 
respective names of the singers. He found that Nevada's name 
was a trifle larger than that permitted by Patti's contract. 
The next morning there was a very busy scene in the impresario's 
office, but the matter was amicably arranged by the manager 
causing the bill-poster to slice out an inch transversely from 
the center of Nevada's name, which eliminated the middle of 
the letter "E." It looked ridiculous, but Nicolini was 
satisfied.31 

Increased quality of the media and increased advertising made 

theatrical advertising a growing business. The practice of the time 

was to have the manager of the theatre in each town handle advance 

advertising instead of simply sending in an "advance agent" to bill 

the town just before the arrival of the company. A "business agent" 

acted as manager for the company. For some combination companies 

the managers of the production paid a percentage of the advance adver

tising. The following is not only an explanation of the system, but 

foreshadows business management the Theatrical Syndicate. 

In 1884 . . . Ariel N. Barney was Brooks [Joseph! and 
Dickson's business representative in advance of their attrac
tion. In The Ranks. In October of that year this play had 
time at Nixon and Zimmerman's Chestnut Street Theatre, Phila
delphia. At the close of the engagement the house manager 
handed a statement of the extra ads which had appeared in the 
papers exploiting In The Ranks to Mr. Barney, who, as agent 
of Brooks and Dickson had agreed to stand the company's 
percentage of the total cost of the 'ads.' Mr. Barney 
scented, when he looked over the statement, a large-sized 
rodent, so he requested time to investigate . . . Then he 
went to the office of each newspaper on the list and got 
the detailed cost of all the advertisements. The newspaper 
differed so materially from those of the theatre management 

^\eavitt, p. 346. 
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that Mr. Barney was shocked. Was he to doubt the accountants 
of the Philadelphia press or Nixon and Zimmerman? On his 
presenting this, Nixon and Zimmerman tried to have Mr. Barney 
discredited by the public and discharged by Brooks and Dickson 
by daring to impute dishonesty to them . . . 

It is interesting to note that Joseph Brooks is one of the 
most active and important factors of the Theatrical Syndicate, 
which includes Nixon and Zimmerman.32 

Theatre Contracts 

Contracts signed by theatre personnel, both performers and 

management, were upheld by the courts during the last decades of the 
33 

nineteenth century. M. B. Leavitt tells of an actress who tried 

to break a contract with a theatre manager. 

The integrity of the theatrical contract of employment was 
forcefully maintained by him, in his case against Nora Bayes, 
who, by injunction, was prevented from working for months, 
although she had been earning $2,500 a week in vaudeville. 
Her case came before the Appellate Courts a number of times, 
but was always decided against her. Down to that time, an 
actress treated a contract as something to use as a basis 
for a claim against her manager, but to be disregarded when 
better opportunities presented themselves.34 

Nat Goodwin reported that the contracts bound the manager as 

well as the performers. He describes a manager who tried to save on 

salaries and ended up with extra expense. 

. . . He figured that whenever the receipts fell below a certain 
figure (which should have been sufficient profit for any play
house) they were losing money and Miles discovered that instead 
of the usual two weeks' clause in all of their contracts with 
the artists, they were engaged for a stipulated number of weeks. 
. . . The result was that a salary list of about fourteen hundred 
dollars a week represented a company walking around doing 

^\eavitt, pp. 279-280. 

33 
See Appendix F for a contract between M. B. Leavitt and Daniel 

Frohman in 1887 and Appendix G for a standard contract of Taylor's 
Theatrical Exchange. 

^^Leavitt, p. 596. 
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nothing. 

Actors who were often left stranded by the demise of companies 

and of theatres in this era could fight back effectively against 

managers who tried to victimize them. They began suing managers in 

the courts and using any means available to collect their money. In 

the 1890s reports of whole companies striking because their contracts 

had been broken by nonpayment of salaries became unremarkable. Two 

such strikes were at Hermann's Theatre in New York on November 6, 

1890, and at the Bijou Theatre in New York on May 22, 1895.'^^ 

Dramatic agents (as opposed to booking agents) of the period 

represented individual actors and actresses. The use of binding con

tracts extended to this relationship. T. Allston Brown reports a 

contract dispute with one of his clients that remained binding. 

[Star Theatre, 1886] On June 24, Mi Hooker's opera . . . was 
advertised with Mile. Aimee . . . as the star. George W. 
Leaderer and Charles Byrne were the managers. As this lady 
was under contract to Simmonds and Brown for the season of 
1886-7, and was to open her season in this city, those gentle
men refused to allow her to appear and the consequence was 
that Roberta Crawford appeared in the role announced for 
Aimee.^^ 

Performers' Salaries 

During the relatively stable financial period after 1880, the 

salaries of actors and actresses rose tremendously. However, performers 

receiyed only a salary. Performers were now paid either a flat fee 

per night or per week, or a percentage of the box office receipts. 

In 1880 Mrs. Gilbert, the veteran commedienne, joined Augustin 

"̂ N̂at C. Goodwin, Nat Goodwin's Book (Boston: Richard C. Badger, 
The Gorham Press, 1914), p. 142. 

-^^Brown, vol. 3, p. 216. 

"^'Brown, vol. 3, p. 297. 

^^Brown, vol. 2, p. 315. 
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Daly's company for the season of 1880 and 1881, as one of the four leads, 

at a salary of seventy dollars a week.^^ The same year Francis Wilson 

was hired as a utility man by a Shakespearean stock company for twenty 

dollars a week. In 1884 Charles Frohman organized a company to tour 

a show called In Caprice from Chicago to New York with Minnie Maddern 

as a star. She and her leading man received seventy-five dollars a 

week. An actor in a small part received fifteen dollars a week. The 

company salary list totaled six hundred and ninety dollars.^^ 

Daniel Frohman shows the differences in salary these twenty years 

(1883-1903) made. In 1883 Charles Frohman paid E. H. Sothern seventy-

five dollars for a role in a touring show called Nita's First. Twenty 

years later in 1903, he paid Sothern one hundred thousand dollars for 

a season of forty weeks in Shakespearean plays. In 1885, Frohman 

paid the leads of The Wife considerably less than he paid Sothern two 

years earlier. The juvenile, Henry Miller, was paid sixty dollars a 

week. The leading man was paid two hundred dollars and the leading 

lady one hundred and fifty dollars. 

Straight salaries was not the only way in which actors and 

actresses were paid. There were still those who preferred a percentage 

of the receipts. In 1883 M. B. Leavitt arranged a cross country tour 

to the Pacific coast with Sir Charles Wyndham. Leavitt said, "Under 

this arrangement, I gave Wyndham sixty-five percent of the gross 

receipts, and paid all railway fares for himself and company, guar-

3g 
^^Daly, p. 328. 

Francis Wilson, Francis Wilson's Life of Himself (New York: 
Houghton Mifflin, 1924), p. 60. 

Daniel Frohman and Isaac C. Marcosson, Charles Frohman, Manager 
and Man (New York, 1916), p. 86. 

AO 

Frohman, p. 87. 

Daniel Frohman, Daniel Frohman Presents (New York: Claude 
Kendall & Willouby Sharp, 1935), p. 71. 



anteeing that his share should not fall below $3,500 a week. 

104 

44 

A letter from Richard Mansfield (who was his own manager at this 

time when most actors were represented by agents) to Augustin Daly 

suggests that stars of magnitude could and did demand large shares of 

the play's income. 

From Richard Mansfield to Augustin Daly, 1892 One thing is 
very distinct in my mind and that is the impossibility and the 
inadvisability of making an appearance here otherwise than as 
a star of the first magnitude--I owe that much of the managers 
in other cities who render me sixty-five, seventy, and eighty 
percent of the receipts.45 

Stars in the 1880s and 1890s not only demanded and got large 

salaries, they expected additional benefits. Transportation was paid 

by the manager, not by the star. Daniel Frohman provided Modjeska 

with a private railroad car and carriage as well as a salary of 

$1,750 per week.^^ 

Benefits 

As the period progressed the benefits that had been presenta

tions of popular shows or popular performers became performance 

spectaculars that offered unique combinations of performers and 

performances not available at any other time. The majority of 

benefits described after 1880 are for charitable causes, although 

there were still a few given for theatre staff. 

Each year a benefit was given for The Actor's Fund. An unusual 

plan for the benefit in 1886, directed by Augustin Daly, shows an 

example of the elaborate benefits of the period. 

A triple performance for The Actor's Fund took place February 
4, 1886 under the management of Augustin Daly, with the coopera-

^^Leavitt, p. 476. 

^^Daly, p. 546. 
AC 

Frohman, Presents, p. 109 
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tion of A. M. Palmer and Lester Wallack. The plan of entertain
ment, . . . was thus arranged: Mr. Wallack's company appeared 
at two o'clock on that day at Wallack's Theatre in the second 
act of The Rivals, at three o'clock they appeared at Daly's 
Theatre in the fourth act, and at four o'clock they appeared 
at the Madison Square Theatre in the last act of The Rivals. 
Mr. Palmer's company appeared at two o'clock at the Madison 
Square Theatre in the first act of Engaged, at three o'clock 
they appeared at Wallack's Theatre in the second and at four 
o'clock at Daly's Theatre in the last act of Engaged. Mr. 
Daly's company appeared at Daly's Theatre at two o'clock in 
the first act of Love on Crutches, at three o'clock they 
appeared at the Madison Square ineatre in the second act and 
at four o'clock they appeared at Wallack's Theatre in the 
last act of Love on Crutches. Mr. Wallack addressed the 
audience at Daly's, Mr. Palmer at Wallack's, and Mr. Daly 
at the Madison Square. Reserved seats were two dollars and 
were good for either theatre.47 

A benefit for John Lester Wallack in the Metropolitan Opera 

House on May 1, 1888, had a special cast for a unique production of 

Hamlet. 

Hamlet 
Ghost 
Polonius 
Laertes 
Horatio 
Guildenstern 
Osric 
Marcel!us 
Bernardo 
King Claudius 

Edwin Booth 
Lawrence Barrett 
John Gilbert 
Eben Plympton 
John A. Lane 
Lawrence Han ley 
Charles Kohler 
E. H. Vanderfelt 
Herbert Kelcey 
Frank Mayo 

Francisco 
First Actor 
Second Actor 
Priest 
Ophelia 
The Queen 
Rosencranz 
1st Gravedigger 
2nd Gravedigger 
The Player Queen 

Frank Mordaunt 
Joseph Wheelock 
Milnes Levick 
Harry Edwards 
Helena Modjeska 
Gertrude Kellog 
Charles Hanford 
Joseph Jefferson 
W. J. Florence 
Rose Coghlan 

At no dramatic production in the history of the stage have 
so many prominent actors and actresses taken part in a single 
performance as on this occasion. The directors of the house 
gave it free of charge. The profits were $21,560.17, and there 
were three thousand, nine hundred and fifty persons in the house 
(seating capacity 3,045). It has been widely stated that this 
was the largest benefit, pecuniarily, ever known. This is not 
a fact, as the benefit tendered to Henry E. Abbey in this same 
house netted nearly $36,000. . . . The only free seats distri
buted for the Wallack benefit were those given to the press 48 

47 

48 

Brown, vol. 2, p. 422. 

Brown, vol. 3, pp. 444-45. 
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The custom of benefits continued throughout the period. While 

benefits were no longer given as part of the salary of performers, there 

were some given for the theatre staff. Brown reported on two typical 

ones. "Andrew Boyd, the janitor of the house [Booth's Theatre, 18831 

engaged Modjeska and her company for a performance of Romeo and Juliet 
49 

for his benefit."^^ "The house [The Fourteenth Street Theatre, 18901 

closed for the season June 21. J. T. Maguire, treasurer of the theatre, 

took a benefit Monday evening, June 23." 

