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ABSTRACT.

This study describes in detail the context - physical, socigl
and artistic - in which the Lgndon theatre managers concerned with the
West End formed their ethical, critical and financial beliefs about
the correct way to run a theatre,between 1843 and 1833, It analyses 1in
detail the methods of creating and controlling income, of notions of
expenditure and budgeting, and of the ways in which accounts were kept and
in which they were used for information., Together with a description of
these practices the thesis analyses the social aspirations of the
influential managers, and argues that their desire to belong to an

artistic elite at. times distorted their critical judgement, and
certainly led them in some cases to establish techniques of theatre
management which were not serving the art, nor were efficient in business

terms, but which contributed to their aspirations to higher rank,
The last section of the study describes and analyses the uariﬁus
arguments at the end of the century about state subvention, and state
aid for the (London) theatre, for the insight this gives on the
financial, ethical and critical beliefs prevailing in the West End theatre

community, I+ comes to the conclusion that the narrouwly middle class
audience, the expensive production, and the genteel methods of

managing this influential group of theatres existed not because of any
economic or social necessity, but because the managers had collectively
willed it to be so., Moreover this period of management has particular
importance for us, because so many of its limited principles and methods
have been accepted as normal theatre practice in our own century, and

have continued to limit our theatre, artistically and socially, because

of the limitations of nineteenth century arts administration.

1980,



ONE

INTRODUCTION ¢ THE NATURE OF THEATRE MANAGEMENT 1843-1899

As Professor Booth has remarked, the 'economic and W
business aspects of nineteenth century theatre organisation have hardly
been touched!?, (1) This study is centrally concerned with those aspects
of theatre management in the West End of Lgndon between 1843 and 1899 and
aims 1) to illuminate the contextrin which the practices of ninetesenth
century theatre management developed, ii) to describe financial practices
in the leading West End theatres, and iii) to describe the implications
of those practices and their interaction with the avoﬁed ethical standards
and critical judgements of the\managers of the period, |

Many writers about the period have described it as if the
managers 1in London's theatres were carried along by currents of public taste
over which they had no control, and as if the growing cﬁmplexity of
budgeting, of controlling expenditure or of producing higher income
were at best a series of devices for accommodating shifts of public mood.(z)
This study aims to show that the reality was much more complicated, but that
the theatre became what it was by the turn df the century because of a
clear gmbition on behalf of the influential managers to achiesve a certain

status for the theatre, and that this manifested itself in a series of

decisive management decisions taken not in response to public attitudes, but
formative of them, In our time, when we often profess a desire to make the
theatre once more a gensral pastime, we are able to discern those elements

in managerial practice which have made the practice of theatre-going one

which appeals almost exclusiveiy to a‘minority audience that is
middle class and highly educated.

% Although these practices often exhibit themselves in
economic and business decisions, it would be unsatisfactory to describe
those decisions in isolation. To be understood they must be placed in
historical cantext, and for their importance to be appreciated we must
frequently examine the public motive (or its lack) for thess actions,
The researcher must, like the managers who form the central interest of the

study, be concerned with legal aspects of management as well as perceptions

of changing public rnooﬁ, must be . concerned with the public .language of



theatre in addition to its financial practices., The study must maLe the
assertion that just as the play and its reception affect the pricing, the
publicity and the box office practices, so do those practices in turn affect
what is written, and what is accepted and what is played. A fine mind such as

Henry James is not turned to writing stuff like the second act of Guz;Domville(3

because of the imperatives of some intangible dramatic tradition, but because
the theatre in his time was so ordered that James believed (in baft)that in that
building, with that kind of audience paying those prices and with those
expectations aroused, that was the kind of stuff that would be heard, The

St. James was not decorated, nor were the seats priced, nor the advertising
written as a result of some poll of popular taste,or with a disinterested
concern for a literary tradition, but because Alexander had a clear notion of
the social and artistic milieu in which he wished to operate , and a clear

idea of the kinds of people that he wished to enter his theatre.