The majority of the benefits reported are to honor a person for 

some outstanding achievement or for a charitable cause. The benefits 

were presented by a number of different performers who combined their 

specialties into a performance. Two examples of charity benefits are: 

"A matinee performance [Grand Opera House] given January 22 [18801 

was for the benefit of the starving women and children in Ireland. Lady 
51 

performers only appeared." "On the afternoon of March 23 [19001 there 

was a performance [Daly's Theatre] for the benefit of the Mother's and 
52 Babies Hospital arranged by Mrs. Robert Osborn, ..." 

Benefits were still given on the retirement or illness of an actor 

or actress. One such was a benefit given for the veteran actor George 

W. Howard, who "having become incapacitated by reason of illness, was 
53 unable to fo>Tow his profession." These benefits provided the only 

retirement funds for some of the older actors. 

Rules of Conduct 

The traditional rules of conduct with its accompanying forfeits and 

^^Brown, vol. 3, p. 144. 

^^rown, vol. 2, p. 502. 

^^Brown, vol. 2, p. 620. 

^^Brown, vol. 2, p. 588. 

^^Tompkins, p. 401. 
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fines was seldom mentioned after the 1870s.^^ Leman, in his biography 

of 1886, says that at that time they had not been completely abandoned.^^ 

One theatre manager who did maintain rules and fines was Augustin Daly. 

He even had a fine for any performer who spoke about his plays or rehear

sals to reporters.^^ 

Older actors and actresses of this latter period complained about 

the "unprofessional" younger performers who did not know how to conduct 

themselves in a theatre. Actors and actresses in combination companies 

who "made the stage wait," wore the wrong costume, or failed to know 

their lines were more likely to find themselves stranded without a job 

than simply required to pay a forfeit. The conduct of the company was 

generally imposed by the stage manager and the fellow performers, not 

by a set of posted rules. 

Stock Companies 

Few repertory stock companies remained in existence in the United 

States by 1880. Booking combination companies was more profitable for 

theatre managers than maintaining complete companies. Other contributing 

factors to the elimination of the stock company were the popularity of 

the long running show and the spectacular production. The traditions of 

the stock company, such as playing a standard line with a repertoire 

made up of the classics and having the ability to do many different 

plays within a short period of time.were no longer necessary or feasible. 

The technical spectacular and the new society plays moved further toward 

realism and away from the classic styles of acting and production. 

Actors and actresses of this period found more freedom and more 

profitable positions by leaving the repertory companies and joining 

^See Appendix H for a copy of the Rules and Regulations of 
Hooley's Theatre, Chicago. 

^^Leman, pp. 32-3. 

Marvin Felheim, The Theatre of Augustin Daly (Cambridge: Harvard 
University Press, 1956), pp. 32-3. 
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combination companies or by touring as stars. Their new independence 

provided another reason for the break up of the traditional stock 

companies. 

Otis Skinner gave an explanation of the demise of the stock com
pany. 

1878-79 at the Walnut Street Theatre [Philadelphia] saw the 
last of the stock company in that historic house.57 

With the ending of the dramatic year in Philadelphia, the 
old type of provincial star supporting company went out of 
existence in that city . . . It was disappearing everywhere: 
the public was growing tired of seeing the same people in the 
same clothes season after season, and welcomed the change that 
brought each week a set of new faces, fresh costumes, and com
plete scene settings.^° 

The Boston Theatre kept its stock company until the season of 

1886. There remained at the end of the period a few companies, mostly 

performing Shakespeare or other classics, who maintained a stock com

pany. When the Theatrical Syndicate closed theatres to certain per

formers, some banded together into companies to try to compete against 

Syndicate theatres. Few were successful. 

Children in the Theatre 

Throughout the years in American theatre, children had been used 

on the stage as utility actors and supernumeraries. These children 

worked under the same conditions as the adults. Any special considera

tions they received because of their age or size was based solely on 

negotiations between the individual theatre manager and the child's 

parent or manager. The law provided no protection because of age. 

In the 1890s, however. The Society for the Prevention of Cruelty 

to Children began to protect child actors and actresses against abuse 

and overwork. In 1892-, there were records of several children prevented 

from performing. 

Otis Skinner, Footlights and Spotlights (Indianapolis: The Bobbs-
Merril Co., 1924), p. W. 

^^Skinner, p. 79. 
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[The Standard Theatre! A child seven years of age named 
Mildred Ewer (described on the bill as La Regaloncita) made 
her debut in a recitation. It was intended that this child 
should appear in a dance, but she was prevented by the agent 
for the Society for the Prevention of Cruelty to Children.59 

[The Bijou Theatrej A little colored boy called 'Snowball, 
who was seen in the second act, was prevented from appearing 
after March 23, by the Society for the Prevention of Cruelty 
to Children.60 

Theatre Staff 

The average theatre staff increased in number as the duties for 

each position became increasingly specialized. The front-of-the-house 

staff became larger as it concentrated its attentio-^ more on the busi

ness aspects of the theatre and, thus, became more separated from the 

performance areas. 

Theatres abandoned the practice of using a large stock of scenery 

Instead, a design staff designed and built new scenery for each show. 

This new practice forced the technical staff to become larger and more 

specialized. Spectacular scenery for the ballets, increased realism, 

the use of the box set, and added historical accuracy became the trend 

at the end of the century. 

Several new designations in the listing of technical and busi

ness staff for theatres came into being in the 1890s. 

. . . The dramatic company was dispensed with and the theatre 
[the Boston Theatre! joined the ranks of the combination houses. 
For the season of 1885-86 the staff was as follows: Hill and 
Tompkins, proprietors; Eugene Tompkins, manager; H. A. M'Glenen, 
business agent; Noble H. Hill, Jr., treasurer; Lawrence McCarry, 
stage-manager; Napier Lothian, musical director; Charles S. Getz, 
J. S. Getz, John Sommer, and Richard Gannon, scenic artists; 
W. P. Prescott, machinist; J. B. Sullivan, properties; George 
Sevey, gas engineer; Daniel Hurley and Louis Goullaud, ticket 
agents; W. H. Onthank, chief usher . . . J. W. Taylor, master 
of auxiliaries.51 

^^Brown, vol. 3, p. 262. 

^^Brown, vol. 3, p. 293. 

^Vompkins, p. 322. 
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. . . For the season of 1894-95 the business staff was as 
follows: F. F. Pong, business manager; Lawrence McCarry, 
stage manager; Napier Lothian, musical director; J. S. Getz, 
John Sommer, and Richard Gannon, scenic artists; William P. 
Prescott, machinist; Edward C. Smith, gas engineer; J. F. 
Sullivan, properties; James W. Taylor, master of auxiliaries; 
W. H. Onthank, chief usher; C. D. H. Stockbridge, W. J. Finn, 
E. E. Marden, and C. D. Murphy, doorkeepers; W. H. Walsh, 
press representative; Charles H. Harris, advertising agent; 
Frank M. Buskley and Fred C. Parker, ticket agents; Quincy 
Kilby, treasurer."^ 

The number of employees in the cast and in the technical staff 

multiplied rapidly with the presentation of "spectaculars." One such 

was the presentation of Ben Hur at the Broadway Theatre in 1899. 

Ben Hur easily surpassed the old limits as a theatrical 
spectacle. . . . There were twenty-one speaking characters in 
the play. The chorus contained eighty singers, and one hundred 
and eighty extra people or supers were seen on the stage. There 
were forty stage carpenters, ten property men and ten stage 
clears.53 

A listing for Daly's Theatre in the early 1880s shows an example 

of a budget for the period. 

. . . The weekly salaries for seventeen ladies and gentlemen 
were $1,077, and for twenty-three chorus, $248; the mechanics 
or stage hand's wages were $236; the scenic artist's $60; and 
the ushers' , doorkeepers', etc., $88; the gas bill, $80; and 
advertising in sixteen papers, $300. . . .o4 

Booking 

By 1880 booking agencies existed in New York, but most bookings 

for star and combination company tours were scheduled by personal 

contact or by mail. Actor-manager Nat C. Goodwin explained, from the 

actor's point of view, how booking was done in the early 1880s. 

In those days, no arbitrary booking organization held sway. 

^^Tompkins, p. 418. 

^^Brown, vol. 3, p. 418. 

^^Daly, p. 321. 
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. . .we were all on our own.,. . .We arranged our bookings 
on the street. Hither and hither we flew, now procuring a week 
in Pittsburg or a night in Dayton, crossing recrossing from 
the Morton House to Union Square, corralling a manager for a two 
week's tour in the sunny South or four in the unattractive Middle 
West, ever and anon stopping on our way to engage the services 
of some particular actor we desired for a new play. We made 
railroad rates with hustling agents, . . . There was no 
Interstate Commerce law in force at that time. We made contracts 
with printers and appointments with authors simultaneously!55 

Manager/agent/historian T. Allston Brown explained the growth 

of the dramatic and booking agents in the 1880s that changed the picture 

painted by Goodwin. 

On May 7, 1879 I became a partner with Morris Simonds and opened 
offices . . . Mrs. Beaumont Packard was the next, . . . after 
whom came the Actor's Society with a dramatic agency of their 
own. . . . The first 'booking agency' was opened by Joseph 
Brookes [sic] and James Dickson . . . 'Booking agents' are men 
who obtain 'dates' for 'combinations' and 'stars' at the theatres 
throughout the country. 

Charles Frohman and W. W. Randall opened a booking agency 
. . . summer of 1887. Mr. Randall withdrew in the winter of 
1888-9 and Mr. Frohman continued alone, . . . The next to 
embark in the business was the Actor's Fund, which established 
a theatrical registry in 1885.55 

The major change in theatre management in America in the last 

two decades of the nineteenth century was the creation of the Theatrical 

Syndicate in 1896. Daniel Frohman commented 

It [the creation of the Syndicate] marked a real epoch in 
the history of the American theatre because within a year a 
complete revolution had been effected in the business. The 
booking of attractions was emancipated from the curb and cafe; 
a theatrical contract became an accredited and licensed instru
ment. The Syndicate became a clearing house for the theatrical 
manager and the play producer and the medium through which they 
did business with each other.5^ 

^^Goodwin, p. 99. 

^^Brown, vol. 2, p. 74 
c-j 
"Frohman, p. 186. 
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Of the five men who created the Syndicate, only one, Charles 

Frohman, was a theatrical producer. None of the five had any type of 

stage experience or any direct connection with the performance func

tions of the theatre. In the following excerpts M. B. Leavitt explained 

the events leading up to the formation of the Syndicate. 

. . . John E. Warner . . . rented two front rooms . . . early 
in the summer of 1883. About September of the same year H. S-
Taylor rented desk room from him and opened up the H. S. Taylor 
Theatre Booking Agency. In 1884 . . . Taylor, . . . took the 
lease from Warner and added the remainder of the floor--a large 
rear room--and filled the entire place with desks and inaugurat
ed the method of renting them to the principal theatre managers 
from all parts of the country. In 1888 Taylor sold out to 
Klaw and Erlanger, who continued this renting system . . . rr^ 
they still retained the name "Taylor's Theatrical Exchange . . . 

In his biography of Charles Frohman, Daniel Frohman explained 

the reason for the creation of the Syndicate from the point of view 

of the organizers. Frohman explained that in 1896 a group of theatre 

executives met at lunch at the Holland House in New York. The group 

included Charles Frohman, whose company scheduled tours for a circuit 

of western theatres; Abraham Erlanger and Mark Klaw, owners of Taylor's 

Theatrical Exchange and in control of a large number of southern 

theatres; Nixon and Zimmerman of Philadelphia; and Al Hayman, part 

owner of the Empire Theatre in New York. The subject discussed was 

the chaos caused by the current system of booking tours into theatres 

in the United States. The decision was made that the only hope, 

economically, was for all of the booking throughout the country to be 

centralized. All of the group committed their available time for all 

the theatres they controlled to be scheduled through Klaw and Erlanger. 

The access to all major theatres in the United States was soon controlled 
fiQ 

by the Theatrical Syndicate. "It was now possible for the manager of 

a traveling company to book a consecutive tour at the least possible 

^\eavitt, p. 265. 

^^Frohman, p. 186. 
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,70 

The opposite point of view is presented by Francis Wilson, an 

actor and opponent of the Syndicate. 

The contention of the Syndicate was that it must control 
the bookings of theatrical companies throughout the country 
in order to avoid ruinous opposition that happened from two 
prominent companies appearing in the same city or town at the 
same time; also, that it could not run its theatres and pay the 
percentages demanded by some unattractive stars whom it did not 
wish to book at a loss. There was reason in the first plea, 
none in the latter. . . . It is only too evident that the 
Syndicate had 'cornered' the theatres throughout America and 
was attempting to shut out all competitors and to bend every
thing in one direction, namely, the commercializing of the 
drama. When it was suggested that, given the power it was 
seeking, it might lead to the boycotting of many worthy plays 
and players, that nothing would be easier than a yearly scaling-
down of the player-manager's incomes until these player-managers 
were under the domination of the Syndicate, the Syndicate, . . . 
was shocked that its intentions should be so misconstrued. 

. . . Strongly organized, expert in matters of 'commerce 
and business' its struggle was with nervous, sensitive, temper-
mental people to whom, as a rule, matters of business were 
distasteful, and especially to whom the thought of organizing 
to protect an art, . . . was objectionable . . .'Let us not 
band ourselves into an association to oppose this Syndicate 
threat. It would be a mistake to lose the dignity and strength 
of individual, independent action;' and so saying helped seal 
our doom.71 

. . . There are just three essentials to . . . drama, no 
more; the author, the actor, and the audience. They are of 
equal importance and hold the same opinion of managers. All 
the rest can, and should, be hired. It is probably entirely 
due to the actor's lack of appreciation of his duty to himself 
and to his profession that managers as we now know them have 
come into existence.72 

Frohman, p. 186. 

^^Wilson, Life of Himself, pp. 150-51. 

^^Wilson, Life of Himself, pp. 153-54. 
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Acquisition of Place to Perform 

By the 1880s the touring combination companies had turned most 

theatre lessees into landlords who booked attractions from New York. 

These managers leased the building from the owners, whether an individ

ual, stockholders, or a company, for a fixed amount or a percentage of 

income. This amount might be paid annually or in installments. This 

primary lessee, might then sublet the building to another manager who 

booked the attractions. An explanation of how this worked is found 

in the leasing of Haverly's Theatre in New York in 1885. 

Barney Campbell obtained the lease of the theatre on 
April 30, 1885. This lease expired on September 1, 1889 and to 
secure it Mr. Campbell agreed to pay Samuel Colville and E. G. 
Gilmore, who held it, a $17,000 bonus over and above the rent 
that the estate of Marshall 0. Roberts obtained as owner of the 
theatre property. Mr. Campbell paid $5,000 cash down, and made 
arrangements to pay the remainder in four quarterly installments, 
giving endorsed notes as security. The theatre was then formally 
turned over to him. . . . To meet his obligations, Mr. Cambell 
syb-leased the theatre to E. E. Rice for the revival of Evangeline, 
and gave Messrs. Colville and Gilmore the right to collect the 
profits of the sub-lease, and devote the money to paying the -j^ 
theatre rent and clearing off his arrears of the $17,000 bonus. 

Most often the agreement contained terms preventing this compli

cation of sub-letting. This clause, of course, spawned many intricate 

agreements to get around it. One such, as an example, was the agree

ments that led to the dispossession of manager H. R. Jacobs from the 

Thalia Theatre in New York in 1888. 

. . . the theatre was leased by Mr. Kramer in July, 1886'to G. 
Amberg for a term of five years. The lease contained the usual 
provision that he was not to assign the same or underlet the 
theatre to any other person. In May, 1888, when Mr. Amberg 
completed his new theatre in Irving Place, he made an arrange
ment with Mr. Jacobs to give him use of the Thalia Theatre. To 
overcome the covenant against assigning or subletting, they made 
an agreement of copartnership, by the terms of which Mr. Amberg 
was to receive a fixed sum . . . $25,000 per year, to bear none 
of the losses, and to receive five per cent of the profits. 
Mr. Jacobs was to retain ninety-five per cent, but at the same 

^^Brown, vol. 2, p. 491. 



115 

time Mr. Amberg executed a release to Mr. Jacobs of his profits, 
leaving him to receive a fixed sum of $25,000. As part of the 
agreement, Mr. Jacobs deposited $4,166.66 with Mr. Amberg as 
security for the last two months of the term. Thereupon, Mr. 
Kramer commenced proceedings against Gustay Amberg for a vio
lation of the Kramer lease, prohibiting a subletting of the 
theatre. These proceedings resulted in a warrant of disposses
sion, and Mr. Jacobs was evicted.74 

Some theatres were leased for a yearly rental and expenses. 

Wallack's Theatre was leased from Mr. Wallack by Theodore Moss on 

May 10, 1887, for ten years. Moss was to retain use of the name 

"Wallack's Theatre" as a trademark. The yearly rental of the theatre 

was $10,000 and payment of all interests upon mortgages, ground rents, 

taxes, assessments, and water rents until the lease expired. 

The primary lease was let for several years for an option for 

extension. Often the terms of payment automatically increased over 

the years. These were the terms when M. B. Leavitt leased the Bush 

Street Theatre in San Francisco. 

Mr. Bush . . . finally decided to erect a magnificent 
theatre and hotel building, the theatre part of which was to 
be leased to me upon a sliding scale of rental, beginning 
with eight thousand a year and ending with fifteen thousand 
for the fifth year, at which figure I had an option for five 
years more at increased terms.75 

There were those theatres, as late as the 1890s, still leased 

for a percentage of the receipts. Alex. C. Comstock leased Niblo's 

Garden in 1892 for twelve and half per cent of the gross receipts. 

The lessee or manager paid for any renovations and changes in the 

building. 

[Daly's Theatre, 1891] Mr. Daly having obtained a sixteen 
year's lease with privilege of renewals, of the theatre, fif-

' Brown, vol. 3, p. 171. 

^^Brown, vol. 3, p. 324. 

''^Leavitt, p. 627. 

^^Brown, vol. 3, p. 230. 
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teen feet were added to the depth of the stage. The old shanty 
in the rear in which there were dressing-rooms was torn down 
and a six story building erected, and many other alterations 
and improvements made.78 

T. H. French leased the Grand Opera House in New York in January of 

1892 for the season beginning in May. The one year lease was for 

$50,000. The lease was not signed earlier because the rent was 

increased and because the owner. Jay Gould, wanted the lessee to make 

the many repairs the theatre needed.^^ 

Programme 

The major change in programme in the years between 1880 and 1900 

was the emergence of long runs, technically spectacular ballets, and 

dramas, and realistic plays set in contemporary surroundings. 

A report of the number of performances at Daly's Theatre in 

1881 reveals an increase in the average number of performances per 

production: "There were produced during the season: First Families, 

fifty six times; Needles and Pins, one hundred and three; Zamina, 
80 

thirty; Cinderella At School, sixty-five times." A revival of The 

Black Crook at the Academy of Music in New York in 1893 closed after 
81 

three hundred and six consecutive performances and a show called 

The Geisha played at Daly's Theatre for one hundred and sixty-one 
82 

performances in 1897. 

Eugene Tompkins reported on the presentation of a spectacular 

drama entitled Jalma which, from various reports and descriptions, 

seems to be representative of this type production. 

78 
Brown, vol. 2, p. 568. 

70 

Brown, vol. 2, p. 641. 

^^Brown, vol. 2, p. 548. 

^^Brown, vol. 2, p. 108. 
^^Brown, vol. 2, p. 582. 
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The great event of the season [1883-4] was the production of 
the spectacular drama, Jalma. which was written for the theatre 
by Charles Gayler, . . . This was, financially, the most success
ful spectacle ever presented in the Boston Theatre and ran 
twelve weeks to very large receipts. The play in itself was 
not of much consequence, except as a vehicle for gorgeous display, 
though its title was an excellent one for advertising, . . . 
Bibeyran Mamert was engaged to produce the ballet, whose members 
were imported from abroad as usual . . . The greatest feature 
of all was The March of the Silver Army in which were shown 
more than one hundred girls, clad in costly armors, who marched 
down a lofty staircase studded with enormous jewels, within a 
palace whose walls were similarly emblazoned. The entire scene 
was bathed in a glow from myriad calcium lights and surpassed 
anything heretofore seen on this side of the Atlantic.^^ 

An indication of the change from primarily classical works 

during a season to more contemporary plays is indicated by a season's 

listing of the productions at Daly's Theatre in 1888-89. 

Counting the extra matinees for charity given, the season 
comprised two hundred and forty performances. The number of 
performances given for each play was Lottery of Love, one hun
dred; The Inconstant, thirty-nine; An International Match, 
thirty-four; The Taming of the Shrew, twenty-four; Samson and 
Delilah, thirty-two; The Wife of Socrates, fifty-eight; P̂  
Tragedy Rehearsed; and Popping the Question, seventeen each; 
Seven Twenty-eight and The Squire, three each; A Night Off and 
Dollars and Sense, two each; and Nancy & Co., Needles and Pins, 
and The Country Girl, She Would and She Wouldn't, and A Woman's 
Won't, once each. "^4" 

Out of seventeen productions, only one. The Taming of the Shrew, was a 

classic. 

Transportation 

Railroads extended in a web over the United States by 1880. All 

major cities had been connected and the railroad and its agents created 

a thriving business from transporting combination companies. Some 

railway agents specialized in making arrangements to help transport 

the companies by the fastest and easiest route. 

^^Tompkins, p. 305. 

°^Brown, vol. 2, pp. 561-62. 
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Booking agents and theatre managers had the problem of sched

uling companies for a maximum number of performances with a minimum 

of travel and expense. The Interstate Bill prohibited special rates 

by railjnoads for theatrical companies in the 1880s. This law made 

impossible negotiation for lower rates for volume of trade or length 

of trip. Special planning was necessary to keep expense to a minimum, 

Some theatres found it almost impossible to book combinations because 

the travel expenses could not be paid for by income from t^e show. 

The Bush Street Theatre in San Francisco, managed by M. B. Leavitt, 

was one of the theatres that had this problem. The managers of 

combination companies felt the chance of loss was too great because 

of the expensive railway fares involved. The round trip from the 

Missouri River to San Francisco was $150. The scenery car and excess 

baggage added to the charges so that companies of any size became a 
85 

problem to transport. 

Five years later, in 1887, transporting a company all the way 

to California was increasingly expensive. A trip by one of Augustin 

Daly's companies cost $5,885 for transportation alone. The check 

was so much above the usual that the railroad officials had it photo-
86 

graphed. 

In April of 1896 there was an announcement of a pending change 

in the rate problem with the railroads in the New York Dramatic 

Mirror. An editorial in the New York Dramatic Mirror, edited and 

owned by Harrison Grey Fiske, delineated the problem then in 

existence. 

Announcement that the great railways of the country have 
entered into an agreement with the Inter-State Commerce Com
mission which will lighten if not abolish the duties of that 
governing body as they relate to the competitive conduct of 
the lines . . . . 

As transportation methods are understood today [1896], the 
theatrical industry seems to be the only one that is discrimi
nated against by the common carriers. . . . the railways pay 

^^Leavitt, p. 470 

^^Daly, p. 441. 
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it no special respect as a great source of revenue. 