The Theatres Act 1843 i) ended the monopoly of the patent
theatres and ii) gave the Lord Chamberlain's office power to licence all

theatre buildings for dramatic entertainment in the cities of Lyndon and
Westminster, Theatrical management, which formerly had been a practice
undertaken in. Lgndon only by the lessees of the two patent houses, or by the
(somewhat raffish) entrepreneurs who ran the ‘'illegitimate' houses, now
developed as a profession in two ways. By the end of the century the West
End theatres had grown in number from some five or six to more than thirty,
so the profession grew in size and it became possible for a person to manage
several different theatres in the course of a professional 1ife. Second, it
became significant enough to develop its own ethical codes, and for its members
repeatedly to claim credit for various managerial innovations and 'improvements’
The date 1899 has been chosen as the end of the study
because the purchasing of Irving's individual interests by the parent Lyceum
company marks a significant end of a half century of domination of West
End theatre by individuals, In the twentieth century it has become common for
theatres and their productions to be owned by family concerns and by business
companies, Moreover a survey of changes indicates that 1899 may be regarded as
an appropriate date on which to end because the financial, social and ethical
practices of West End theatre management were generally established by 1899
and have shown remarkably little alteration since then. The managerial
practice and control that Macready exercised was quite different from that
exercised by Wyndham or Tree j however both Tree and Wyndham would recognise

quite easily most practices of West End theatre management in the 1950s,

and a considerable part of modern management, (4)
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The 'managers! about whom we talk are of several kinds. It is
usual, though unhelpful for our purposes, to limit discussion of management
to the general fortunes of a small group of actor managers of the period,

and in Hiscussing managers to concentrate entirely upon their avowed aims and
overall strategies, In this study it will be the case that we shall examins
both more wideiy and in greater detail the various restraints upon the-
managers, and shall use ths terﬁ '‘management' to cover both general strategies
and the minutae of artistic and financial practice involved in cérrying

them out, To describe the ninetsenth century theatre practices with

accuracy involves recognition of management practices in entrepreneurship,

in the establishment of routines, in problem solving and in the role of
leader and risk-taker. (5)

Most of the theatres in our survey had three recognisable

layers of management. First was the manager named as lessee, the person
recognised as being responsible j usually, although not invariably,that
person was the entrepreneur, idealist and risk-taker, The establishment

of routines was within the province of the business manager, or acting
manager, who was in a form of partnership with the lessee, Minor routines
were created and supervised by the lower tier of management, the section
heads, box office heads and stage managers who , on an everyday levsel,

were active in implementing the detail of general policy, and responsible for
some problem-solving, Except when internal workings of a theatre affect the
analysis we shall not make éuch distinctions, but shall refer generally

(for example) to the John Hare management at the Criterion, understanding
that many of the routines were invented and supervised by the Acting
Manager, Mr Compton, or that box office problems were solved by his

box office manager, Mr Abbott,

R The West End theatres have been chosen not because there is
fuller.material about them - surprisingly there are fewer account books and
managerial documents available than those available for some provincial and
minor theatres - but because collectively the West End has shaped what our |
theatre is, and their business methods have in general led those of other
theatres in other places, The definition of 'West End' is not geographically
rigide In the main the = theatres in this study are in the area bounded by
the Strand and Shaftsbury Avenue, but there are occasions when a

theatre of the period fell outside that area but was 1ﬁ1some way fashionabls or
influential 3 thus the Court, the 0l1d Vic and Sadler's Wells are |
included., Some theatres which existed within that area are omitted, notably
some small music halls, and théatres which had so varied a policy as to

merit attention in individual study rather than in one which aims to

describe and analyse collective aims and methods., Thus we have not
B



referred to the minor theatres, except as a means of highlighting

particular trends in the West End or of offering criticism of West End
managers' policies. The theatres are listed in Appendix 2,

There can of course be disagreement over each of these
boundaries, The theatre was not much different in 1900, and
1844 was to many people in the business depressingly like 1842 had -been.
- Similarly the selection of theatres to count as 'West End' is arbitary
to a degree j a critic might argue that the !'Brit'was.more influential
than the Globe, for example, and certainly that it had its .-
fashionable moments, but the grouping and the time have been
chosen because they seem to define a natural entity, and as Dr. Rowsell
remarks, 'Such divisions are inevitably arbitrary, and where a natural

(6)