Hundreds of theatrical companies, numbering thousands of 
persons and carrying great quantities of baggage and freight, 
are almost constantly on the railways of the country. Yet 
this great class of travelers, as a body, call for no greater 
consideration at the hands of the common carriers than a local 
picnic party traveling a short distance for a day's pleasure. 
The railways sell tickets at a reduced rate at the minimum 
number of ten to all comers. But a theatrical company num
bering one hundred persons and traveling constantly is not 
considered with reference to its valuable business by any 
railway. It is lumped in the traffic arithmetic as 'ten 
times ten' and pays relatively just what a 'short-haul' 
pleasure party would pay. Again, the company that numbers 
twenty-five persons has the grant of a baggage car, while a 
company of one hundred persons, which pays four times as 
much in fares, is permitted to have but two baggage cars, and 
must pay for excess on everything beyond that limitation. 
These and other regulations are not fair to a business that 
gives a great and steady flow of profit to the railway. 

In the West, on roads centering in Chicago, new exactions 
confront theatrical travelers. Lines that formerly competed 
have pooled their business and put up their rates to the figures 
that individual tickets sell for. More than this, they have 
left companies no option between their routes. That is to say, 
if a company wishes to go to St. Louis from Chicago, or vice 
versa, it must take the line indicated by the passenger agents, 
whose roads 'take turns' in order to equalize the traffic.87 

Theatre companies were still trying to play the theatres fur-

therest apart or the most performances in the most different cities 

in the shortest period of time. The contests from time to time elic

ited newspaper coverage and large audiences who bought tickets to see 

if the cast would appear on time. One of the most famous of these 

contests was produced by A. M. Palmer's company at Albough's Theatre 

in Washington, D. C. and at the Madison Square Theatre in New York in 

1890. T. Allston Brown recalled the incident in his history of New 

York theatre 

On Monday morning, March 3, A. M. Palmer and the company 
went to Washington, D. C , to give a matinee performance of 
Aunt Jack at Albough's Theatre for the benefit fo the Actor's 
Fund. A special train was furnished by the Pennsylvania Rail-

87 
New York Dramatic Mirror, "Transportation," 25 April 1896 
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road for the excursion. This train was made up of a combi
nation of baggage and smoking car, a passenger coach and a 
dining car. It left Jersey City at 7.29 o'clock, A. M. Palmer, 
his company and his guests on board, . . . 

The train arrived in Washington at 11.47. The total dis
tance of 227 miles had been travelled in four hours and eight 
minutes. . . . The curtain of the Grand Opera House was rung 
up promptly at 1 o'clock. The final curtain was rung down a 
little before 3 o'clock, and the actors made a lightning change 
from their stage apparel to their street clothes. The return 
train started for New York exactly at 3.15 o'clock. Jersey 
City was reached at 7.33 o'clock. The timing would make the 
time of the return trip four hours and eighteen minutes, 
exactly that of the outward trip. . . . On disembarking in 
Jersey City the actors went directly to the Madison Square 
Theatre, where they arrived at 8 o'clock, in ample time for 
the regular evening performance. Maurice Barrymore, whose 
services had not been required at Washington held the stage 
and the audience, as Captain Bradley in A Man of the World, 
until nine o'clock. After the usual orchestral selection, 
the curtain went up on schedule in time for the first scene 
of Aunt Jack. Each member of the cast was greeted with ap
plause on his or her first entrance.88 

However, there were times when the scheme failed and the com

pany did not arrive in time to give the scheduled performance. Mr. 

Tree and the company of Abbey's Theatre left New York on February 8, 

1895 to travel to Washington, D. C. for a benefit. A storm delayed 

the train for six hours. A change of programme was necessary for 
89 

both theatres where they were scheduled to appear. 

Companies travelled in the passenger cars with the other pas

sengers travelling the same route. Private cars were arranged for 

special stars, but not for the regular company. Charles Frohman in

troduced the use of a private car for the company with his tour of 

Men and Women. His brother Daniel said, "It was considered an ex

travagance. . . . With this private car he established a precedent 
90 

that was observed in most of his traveling organizations." 

^^Brown, vol. 2, p. 431 . 

Brown, vol. 3, p. 593. 

^^Frohman, p. 129. 
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Conclusion 

In the period between 1880 and 1900 theatre ticket prices ranged 

from one dollar to five dollars and were sold according to the position 

in the house. Some low price variety houses reduced ticket prices as 

low as fifteen cents to compete with the larger theatres. Complimentary 

tickets were still given to the press and the owners of the theatre. 

Ticket speculators had formed a business with offices. Although there 

were numerous attempts to rid the theatres of them, they had, by this 

time, established themselves as a recognized enterprise with some power 

over the businesses they preyed upon. The speculators' increasing influ

ence began to affect theatre management. 

This period brought an increase in the amount of advertising. 

Although the media remained newspapers and posters, improvements in 

print production made them more effective. Bill posters organized and 

established an office in New York to represent their interests. Each 

city had licensed bill posters so that managers and agents no longer 

put up their own bills. 

Contracts became legally binding in this period. Stars found 

it more difficult to change theatres without notice and managers found 

it more difficult to strand companies without pay. Dramatic agents 

began to represent individual performers and to protect their interests. 

Salaries were used for performers without the addition of benefits. 

Stars had the additional option of asking for a percentage of each night's 

receipts. The star usually received at least fifty per cent of the 

income. Benefits might be given for the staff or management of a theatre, 

but, otherwise, were only for charity or special tribute. 

The rules of conduct used in earlier theatres went out of exis

tence with the repertory stock company. By the 1880s most theatres 

were combination houses leased by landlord managers to touring com

panies. Managers of theatres found that long running single shows or 

combination tours were more profitable than maintaining large companies 

and performing different shows each night. 
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The concentration of attention on the financial and production 

aspects of the theatre caused staff increases in these areas. The 

stage manager was now the acknowledged direction of the production. 

The scenic and costume designers became important because of the 

technical spectaculars and the new emphasis on historical accuracy. 

Booking agencies had come into being by the beginning of the 

period. Agents now represented both performers and theatres. The 

most significant change in booking was the creation of the Theatrical 

Syndicate in 1896. This group of businessmen attempted to organize 

the booking of both performers and theatres in the most efficient 

and productive manner. Their goal was to reduce the expenses of 

production and the confusion of booking while increasing income. 

They emphasized the commercial aspects in theatre, not the artistic. 

The Syndicate was a natural outcome of a world of business dominated 

by trusts and monopolies. 

Combination companies were transported from theatre to 

theatre by rail. Although they travelled thousands of miles per 

year they were denied special rates because of the Interstate Com

merce Law. Companies were booked into most theatres for two weeks. 

In the beginning of the period they travelled only with costumes and 

character properties. At the end, the companies carried complete 

shows which included all of their scenery and properties. By 1900 

the transition had been completed from actor-manager operating a 

repertory stock company to the business manager who booked travelling 

combination companies. 
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CHAPTER V 

CONCLUSION 

In the years between 1830 and 1897 changes occurred in almost 

every area of American theatre management. Major changes occurred in 

the profession of theatre management itself. The manager of 1830 pro

duced shows for local audiences; the manager of 1896 did not. A the

atre of the 1830s supported a resident stock company; a theatre of 

1896 booked combination companies to fill its season. The booking of 

stars and theatres in 1830 was casual and managers and performers 

easily broke their contracts. By 1896 booking was an organized busi

ness and contracts were written and upheld by the courts. The play

wright of 1830 was paid a single fee for a script that might be used 

only a few times during each season. In 1896 a playwright received 

royalties for each performance of a script that might run continuously 

for more than a year. The most drastic change was the take-over of 

the American theatre by the Theatrical Syndicate and the most signif

icant developments were those that led to the take-over. 

The specific changes in American theatre management practices 

between 1830 and 1896 were: 

1. The business and production aspects of the theatre became separate 
entitles 

2. Business gained control of the theatre 

3. The control of production shifted from the local theatre and 
centralized in New York 

4. Resident stock companies gave way to touring combination companies 

5. Written contracts upheld by the courts became standard 

6. Booking was increasingly controlled by managers and agents in New 
York 
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7. The theatre manager became a landlord who leased the theatre to 
companies based in New York 

8. Advertising proliferated and became more effective through use of 
improved printing, color lithography, and photography 

9. The traditional organization of casts, the lines of business, 
disappeared, except as designations for types of roles 

10. New laws limited the work of children in the theatre 

11. The wage system changed from salary-benefit to salary alone and 
salaries increased for all theatre employees 

12. The posted Rules of Conduct became obsolete 

13. Theatre technical and business staffs increased in number and 
became highly specialized 

14. Progression was made from the use of a set of standard scenery and 
costumes for all plays to the use of new and specially designed 
scenery and costumes for each production 

15. Playwrights progressed from a fee paid one time for exclusive 
rights to a system of royalties paid for each performance 

16. Productions ran for weeks or months; a new play was not produced 
for each night 

17. Each night's performance was reduced from two or more presenta
tions to a single production 

18. The advent of the railroad and the resulting simplification of 
transportation encouraged the rise of the star system and the com
bination companies 

As theatre organization evolved during the nineteenth century, 

the business and production aspects of the theatre separated into two 

entities. In the companies of the early part of the century the lead

ing actor or actress managed the troupe and handled both the artistic 

and business areas of the theatre. Company members worked in the 

technical and business areas of the theatre as well as performing. 

As theatre grew, the responsibilities of each position multiplied. 

The positions then divided and divided again. Many of the new 

employees had business experience, but no experience or interest in 

the production or performance areas of theatre. 

One of the major effects of this division of theatre organiza

tion was that the goals of the business areas and the production areas 

became widely separated. The technical and performance areas had as 
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their goal the production of plays with the highest artistic quality 

possible within the current theatrical traditions. The business area 

had as its objective the earning of the highest income possible while 

keeping expenses as low as possible in order to insure a difference 

large enough to not only keep the theatre from bankruptcy, but to make 

a substantial profit. 

The former salesmen, accountants, journalists, or lawyers hired 

to assume the multiplying responsibilities in the business areas of 

theatre naturally interested themselves..in the areas of advertising, 

ticket sales, and financial investment. These new employees assumed 

more of the duties of the actor-managers, leaving the managers free of 

business worries in order to concentrate on the productions of the 

theatre. Soon the business personnel began managing the theatres and 

hiring the personnel necessary to create the productions. Theatre by 

the end of the nineteenth century had become two separate entities. 

One, the business division, run as any effective business with highest 

concern for income and expense; the other, the production areas, run 

with highest concern for the best production of the plays possible. 

The business personnel gained control of the theatres. The 

dominance of the business over the performance areas came about when 

the actor-manager became obsolete. The performers were content to 

leave their business and financial arrangements in the hands of agents 

or theatre managers. The result, of course, was a theatre in which 

the main concern became how well play selection, casting, direction, 

design, and advertising would contribute to drawing a large audience 

while at the same time keeping expenses as low as possible. 

The control of production left the local theatre and centra

lized in New York. Until the advent of the combination companies, 

shows were produced in local theatres for local audiences. At the 

time of the actor-manager and local stock company, shows were produced 

solely for local consumption. With the introduction of the star 

system, the local managers lost part of the control over production 

for local audiences. The stars were able to specify the shows in 
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which they would appear and to control aspects of production and 

casting. With the demise of the stock company, the local theatre 

managers no longer produced shows and relinquished all control of the 

creative aspects of the productions. A few theatres in major cities 

such as Boston and Philadelphia occasionally produced shows and sent 

them on tour, but most productions were rehearsed and scheduled in New 

York. 