Nevertheless I have not hesitated to go outside these boundaries when

division suggests itself, it is often convenient to accept it,'

it is necessary to make contrasts or to find other support for the general

thESiS¢

12a The Characteristics of Managers

Between 1843 and 1889 licenses were granted to lessess of
theatres, the 'responsible person' , to present theatrical entertainments,
by the Middlesex, West Kent or Surrey Justices, according to the area in

which the theatre stood., In 1889 the London County Council was formed,

following the reorganisation ofpowers under the Local Government Act 1888,
and from that date assumed responsibility for licensing all theatres in
London, The exceptions were the remaining Private Theatres, and the two
large Patent Theatres, Drury Lane and Covent Garden, Performances were
also given from time to time without separate license in places of

public amusement ;3 for example there were plays presented in thes pleasure
gardens.(7) The procedure was not campllcated by which a man with

some capital entered management, and Hollingshead was not alone in

finding it too simple:

'Anyone can get a theatrical license by applying at
St. James's Palace, paying the necessary fees, and getting the

usual two householders to become nominal securities.’

(8)

However licenses were refused upon occasion, when the applicant's

financial means were inadequate, or the building Jjudged unsafe.

Appendix 1 lists the 248 lessess with whom this study is
g
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concerned., The list omits groups and companies - although these are few they
exist;Covent Garden was for example run from 1843 to 1847 by the Anti Corn

Law Leagus and from 1896 to 1899 by the Grand Opera Syndicate - and it
excludes those many sublettings by the sitting tenants betwsen major

seasons or during the absence abroad of the major company. Some
characteristics are important, Around ten per cent of the list only are
women, for example. Second, it is obviously a position normally filled

by a person working alone, There are joint managements but it is usual to

find that after a few years the partners split and go into separate

managerial work. Third, it is apparent from such a list that far from
being a novel speculation West End theatre management offered something
"lilke a substantial career to a number of people. Thus the names of

Batty (21 years), Chatterton (16 years), Clarke (16 years), D'iny Carte
(19 years), Edwardes (13 }ears), the Gatti brothers (totalling 21 years),
Harris (21 years), James (32 years), Mapleson (15 years), the Sangers
(totalling 21 years), Thorne (21 years) and Hollingshead (18iyaars) must

be added to those actor managers that are ritually touted as representing the
entirety of nineteenth canturilmanagement. |

The duties of a theatre manager in th nineteenth century
are first clearly recorded in 1813 when George Colman the younger was charged
with incompetence by his fellow Haymarket proprietor, David Morris. In the
Chancery hearing, the duties of the theatre manager were ocutlined as i)
daily attendance at rehsarsals, ii) reading and casting nsw plays, iii)
creating a costume budget, iv) passing critical judgement upon new writing,
and dealing with demanding authors, and v) supervising non-ecting staff., (9)
The important point was then established that even though he was not in
the building, or had delegated responsibility, the named manager
remains responsible for all that occurs in the theatre 1n'contravention of
the law, That principle, formed for the patent theatres, was accepted in |
theatre after 1843 and remains broadly true in modern theatre law,

That unrelenting responsibility is a theme which recurs
throughout the century. In 1822 Brandon, defending the backstags
expenditures at Covent Garden to Charles Kemblas, juétified Morris®
£1,000 annual salary as manager by 'the incessant anxiety, the great
personal risk and responsibility, the perpetual toil and labour attached
to the situation' which had 'numerous and arduous' duties. (10) " The
manager moreover was expected to sustain a high maoral tone. It was one of
Macready's more succinct objections to Bunn that he was 'destitute of.

, (11)

honesty -and honour, Phelps was drained by his long management,

although he 'disciplined' himself to bear 'a good deal' without

10
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(12)

before their early retirement., In a poignant pencilled note, now in the

(14)

being the vast sum he was 'out of pocket'! after the 'longest of any!

grumbling, and the strain had ‘'begun to tell' on the Bancrofts (13).