By 1896 touring plays were produced in New York under the control 

of the theatre or company manager where they were first staged. Produc

tions that proved popular in New York were selected for touring. Thus, 

shows were produced for the New York audiences, not for the smaller local 

theatres across the nation. This fact caused the formation of many 

second, third, and lower class touring companies who played only in 

smaller theatres. These companies, with less competent casts and less 

spectacular scenery and costumes usually performed older, more established 

scripts and existed on the edge of bankruptcy. 

By 1880 the local theatre manager became a landlord who leased 

the theatre to the companies based in New York. His only control was 

the selection and scheduling of the shows in the way best for the local 

audiences. Those managers interested in the actual production of shows 

eventually gravitated to New York. The local managers were completely 

separated from the performance areas. Their main functions were to 

book shows for the season, maintain the theatre, provide staff, and to 

advertise the productions. The quantity of the profit concerned these 

"janitor managers" more than the quality of the production. 

Managers and agents in New York increasingly controlled the 

booking. All managers, performers, and agents were forced to congre

gate in New York in order to arrange production, employment, and 

scheduling. Managers and performers in the early years of the century 

booked schedules by personal contact or by mail. The theatre managers 

stayed in their own theatres, only occasionally travelling to the 

major theatre centers to see and hire company members and stars. 

Performers booked their schedule by mail or travelled to see the 
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theatre manager where they wished to perform. Later in the century, 

dramatic agents began to represent stars and booking agencies were 

organized to represent theatre managers. 

The new agents and managers organized booking as a business, 

but not as a system. In the summer, theatre managers from across the 

United States travelled to New York to book their fall and winter 

seasons. Managers who could not travel to New York personally were 

represented by booking agencies. Each theatre manager and booking 

agent had to contact the manager of each desired company or its agent 

in order to fill his open dates. At the same time, each company 

manager or agent had to contact each theatre manager or agent wanted 

in an attempt to negotiate the best terms possible while arranging a 

tour that would involve the least travel time and expense between 

booking at the maximum number of the most profitable theatres. 

Economic necessity reduced each night's performance from two or 

more presentations to a single production. The typical programme in 

the 1830s and 1840s included a farce or afterpiece presented in addi

tion to the full length play. Occasionally the company also performed 

a recitation, song, dance, or variety act. There were two factors 

that contributed to the change in this system. The first was the 

decline of the stock company. Members were no longer multi-talented 

enough to perform the additional presentations and special performers 

had to be hired for them. The second factor was the expense and 

effort needed to stage the multiple productions each night. It was 

more profitable to present only one play each night than to pay the 

production expenses of the farces and variety acts. 

Theatre managers presented the single production in the early 

1890s with more care for design, rehearsal, and staging than those of 

earlier in the century. They planned every detail to please the con

temporary theatre attending public and, thus, draw larger audiences 

than the multiple presentations of the earlier era. 
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The traditional organization of the stock company, the lines of 

business, disappeared, except as designations for types of roles. A 

performer was no longer expected to play the same roles throughout a 

lifetime. The casts for contemporary scripts did not divide them

selves into the traditional types. The new theatre managers and stage 

managers cast actors and actresses in roles according to their acting 

expertise and, unfortunately, according to their ability to attract 

audiences. However, advertisements in theatrical newspapers of the 

1890s offered the services of actors and actresses described as 

leading lady or man, low comedian, old man or woman, or soubrette. The 

lack of lines affected the security and training of the performers. 

Actors no longer had the opportunity to train in a specific series of 

roles over a lifetime in order to perfect their skills. 

The wage system changed from salary-benefit to salary alone and 

salaries rose for all theatre employees. During the nineteenth century 

theatre employees lost the right to the receipts from special perform

ances as part of their wages. One of the first reduction of expenses 

by theatre managers was the elimination of the benefit for performers, 

although the tradition lingered until the late 1880s for some technical 

and business staff, notably the manager. By 1890 theatre employees 

received only a salary per week. 

The amount of the salaries rose quickly during the century. In 

the 1330s and 1840s average salaries ranged from three to twenty-five 

dollars a week. The average amount doubled between 1860 and 1879. By 

1880-1896 salaries averaged fifteen to seventy-five dollars per week. 

Over a period of sixty-five years this was an increase of three hundred 

percent for the higher ranking actors and five hundred percent for 

utility. The salaries for stars had risen at the same rate. In the 

early years the best known stars might receive five hundred dollars 

or one half the receipts from a night's performance. By 1896 they 

might receive several thousand dollars per performance and from fifty 

to eighty percent of the receipts. 
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However, the cost of living had risen so sharply by the end of 

the century that the cast members still were not paid above average 

salaries for the 1890s. In addition, the salaries were no longer 

guaranteed for a season, but only for a long as the particular script 

was successful. Many actors and actresses, particularly those in 

second and third class tours, were often stranded without salaries 

when touring companies went bankrupt. 

The growing independence of the theatre employees rendered the 

posted Rules of Conduct obsolete. Early theatre managers controlled 

the professional and private lives of their companies through these 

posted lists of edicts, but this restriction offended many of the 

performers. They were further irritated by the conduct of the stars 

who were not subject to these rules. As the performers became more 

independent, all but a few managers abandoned the posted rules. 

However, control by the theatre manager and stage manager of the 

performer's professional lives remained, although the prompter no 

longer kept a list of fines and forfeits. In the 1890s the actors 

were subject to the whims of managers, who fired instead of fined for 

the disregard of the rules. 

Laws limited the work of children in the theatre in the 1890s. 

The employment of a theatre family included the children in the first 

decades of the century. Managers expected the children to appear in 

crowd scenes and children's roles without additional payment. The 

negotiation of parents or agents was the only protection child stars 

or featured performers had against the hours and work load of adult 

performers, for'they were required to abide by the same rules and 

schedules as the adults. In the latter part of the century children 

were paid and billed separately. 

In the 1890s the Society for the Prevention of Cruelty to 

Children and the government implemented child work laws in order to 

control the overworking of children in the factories and mines. 

These laws limited the hours and working conditions for children. 

Theatres could, therefore, no longer require children to work the 
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long hours of rehearsal and performance. The law immediately resulted 

in fewer appearances by children in the theatre. Managers rewrote the 

ballets and spectaculars which frequently featured children in speciality 

numbers to exclude children and produced such traditional scripts as Rip 

Van Winkle with limitations of the child actors' working time. 

The resident stock company gave way to the touring combination 

company. A nation of cities and towns largely isolated from one another 

by difficult means of travel required a resident stock company so that 

the same group of performers presented many different plays and provided 

entertainment for local audiences. The introduction of the star system 

began the decline of the stock system. The local companies gave the 

performers little freedom or chance for advancement. Soon the best 

actors from the local companies were touring as stars so they could 

have the independence and increased salaries of stars. As the star 

system grew stronger, the stock system weakened. 

The necessity of the long running show made the stock company 

unnecessary. Performers could be hired for a particular role for the 

run of a single production. A group of actors who could perform a 

hundred or more different scripts in a season became obsolete. 

With the change, performers lost their security and opportu

nities for training with top stars. During the era of the resident 

company, theatre managers simply did not repeat a script that did not 

attract audiences. The company performed other plays. The theatre 

lost little except the income from a few nights and the price of the 

script. A combination company production that failed to attract 

audiences meant that the actors were unemployed since they were hired 

for a single show, not for a season. The stock company also provided 

training and a chance for experience for young actors. These advan

tages were not available in the combination system. The only actor 

training opportunities came through working in the second or third 

rate companies. There were no opportunities for actors to play a 

variety of roles. 
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Written contracts upheld by the courts became standard. Few 

written contracts existed in the early years of the nineteenth century. 

Managers concluded most hiring, particularly of stars, with a handshake 

or with confirmation of terms by letter. Autobiographies and histories 

report stories of numerous stars who suddenly left one theatre for 

another when the rival manager offered better terms, or who failed to 

appear at all for an engagement. However, managers had the ability to 

fire employees for little reason. Courts could not hold unscrupulous 

managers and performers to agreements for which there was no proof. 

Courts could not force managers to pay salaries or performers to 

appear. The casual attitude toward contracts by most of the theatrical 

profession complicated the problem. 

In the latter part of the century managers, agents, performers, 

and the technical staff demanded that contracts become binding on all 

parties. This increased the stability of the theatre business since 

contractual agreements became dependable. Managers, performers, and 

agents negotiated with more care with the acceptance that the contracts 

would be binding. 

Productions frequently ran for weeks or months. Managers did 

not produce new plays for each night. The longer a particular script 

drew an audience, the better chances the manager had to make a profit 

on the production. Theatre managers no longer had to produce a 

hundred or more scripts each season to attract audiences. 

The necessity of producing many scripts each season coupled 

with the trend toward frequent changes in cast and scenery proved 

expensive. By the 1890s, cast, scenery, and costumes were intended 

for the production of only one script. The resulting play was run in 

New York and then on tour until it no longer drew large enough audien

ces to pay expenses. Only the scripts, performers, scenery, and 

costumes that would draw the most money for the longest time interested 

theatre or company managers, the producers of the show. This evaluation 

often became the definition of quality in theatre. 
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Pay for playwrights progressed from a fee paid one time for the 

exclusive rights to a system of royalties paid for each performance. 

Managers or stars paid the paywrights of the early nineteenth century 

approximately a hundred dollars for a script that became their exclu

sive property. This amount was equivalent to a month's salary for a 

leading performer in most theatres. However, the script did not pro

duce a continuing income. A playwright had to be extremely prolific 

to earn a living solely at his craft. 

Copyright laws and the efforts of theatre personalities such as 

Dion Boucicault and Augustin Daly brought playwrights the production 

rights to their own scripts. The creators of the scripts then received 

a fee for each use of the script. 

This change brought about additional problems for the playwrights. 

They had to contend with the common practice of script piracy. That is, 

using scripts without obtaining the rights by presenting them under 

other titles. Play piracy was so common in the 1890s that the New York 

Daily Mirror ran an extensive list of companies blacklisted because of 

piracy in each issue. The problem brought about such leasing agencies 

as Samuel French in the late 1800s. These leasing agencies handled the 

rights to the scripts and the collection of royalties. 

Advertising proliferated and became more effective with improved 

printing, use of color lithography, and photography. Prior to the 1860s 

managers had to limit advertising to typographic posters and handouts. 

As the century progressed, printing efficiency increased with the develop

ment of high speed presses. The ability to print clear line drawings 

and multiple color further improved the effects of the posters. By the 

end of the period, posters and newspapers carried photographs of stars 

and productions. The ability to print more attractive, attention catch

ing promotion which carried representations of the production enhanced 

the advertising's ability to attract audiences. 

Theatre technical and business staffs increased in number and 

became highly specialized. A business staff of the early nineteenth 
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century usually consisted of no more than the actor-manager and a 

treasurer. The technical staff included only two or three people at 

the most. These usually included someone to handle lighting, a scene 

painter, and a carpenter. Company members doubled in any capacity 

that needed filling. 

As theatre became more established, the responsibilities of each 

position multiplied and additional people were employed to handle parts 

of those responsibilities. Each position in the theatre divided into 

several, each with its own specific responsibilities. In the technical 

areas of the 1890s the areas of design and special effects had become 

very important. Managers hired complete design staffs and large crews 

of carpenters, painters, lighting technicians, and wardrobe personnel 

to carry out their orders. 

The custom of the use of standard scenery and costumes for all 

plays changed to the use of new and specially designed scenery for each 

production. After the middle of the century audiences tired of seeing 

the same costumes and scenery for every production. At the same time, 

many new scripts and producers required more realistic and historically 

accurate dress and settings. Furthermore, the old scenery no longer 

fit the new plays being written with contemporary settings. Audiences 

no longer accepted the wardrobes usually furnished by the performers 

for each of the roles in their repertoire, and the elaborate clothing 

needed for the new roles was too expensive for the performers. The intro

duction of ballets and spectaculars made the use of standard scenery 

and costumes inappropriate. 

By the 1880s the production staff designed special scenery and 

costumes for each production. The expense of producing scripts increased 

enormously. Expenses which were justified if the show proved to be 

popular. However, many well attended productions of the period failed 

to make a profit because of excessive expenses lavished on the scenery 

and costumes. 
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The advent of the railroad and the resulting simplification of 

transportation encouraged the rise of the star system and the combina

tion companies. Travel from one theatre to another during the first 

half of the nineteenth century was extremely difficult and uncomfort

able. Travel by any means was slow and unpredictable. The transporta

tion of groups was even more arduous. This difficulty prevented the 

growth of the system of traveling stars until the 1840s. No matter 

what the demands of the audiences for the extra excitement of the 

appearance of a star, if the star could not travel to the theatre, he 

could not give an appearance there. Thus, until the railroad became 

extensive, the touring system could not grow. Most star appearances 

were limited to the northeastern United States and the coastal areas. 

After the 1860s, the railroad not only covered the eastern 

United States, but reached to California. The number of touring stars 

had increased rapidly. As soon as moving whole casts from one theatre 

to another became less expensive and efficient enough to be profitable, 

theatre managers began producing long running shows and sending them 

to theatres in other cities for additional runs. The trading of shows 

meant the production of fewer plays in order to fill a season. A few 

producing theatres in New York mounted popular shows, and, as soon as 

the show had run long enough to insure a profit, sent multiple companies 

out on tours throughout the United States. By 1896 almost every town 

in the United States reached by railroad had a theatre or opera house 

for the appearance of touring shows. 

The two fundamental problems of American theatre managers during 

the period were that income rose slowly and expenses increased rapidly. 

Ticket prices in the years between 1830 and 1896 rose little and the 

seating capacity of theatres increased only slightly. These two con

ditions mean that income increased slowly during the period, while 

salaries and production costs rose substantially. This inequity 

caused increasing pressure on the theatre managers to seek improved 

attendance and, thus, improved income. This led to the necessity of 

finding ways of controlling rising expenses. 
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Tickets prices in the years between 1830 and 1986 remained 

surprisingly stable. In the 1830s they averaged between twenty-five 

cents and one dollar. Sixty-five years later they averaged between 

twenty-five cents and five dollars. Ticket prices increased five 

hundred percent for box seats with multiple seating, but did not 

change for general admission non-reserved seats. 

Ticket prices were dependent upon two fundamental conditions. 

The first was the economic situation at the location and the time. The 

second was the drawing power of the production. Audiences, affected by 

the repeated economic crises prior to 1880, refused to pay higher ticket 

prices. A increase brought smaller audiences and, therefore, less 

income. This state of affairs was complicated by the fact that the 

managers were forced to give tickets for many of the best seats to 

stockholders and press representatives. The loss from complimentary 

tickets remained unchanged over the years. It was not until the rela

tively stable financial situation of the 1880s that theatre managers 

were able to raise the prices of tickets, particularly those of the 

better, seats. 

The amount of income also depended upon the attraction of the 

production. As audiences tired of the local stock company and classic 

plays, theatre managers brought in well-known actors and actresses 

that their audiences would pay to see and contracted for the writing 

of new, more contemporary scripts. As the drawing power of the stars 

declined, managers introduced productions featuring massive casts, 

special effects, music, and dance. At the end of the period, managers 

used the attraction, not only of well-known names, but of entirely new 

casts each week with new scripts, costumes, and sets, that is, the use 

of the touring combination companies. 

Each of the attempts to attract audiences increased theatre 

expenses. Stars demanded larger salaries than did the performers in 

the stock companies. The leads then sought wages closer to those of 

the stars, and, eventually, all of the company received increased 

salaries. New scripts had to be bought, and, ultimately, royalties 
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paid for each performance. The larger casts of the new productions 

required a larger number of salaries to be paid. New, historically 

accurate or realistic scenery for each production was much more expen

sive that a single set of standard wing and drop scenery. The cost of 

theatre leases also increased. 

The fact that booking had become an intricate and unorganized 

system complicated the problems. In 1896 theatre managers across the 

United States travelled to New York in the summers to book companies 

to fill their theatres the fall and winter season. Each theatre manager 

had to contract each company manager or agent and each company manager 

had to deal individually with each theatre. Taylor's Theatrical Exchange 

and similar booking agencies had somewhat centralized the location of 

the managers and agents, but the process was still lengthy and complex. 

Theatre managers, company managers, and agents all double booked dates 

or asked that dates be held open without definite commitments. Chances 

for better contracts brought unexpected cancellations. Thus, theatre 

and company managers particularly those of small towns and one night 

stands, were frequently left with open time and no income. The problems 

of slowly rising income and rapidly rising production expenses coupled 

with the intricate and disorganized booking system produced the condi

tions that set the stage for the formation of the monopoly called the 

Theatrical Syndicate. 

The entire development of the nineteenth century American theatre 

was a gradual transition from theatre in the control of artists with 

little interest in business to the theatre in control of business 

personnel with little interest in the artistic, but who wanted to mar

ket theatre as efficiently as possible. At a time in American history 

when every business enterprise was becoming industrialized, it was 

inevitable that someone would apply the principles of industrial 

management to the theatre. In America the group that was first able 

to use these industrial management techniques effectively in theatre 

was the Theatrical Syndicate. With the development of the Syndicate, 

the evolution of the theatre as outlined in this study was completed 

and the art of the theatre had come into the industrial age. 
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APPENDIX A: RULES AND REGULATIONS OF THE BOSTON 

THEATRE UNDER THOMAS BARRY-1854 

1. Gentlemen, at the time of rehearsal or performance, are not to 
wear their hats in the Green Room or talk vociferously. The 
Green Room is a place appointed for the quiet and regular 
meeting of the company, who are to be called thence, and 
thence only, by the call-boy, to attend on the stage. The 
Manager is not to be applied to in that place, on any matter 
of business, or with any personal complaint. For a breach 
of any part of this article, fifty cents will be forfeited. 

2. The call for all rehearsals will be put up by the Prompter 
between the Play and the Farce on evenings of performances. 
No plea will be received that the call was not seen, in order 
to avoid the penalties of Article Fifth. 

3. Any person appearing intoxicated on the Stage shall forfeit 
a week's salary, and be liable to be discharged. 

4. For making the Stage wait, fifty cents. 

5. After due notice, all rehearsals must be attended. The 
Green-Room clock, or the Prompter's watch, is to regulate 
the time; ten minutes will be allowed (the first call only) 
for difference in clocks; forfeit, twenty-five cents for 
every scene;—the whole rehearsal at the same rate; or four 
dollars, at the option of the Manager. 

6. A Performer rehearsing from a book or part at the last 
rehearsal of a new piece, and after proper time given for 
study, forfeits one dollar. 

7. A Performer introducing his own language or improper jests 
or talking aloud behind the scenes to the Interruption of 
the performance, to forfeit fifty cents. 

8. Any person conversing with the Prompter during representation, 
or talking aloud behind the scenes to the interruption of the 
performance, to forfeit fifty cents. 

9. Every Performer connected with the first act of a play to 
be in the Green Room dressed for performance, at the time 
of beginning, as expressed in the bills, or to forfeit 
five dollars. The Performers in the second act to be ready 
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when the first finishes. In like manner with every other 
act. Those Performers who are not in the last acts of the 
play, to be ready to begin the farce, or to forfeit one 
dollar. When a change of dress is necessary, ten minutes 
will be allowed. 

10. All dresses will be regulated and arranged on the morning 
of the performance. A Performer who makes an alteration 
in such dresses without the consent of the Manager, or 
refuses to wear them, shall forfeit one dollar. 

11. A Performer not ready in any character, having had the usual 
time allowed for study, and receiving due notice of its 
representation, shall forfeit one dollar. 

12. A Performer, imperfect in an old play or opera, after 
sufficient time allowed, shall forfeit one dollar; but in 
a new play, after two rehearsals, the forfeit shall be 
doubled. 

13. If the Prompter shall be guilty of any neglect in his office, 
or omit to forfeit where penalties are Incurred by nonob-
servance of the Rules and Regulations, of the Theatre, he 
shall forfeit for each offense or omission one dollar. 

14. For refusing, on a sudden change of play or farce, to 
represent a character performed by the same person during 
the season, a week's salary shall be forfeited. 

15. A Performer refusing a part alloted him by the Manager 
forfeits a week's salary or may be discharged. 

16. Any person wishing to introduce a new piece for their Benefit, 
the Manuscript or Book must be given to the Manager for his 
perusal, at least one fortnight previous; the said Manuscript 
or Book, or a copy thereof (should it be approved of), to be 
considered the property of the Theatre. 

17. No Prompter, Performer, or Musician will be permitted to copy 
any manuscript or music belonging to the theatre, without 
permission of the Manager, under penalty of Fifty dollars. 

18. Any Performer singing songs not advertised in the bills of 
the day, omitting any, or introducing them, not in the part 
alloted, without first having consent of the Manager, forfeits 
a night's salary. 

19. Making an entrance at an improper place at rehearsal, twenty-
five cents. 
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20. A Performer restoring what is cut out by the Manager will 
forfeit one dollar. 

21. A Performer absenting himself from the Theatre when concerned 
in the business of the Stage shall forfeit a week's salary, 
or be held liable to be discharged, at the option of the Manager. 

22. In all cases of sickness, the Manager reserved to himself the 
right of payment or stoppage of salary during the absence of 
the sick person. 

23. No person permitted, on any account, to address the audience 
but with the consent of the Manager. Any violation of this 
article will subject the party to a forfeiture of a week's 
salary, or a discharge, at the option of the Manager. 

24. Any Performer who shall assert before the acting Manager or 
Prompter, or any third person, that it is not his intention 
to play his character, or to appear in a performance to which 
he has been duly appointed, thereby causing trouble and anxiety 
to the Manager, and obliging him to prepare another person 
in his part or parts, although he may appear at night himself, 
for the suspense and uncertainty which his assertion must 
necessarily cause shall forfeit a week's salary. 

25. Gambling of every description is strickly forbidden in every 
part of the Theatre; the penalty a week's salary and immediate 
discharge, at the option of the Manager. 

26. Any new rule which may be found necessary shall be considered 
part of these Rules and Regulations after it is publicly made 
known in the Green Room. 

Ladies and Gentlemen, bringing servants, must on no account 
permit them behind the scenes. 

Ladies and Gentlemen are requested not to bring children behind 
the scenes, unless actually required in the business. 

It is particularly requested that every Lady and Gentlemen shall 
report to the Prompter their respective places of residence. 

Ladies and Gentlemen prevented attending rehearsal by indis
position will please give notice to the Prompter before the 
hour of beginning. 

'x 
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No stranger or person, not connected with the Theatre, w i l l be 
permitted behind the Scenes without the wr i t ten permission of 
tne manager. 

1 
Eugene Tompkins and Quincy Ki lby, History of the Boston Theatre, 

1854-1901, (New York, 1908; repr in t ed . . New York: Benjamin Blom, 1969), 
pp. 56-59. 
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APPENDIX B: THEATRE CONTRACT-1854 

The following is a sample contract used at the Boston Theatre 

in 1854. The theatre manager was Thomas Barry. 

ARTICLES OF AGREEMENT, made and entered into, this first day 
of August, in the year of our Lord one thousand eight hundred 
and fifty-four. 

BETWEEN Thomas Barry, Manager of the Boston Theatre, in the 
City of Boston, of the First Part, and John Doe, of the Second 
Part. 