Johnson collection, Irving scribbles down his overall losses,' as

management, having burned himself out in a profession which}*as Macready

had earlier said, consumed ‘'health and all delight?, (15)

1:b Professional Ethics

In 1843, hearing that Bunn was to be lessee of
_-Drury Lane, Macready thundered that it was 'sﬁameful - to the ért,
actors, and the public'’, Bunn's reputation has been somewhat rescued,(16)
but the triad of responsibilities Macready suggested is an important ons.
Increasingly in the period managers avowed that they
were working towards the fulfilment of some ideal of 'theatrical art',
The word 'art' becomes crﬁcial, meaning much more than high skill, rather
meaning a state of sublimity in which the ‘art' has bscome an agent for
morality, for the higher education and for understanding of the human
condition, while itself being a religious symbol for the educated and
receptive mind, This transformation of the word exactly coincides with

our period, as Raymond Williams points out:

'An art had formerly been any human skill ; but Art,now,
signified a particular group of skills, the timaginativa' or
‘creative' arts, Artist had meant a skilled person, as had artisan 3}
but artist now referred to those selective skills alone. Further,
and most significantly, Art came to stand for a special kind of
truth, 'imaginative truth', and artist for a special kind of person,

as the words artistic and artistical, to describe human

beings, new to the 1840s, show,"

(17)

In a general way most of the managers in our study wanted to be
considered 'artistic'!, after the fashion of the Victorian age. There were
occasional defaulters, for the division between 'art' and 'entertainment’

was already being made, and_it was Hollingshead who commented tanglly in his
last Gaiety manifesto (1885) that if 'the Gaiety has done less for the

cause of art than one or two houses.,..it has done more for the pockets of

11




the profession, and those who live by theatres',

The apparent conflict between being artistic and being also
a sound businessman troubled the Victorians as it troubles us, 0One of
the strongest arquments for the establishment of disinterested State Aid was
that commerce is necessarily antithetical to the higher art (sese 9 below) ,
but when a manager plainly was successful in both spheres they'pad to
change the argument, and assert that the anxiety involved in balancing
criticai approval with mammon was too great a strain to put upon an
unsupported individual, It was perhaps less of a practical difficulty than
a difficulty of public relations. Managers were uncertain whether to appear
inspiged and feckless or hard-nosed and realistic ¢ thus caught between
bohemia and grocery they issued long apologlies, made speeches'and wrote
articles which endlessly explained tha spiritual torments of their
position, compounded as it was of sustaining the higher drama and
totting up the pay box sheats, Those papers and spsechss, by Bancroft,
Irving and Tree in particular,read curiously now j the tone of midget
exhortation, occasional narrowness of vision, and endless repetition of
small items of theatrical lore, combined as all,of it .is Qith the grandest
and most universal of aims and the most soaring philosophies, is
seen to be political, The analyses of this or that'pressing question'are too
often, in the direction we shall presently discuss, merely pointing the
newly artistic profession.away from its populist origins and towards its
new social goals, %he Essumption is always that it was only in the
nineteenth century that theatre had begun to find its 'proper: social
base 3 the key is always that the theatrs must be seen to be moving

(18)

Towards the artists the lsading managers adopted the roles

‘onward and upward®,

of squire to worthy tenantry, rather than (as had not infrequently been the
case) factory boss to hands, Like othaer managers Irving was called ‘'Sir’,
mixed with his fellow players uneasily, and rarely, and distributed
presents and paternal greetings at Christmas, (19) The best account of

the ritual, caste, and sense of precedence backstage at the Lyceum is

left us by John Martin Harvey, who rejects the idea that in the Green Room

all was conviviality and fellowship, Laurence Irving, in 'Henry Irving' (20)

offers for example the rosy view of £llen Terry and the merry company. She,

'half angel, half imp', could 'one moment be laughing and gossipfng in the

green room and the next be bathed in her own tears upon the -stage.' Her

contemporary, Martin Harvey, is of a different opinion:

12




'l never remember Miss Terry Qisiting us, and it was very
rarely that Irving appeared, If he did, the silence and the
discomfityre were like that which the old-fashioned head mastsr,
Eden Philpott's Dr., Dunstan for instance, would create on the
rare occasions when he would join his pupils, and the poor man's
conversation would be narrowed down to ‘'Humph! All right? Quite
comfortable here?' Everybody would answer with'self-conscious grins

and a murmured ‘'0Oh quite sir, ve}x comfortable,' Behaviour was, of

course, impeccable,

(21)