WITNESS, that the said Doe, for and in consideration of the 
Covenants hereinafter mentioned, on the part of the said Thomas 
Barry to be performed, has convenanted and agreed, and by these 
presents doth covenant and agree, to and with the said Thomas 
Barry, that he, the said Doe, shall and will for the space of 
one theatrical season, to commence the latter end of August or 
beginning of September and close in the Month of May or June 
next ensuing, perform, under the direction of the said Thomas 
Barry or his deputy duly appointed, all such parts or characters, 
in all Theatrical Performances, as shall, from time to time, be 
alloted to the said Doe by the said Thomas Barry or his Deputy 
to the best of his skill and ability, in every theatre belonging 
to the said Thomas Barry, or in which the said Thomas Barry 
shall require the services of the said Doe (he, the said Thomas 
Barry, paying expenses to and fro), and that the said Doe shall 
attend all rehearsals and practices which shall be desired and 
directed by the said Thomas Barry or his Deputy. The said Doe 
doth further covenant and agree that he will conform to and 
abide by, all and every, the regulations and penalties instituted 
by the said Thomas Barry, for the preservation or order and good 
government, and due attention to the business and Interests of 
the Theatre. The said Doe doth further covenant and agree that 
he will not, at any time or times, for the term aforesaid, prac
tice, rehearse, act, sing, or perform in any Entertainment or 
Exhibition whatever, or in any Oratorio or Concert, in any Theatre 
or place whatever, except under the direction, management, or 
appointment of the said Thomas Barry, or his Deputy, without the 
consent and permission of the said Thomas Barry, first had and 
obtained in writing for that express purpose. 

IN CONSIDERATION WHEREOF the said Thomas Barry, on his part, 
doth covenant, promise and agree, to and with the said Doe, that 
he will pay, or cause to be paid, to the said Doe, the sum of 
Twenty dollars, for each week of Theatrical Exhibition that the 

• • • ^ 
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said Theatre shall be OPen, under the management of the said 
Thomas Barry, the week being considered to contain six public 
Theatrical Entertainments, and the aforesaid sum of Twenty 
Dollars, for each week of Theatrical Exhibition, or a proportion 
of that sum for any portion of a week of Theatrical Exhibition 
shall be subject to the customary reduction of one third, during 
the months of January and February. 

And the said Thomas Barry shall have the power of retaining, 
for his own use and benefit, out of the different salaries so 
agreed upon, all and every sum or sums of money as the aforesaid 
Doe shall or may forfeit, and become liable to pay according to 
the regulations and penalties hereinafter mentioned. 

For the full and true performances of all and every, the 
convenants and agreements herein contained, the parties hereto 
subscribing do mutually bind themselves to each other, in the 
penal sum of one thousand dollars. 

IN WITNESS WHEREOF the parties to these presents have 
interchangeably set their Hands and affixed their Seals, 
the day and year before written. 

Sealed and delivered in the presence of J. B. Wright. 

Eugene Tompkins and Quincy Kilby, The History of the Boston 
Theatre, (New York, 1908; reprint ed.. New York: Benjamin Blom, 1969), 
pp. 53-55. 
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APPENDIX C: PERMIT FOR USING BUILDING—1874 
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CONTRACT WITH CARPENTER 

for the erection of bill board 

I, the undersigned, hereby agree to erect, for the exclusive 
use of the above named show company bill boards 
of the dimensions of feet, feet, with cap on top, at 
such place, within the limits of this and at the times 
named by their authorized agent; the said bill boards to be put 
up and braced in a good and substantial manner, so as to 
securely stand until the day of , 187 , and then 
to be taken down and removed at the cost and expense of the 
undersigned. 

The said show company are to pay the undersigned $ for 
said bill boards, and all work done and materials furnished in 
erecting and removing the same, on presentation to their 
treasurer, on the day of exhibition of said show in this 

a duplicate of this contract, countersigned by 
their agent. 

187 
Countersigned 2 

Agent 

2 
Brown, Showman s Guide, p. 67. 
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APPENDIX D: THEATRE CONTRACT-1867 

Below is an example of a contract used by the Boston Theatre in 

1867. The manager is J. B. Booth, Jr. 

Dan Maguinnis, who made his first appearance with the company 
that season (1867-8), afterward became the leading comedian of the 
theatre and a great local favorite. He began his stage career 
as a tenor singer. Unfortunately, losing his voice for a time, 
he became stage carpenter and gallery door-keeper until his throat 
had become fully rested, then he returned to the stage as an 
actor. 

Boston Theatre 
Manager's Office Boston, May 7, 1867 

Memorandum of Agreement between J. B. Booth, Lessee of the 
Boston Theatre, and D. J. Maguinnis: 

Said Maguinnis agrees to play general utility business, also 
singing and dancing when required, and to aid in preparing 
and working the Calcium Lights, etc. The said Booth agrees 
to pay the said Maguinnis Twenty Dollars per week for forty 
weeks more or less, commencing about the 26th of August next. 
When said Maguinnis is playing Demons, or parts where risk of 
being injured is Incurred, he is to have Ten dollars per week 
more, and when playing in the country. One dollar per day in 
addition to the regular salary. 

J. B. Booth ^ 
Dan J. Maguinnis 

•''Eugene Tompkins and Quincy Kilby, The History of the Boston 
Theatre (New York, 1908; reprint ed.. New York: Benjamin Blom, 1969) 
D. 138. 
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APPENDIX E: RULES AND REGULATIONS OF 

THE THEATRE—1860-1879 

1. Gentlemen, at the time of rehearsal or performance, are not to 
wear their hats in the Green Room, or talk vociferously. The 
Green Room is a place appropriated for the quiet and regular 
meeting of the company, who are to be called thence, and thence 
onJx> by the call boy, to attend on the Stage. The Manager is 
not to be applied to in that place, on any matter of business, 
or with any personal complaint. For a breach of any part of 
this article, fifty cents will be forfeited. 

2. The calls for all rehearsals will be put up by the Prompter 
between the play and the farce, or earlier, on evenings of 
performance. No plea will be received that the call was not 
seen, in order to avoid the penalties of Article Fifth. 

3. Any member of the company unable, from the effects of stimulants, 
to perform, or to appear at rehearsal, shall forfeit a week's 
salary, and be liable to be discharged. 

4. For making the Stage wait. Three Dollars. 

5. After due notice, all rehearsals must be attended. The Green 
Room clock or the Prompter's watch is to regulate time; ten 
minutes will be allowed, (first call only) for differences of 
clocks; forfeit, twenty-five cents for each scene--every entrance 
to constitute a scene; the whole rehearsal at the same rate, or 
four dollars, at the option of the Manager. 

6. A Performer rehearsing from a book or part, after proper time 
has been allowed for study, shall forfeit Five Dollars. 

7. A Performer introducing his own language, or improper jests 
not in the author, or swearing in his part, shall forfeit Five 
Dollars. 

8. Any person talking loud behind the scenes, to the interruption 
of the performance, to forfeit Five Dollars. 

9. Every Performer, concerned in the first act of a play, to be 
in the Green Room, dressed for performance, ten minutes before 
the time of beginning, as expressed in the bills, or to forfeit 
Five Dollars. The Performers in the second act to be ready when 
the first finishes. In like manner with every other act. Those 
Performers who are not in the last two acts of the play, to be 
ready to begin the farce, or to forfeit Five Dollars. When a 
change of dress is necessary, ten minutes will be allowed. 
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10. Every Performer's costume to be decide on by the Manager, 
and a Performer who makes any alteration in dress without the 
consent of the Manager, or refuses to wear the costume selected, 
shall forfeit Three Dollars. 

n . If the Prompter shall be guilty of any neglect of his office, 
or omit to forfeit where penalties are incurred, by non-obser
vance of the Rules and Regulations of the Theatre, he shall 
forfeit, for each offense or omission. One Dollar. 

12. For refusing, on a sudden change of a play or farce, to 
represent a character performed by the same person during the 
season, a week's salary shall be forfeited. 

13. A Performer refusing a part alloted by the Manager, forfeits 
a week's salary, or may be discharged. 

14. No Prompter, Performer, or Musician will be permitted to copy 
any manuscript belonging to the Theatre without permission 
of the Manager, under penalty of Fifty Dollars. 

15. Any Performer singing songs not advertised in the bill of the 
play, omitting any, or introducing them, not in the part alloted, 
without first having consent of the Manager, forfeits a week's 
salary. 

16. A performer restoring what is cut out by the Manager, will 
forfeit Five Dollars. 

17. A Performer absenting himself from the Theatre in the evenings 
when concerned in the business of the stage, will forfeit a 
week's salary, or be held liable to be discharged, at the 
option of the Manager. 

18. Any Performer unable, from Illness, to fulfill his or her 
duties, either at rehearsals or in the evening performances, 
must in every case give written notice, certified by a 
Physician, within a reasonable time, to enable the Management 
to provide a substitute; and where a Performer's duties are 
unattended to from repeated illness, it will be at the option 
of the Management to cancel the engagement. Any neglect to 
furnish the written notice and certificate, as above named, 
will be deemed tantamount to a resignation. The Manager 
reserves the right of payment or stoppage of salary during 
the absence of the sick person. 

19. No person permitted, on any account, to address the audience, 
but consent of the Manager. Any violation of this article 
will subject the party to a forfeiture of a week's salary, 
or a discharge, at the option of the Manager. 

• ^ 
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20. Any member of the company causing a disturbance in any part 
of the establishment, will be liable to a forfeiture of a 
week's salary, or to be discharged, at the option of the 
Management. 

Olive Logan, Before the Footlights and Behind the Scenes, 
(Philadelphia: Parmelee & Co., 1870), pp. 64-66. 

•N. 
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APPENDIX F: CONTRACT BETWEEN M. B. LEAVITT 

AND DANIEL FR0HMAN--1887 

The following is a contract between M. B. Leavitt's Amusement 

Enterprises and Daniel Frohman. Written up the left side of the con

tract by hand is the statement: "Either party failing to fulfill their 

part of this contract shall pay to the other party on demand as liqui

dated damage the sum of five hundred dollars (500.00)." 

This agreement made and entered into this 9 day of May, 1387 by 

and between M. B. Leavitt, Proprietor of the Bush Street Theatre, San 

Francisco, California, party of the first part, WITNESSETH, that the 

said party of the first part hereby agrees to pay said party of the 

second part for (marked out by hand "weeks in Nebraska, Colorado, Utah, 

Nevada, Oregon, and California as may be selected by the party of the 

first part including") three weeks (marked out by hand "or more") at 

the Bush Street Theatre, San Francisco, California, beginning at Monday, 

November 21st, 1887 and agrees to furnish in this contract the Theatre 

lighted and cleaned. Licenses, Stage Hands, Ushers, Janitors, Ticket 

Sellers, Orchestra, Regular Newspaper Advertising, Regular Three-sheet 

posters and House programmes. Regular Bill-posting and Distributing; 

(marked out by hand "also agrees to pay Fares for Actual Acting 

Company of no more than people, from or to San Francisco, 

Cal, and return to with two hundred pounds baggage for each ticket.) 

AND WITNESSETH, That the said party of the second part hereby 

agrees to furnish in this Contract Neil Burgess and first class comedy 

company in two plays during this engagement if required and entire 

State Representation Leader of Orchestra, all Advance Printing and 

window work requisite, and agrees to give usual number of performances 

weekly including matinees and holidays. The special scenery and prop

erties, etc. for the proper production of the plays. 

In consideration of which the party of the first part hereby 

agrees to give the part of the second part sixty percentum of the gross 
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receipts of each performance up to three thousand dollars and fifty of 

thereafter for weeks Nov. 28th and Dec. 5, 1887 and fifty % of gross 

receipts during week Nov. 20th, 1887. 

Settlements to be made during or after each performance from 

the Treasurer's Statement and a count of the ticket boxes. 

A free list is to be mutually agreed upon. Any free tickets 

issued for any performance by either party, without the consent of the 

opposite party, shall be paid for at full rates by the party issuing 

them. It is furthermore agreed, that the Company is not to appear else

where in San Francisco before the date of this engagement or for thirty 

days after the close of this engagement. 

IN WITNESS WHEREOF, We the said parties here unto set our hands 

and seals this 9 day of May, 1887 at New York 

Signed: Charles Frohman 

M. B. Leavitt 

Neil Burgess 

M. B. Leavitt, Fifty Years in Theatrical Management (New York: 
Broadway Publishing Co., 1912), p. 268. 
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APPENDIX G: TAYLOR'S THEATRICAL EXCHANGE 

KLAW & ERLANGER, PROPRIETORS 

188. 

HEREBY authorize KLAW & ERLANGER, of New York City, U.S.A. 

^° ^̂ ^ Agents for the negotiation and concluding of all 

attractions to play at 

during the season of 188.... 

The conditions and terms of this contract, understood and agreed to 

are as follows 

HEREBY AGREE to pay KLAW & ERLANGER 

the sum of $ 

which sum is to be placed to my credit as final settlement of all claims 

against me 

KLAW & ERLANGER are authorized and have full power to sign all contracts 

of engagements for the term of this agreement 

IN WITNESS WHEREOF have hereunto set hand and seal 

this day of in the year of our Lord one thousand eight 

hundred and eighty 

Witness 

^M. B. Leavitt, Fifty Years in Theatrical Management (New York: 
Broadway Publishing Co., 1912), p. 270. 
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APPENDIX H: RULES AND REGULATIONS OF 

HOOLEY'S THEATRE, CHICAGO - 1882 

"Order is Heaven's First Law!" 

1. The Management of Hooley's Theatre hereby acknowledges the Stage 
Manager as its official representative, and endorses his action 
in all matters relative to the government of the said Theatre 
behind the curtain. 

2. The members of the company, and the heads of the various depart
ments, will keep the Prompter advised of their places of residence, 
and report changes of same whenever they occur. 

Whenever absent from home the members of the company will leave 
Instructions where they may be found if required by the business 
of the Theatre. 

3. Calls for rehearsal will be placed in the greenroom by the Prompter 
during the first act on the evening before the day for which the 
call is made. 

No excuse will be admitted for not observing the call. 

Ten minutes grace will be given at the beginning of rehearsal to 
allow for difference of time. 

The stage clock is the standard time of the Theatre. 

Although excuses for non-attendance at rehearsal may be accepted 
upon extraordinary occasions, the Management wishes it understood 
that indulgence upon this point is most unwillingly given, and 
then only in urgent cases. Punctuality in attendance at rehearsal 
is expected, and will be strictly enforced. 

4. Previous to the performance three calls will be made at the dressing 
room doors, viz: "Half hour," "twenty minutes," and "orchestra in." 
All subsequent calls during acts will be made in the greenroom. 
Between acts and between pieces, the calls will be made at doors 
of dressing rooms and in the green room. 

During rehearsal calls will be made in the green room only. 

5. The performance will begin punctually at the hour announced in the 
bills of the day or evening, and the curtain will not be "kept down" 
for any one, upon any pretext whatever. 

6. Ten minutes will be allowed for change of dress during a play 
between acts. Twenty minutes will be allowed between pieces, 
where complete makeup, wig, &c. require alteration. 

i«V 
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7. As far as may be in the judgement of the Stage Manager practicable, 
lines of business will be adhered to in the casting of pieces, 
but the right of determining to what line of business each part 
belongs is vested in his hands. The Stage Manager will therefore 
cast the pieces as he considers best suited to the individual 
pecularities of the company, and a performer's refusal to play 
a part for which he or she is cast, will be received as an 
intimation of his or her desire to be released from engagement. 

8. The interpolation of improper jests, swearing, or profanity of 
any kind (saving when the same occurs in the text, and has not 
been expunged therefrom by the stage manager). Doing anything 
to embarrass others concerned in the scene, or bring the per
formance into ridicule is distinctly forbidden, and any attempt, 
however remote to "guy" a part or situation, will be received as 
an intimation of the offender's desire to be released from 
engagement. 

9. Particular attention is expected to propri'-ty of costume and 
characteristic making up. To avoid disputes upon the subject, 
all matters relating thereto will be regulated by the Stage 
Manager, who will determine the colors and character of the 
dresses to be worn by both ladies and gentlemen in every piece 
presented. 

The attention of the ladles is particularly directed to this 
rule, as they are expected to comply with all suggestions on 
the subject of color, and conformity to fashion offered by 
the Stage Manager. 

10. In the event of emergency arising from sickness or any unforseen 
occurrence to render a change of performance, or a change of cast 
necessary, it is expected that no member of the company will 
decline to play any part required, however short the notice, a 
proper explanation and apology being offered to the audience. 

11. Performers coming into possession of parts not within their 
province, according to the terms of their engagement, by coming 
to the Management's assistance in such emergencies as the above 
rule refers to, may retain or surrender the same at their own 
option during the season. But it must be understood that all 
such claims terminate with the season in which they are estab
lished. 

12. Any person or person so forgetful of propriety and the respect 
due to their profession and the public as to appear upon the 
stage in a state of intoxication, will the discharged forthwith. 
The Management is determined to protect the respectability of the 
company from the humiliation of contact with those who bring our 
profession into disrepute. 

13. Sufficient time will be afforded for the study of new pieces, 
and any performer who shall be imperfect in the text of the same 
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on their production, will be deemed either Inattentive to his or 
her duties, or else incompetent to their execution, and the 
Management shall have the option of cancelling his or her engage
ment, or exacting a heavy forfeit for the offense. 

All performers engaged for lines of business, are expected to be 
perfect in the parts thereto apertaining in the legitimate 
standard drama. 

14. No performer or employe in the establishment shall render profes
sional service to any other Theatre during the term of his or 
her engagement. 

15. Any member or members of the company who shall conspire against 
the interests of the establishment by making public its private 
affairs, fomenting discord, venting personal dislikes in any 
way calculated to mar the general harmony of the company, or 
interfere with the amicable relations between the Management and 
the company aforesaid; or shall in any way manifest a disposition 
to place obstacles in the way of the Management, shall hereby" 
subject themselves to immediate discharge. 

16. Any performer incapacitated by sickness from the due performance 
of his or her duties must send the Stage Manager a medical 
certificate of the fact. The Manager will not pay salaries 
where service is claimed and not rendered, from whatever cause, 
unless at his own option. 

17. Performers must not omit lines, or restore them when cut, without 
the assent of the Stage Manager. 

No "gags" are to be spoken unless approved by the Stage Manager. 

No songs are to be sung, or omitted after being reheased without 
approval of the Stage Manager. 

The selections of overtures, entr'-acte music, and all dramatic 
music must be submitted to the Stage Manager's approval. 

18. Members of the company coming to the theatre during evenings when 
they are not concerned in the performance, are requested to remain 
in the green room or the dressing rooms; and not to stand behind 
the scenes. If ladies or gentlemen desire to witness the perfor
mance, they will be accomodated with seats in the auditorium 
if possible. 

19 Servants, dressers, or assistants of any kind, saving those attached 
to the staff of the Machinist and Property man, are strictly for
bidden to present themselves upon the stage during performance, 
or to enter the greenroom under any pretext whatever. 

20. Performers will not be admitted to the auditorium during the 
evenings on which they appear upon stage. 
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21. The ladies of the Ballet, and the auxilliaries will not be 
permitted to remain upon any part of the stage during the 
scenes in which their services are not required. 

22. The company are requested to observe the following suggestions: 

Not to delay until the end of the overture or entr'-acte music 
before reaching their situations to begin the act, thereby 
delaying the Prompter from ringing up as the music ceases. 

To secure their side properties at proper seasons, and not to 
interrupt the Property man or his assistants while they are 
engaged in setting the stage. 

N. B. All side properties will be carried to the performers in 
their dressing rooms by the Assistant Property man, and the 
company are requested to report any failure in this respect 
to the Prompter. 

Not to cross the front of the stage during rehearsal, or remain 
upon any part of the scene when not "on" during the same. 

Not to converse when on the scene during rehearsal, but to listen 
attentively to the attention of the Prompter and Stage Manager 
during the same. 

Not to enter into conversation with the Prompter during the per
formance, or trouble him with questions relative to matters 
which should properly be understood at rehearsal. 

Not to stand in the first entrances, unless about to make an 
entrance therefrom, as required by the business of the scene. 

Not to stand or sit upon the front of the stage or at the Prompter's 
or Stage Manager's table. 

Not to touch or handle, much less read or examine any papers, 
manuscript, letters, or other documents thereon. 

The gentlemen will not carry their canes, nor the ladies their 
parasols, novels, or needlework upon the stage during rehearsals, 
and it is respectfully intimated that lap dogs are out of place 
in the theatre. Any accident befalling the little pets, the 
Management will not be held responsible for. 

Members of the company having business with the Management will 
reserve all conversation on the subject for the Manager's office, 
and on no account address themselves to the Manager or his repre
sentative upon such subjects while upon the stage or in the green 
room. 

Ladies and gentlemen of the company will not Introduce their friends 
or relatives behind the curtain of the theatre without a written 
permission from the management, and even then, will on no account 
permit them to go upon any part of the stage, or to enter the 
dressing rooms, but restrict their visits to the green room. It 
is respectfully intimated that visitors to the greenroom are 

•T\ 
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expected to present themselves in evening dress. 

23. The gentlemen engaged for utility positions are expected to be 
present at every rehearsal, and to remain until rehearsal is 
over, unless dismissed by the Prompter. 

24. Any performer or employee who shall commit such an offense 
against decency as to spit upon any part of the stage, will 
be subjected to a heavy penalty, or be discharged, at the 
option of the Stage Manager. 

25. No one will be permitted to draw aside the drop or curtain to 
peep at the audience, or stand behind the scenes so as to be 
visible from the front of the house. 

26. Any performer absenting himself from the Theatre on an evening 
when concerned in the performance, will forfeit a week's salary, 
and render himself liable to be discharged. 

27. No performer will be permitted to address the audience without 
permission from the Management. 

28. Smoking is prohibited within the walls of the Theatre. (Business 
of the stage of course excepted). 

29. Loud talking behind the scenes, laughing, or other deportment 
inconsistent with the good order and decorum of the Theatre, 
will subject the offender or offenders to a heavy forfeit or 
discharge, at the option of the Stage Manager. 

30. All persons concerned in working and setting the stage, carpenters, 
scene shifters, property men, gas men, &c., must wear slippers 
during performances, conversation during performances and rehearsals 
must be carried on in whispers, and every care and precaution taken 
to avoid distracting the attention of those concerned in the busi
ness of the scene by noise of any kind. 

The carpenters are Instructed not to strike the scenes at the 
termination of an act, until they are assured by cue from the 
Prompter (changing the border lights), that the curtain is not 
going to "ring up" upon the tableau, in answer to an encore. 

Performers are also requested to retain their places on such 
occasions until the Prompter gives the signal above referred to. 

31. The carpenters will be careful in striking scenes not to injure 
the stage properties, but give all reasonable assistance to the 
property men in saving breakage, thereby saving the Management 
the expense of replacing valuable furniture, statuary, or articles 
in virtu. 

32. Any new rule which may be found necessary to the good government of 
the Theatre, shall be considered part and parcel of these rules 
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and regulations after it shall be attached thereto. 

The above rules and regulations are designed to facilitate the 
companys discharge of their artistic duties by promoting the 
comfort and convenience of all concerned. 

R. M. Hooley, Manager 
Fred. Williams, Stage Manager 