Such gentility was restrictive, earning from G.B.Shaw the Jjibe that
Irving's theatre was 'a back drawing room, (22) It was however decidedly
more comfortable and dignified than had formerly been the case, when actors'

contracts had been forgotten at will, when they had besn made to queue

publicly for their wages, and when they had been treated by their ouwn
managements as raffish outcasts from respectable snciety.(zs) J
Towards audiences managerial ethics changed completely in

our period, not because in each case ths manégement was seized by a desire to
 make the theatregoer more comfortable and to serve him better, but because
matters of safety, comfort, public health and the responsibilities of
entrepreneurs were increasingly defined in law and improvements in each
made mandatory. Our argument charts the ways in which West End managers-
came to seek, define and nourish a passive mi&dle class audience in their
theatres, but although much theatre rebuilding and decoration, much new
seating and much sophisticated refreshment provision was undertaken with this
end partly in view, some of it was also made compulsory by the State,
as the great social reforms of the century had their effect upon
management, hs early as 1850 the Metropolitan Police were asked to report
to the Lord Chamberlain on egress from London theatres, and at the same time
London inspectors began to examine.theatre premises to observe whether the
new public health laws relating to sanitation, which had been engandered by
Chadwick's Public Health Act 1848, were besing kept. In 1855 the first
annual inspection by an officer directly from the Lord Chamberlain's
department, accompanied by a surveyor, took place. Chief points of
that investigation were i) means of egress in case of fire, ii) good
"~ ventilation, iii) means of extinguishing fire, iv) safe hanging of
chandeliers, v) cleanliness and order of the building, In 1856 managers
received letters telling them of the results and asking for alterations where

necessary. The directives were given regularly, and included in subsequent

13



years i) footlights to be protected at all times, ii) no wing lights‘to be

nearer the ground than four feet, and 1ii) it was recommended that

(24)

women's dresses be made of uninflammable material, Minimum

requirements for public safety were finally made mandatory by the
Metropolis Management and Building Acts Amendment Act 1878, which hed

a decisive effect upon the numerous music halls and a less dramatic but

still important effect upon the building and alteration of West End

theatrss.
The state ensured that the finances of theatres were

no longer a simple matter of adjusting eipenditure and income with a

free hand ; both income (2 below) and expenditure (3 below) became more

complicated to calculate. Peel's budgets of 1842-5 had reintroduced the

income tgx, and although no P.,A.Y.E. system existed, managers paid taxes

upon their incomes, and it was a factor in calculating an acceptable

salary for leading players. It was common for the proprietors in soms
theatres to pay the steadily increasing rates, and to add the sum on to the
rent (see for example the description of Phelps' arrangement with the
Proprietors of Sadler's Wells in 3, below) Some later managers paid them
direct, including:of course the new owner/managers.. A third complexity

was insurance., Managers insured their theatres and, as the custom of managers|
owning their own company scenery and costumes qrew, it was common to
insure those also, Speculative insurance businesses had been largely
thrown out of business by The Gaming Act 1845, but that had the effect of
raising premiums considerably, with the disastrous result that Irving

was effectively crippled financially when the 1898 fire found him
underinsured (‘as an economy measure).(zs) State intervention did

not always inhibit theatre business j; the building boom in the West End
in the last years of the century owed samething to the ready availability

of capital from the new building societies, sacufely permanent after the

Building Society Act 1874, which had allowed the societies to shed the
cumbersome business of appointing trustees to act for them and enabled them
to become corporate bodies possessing full legal powers,

The ethical stance of managers thus came to be (in part) of?
solid and respectable professional men, It was one of the characteristics
which separated the managers of ‘art' from the managarsxin'hntertainmant'"
who lived precariously still on the edqe of the law, The division
remains § modern 'straight:.' theatres present public accounts, whereas nearly

every major circus since the Second World War has suffered prosecution for
tax offences, (26)

14



- 1sc Nanagerial objectives,

In significant ways the theatre stood apart as a business
from the common run of Victorian practice, Although the authors had, like

artists, founded a profeséional organisation, there was no substantial -
union of actors within the period, and between managers and actors there
existed still a neo-feudal relationship, There was virtually no
counterpart within‘tha theatre to the Cooperative movement (which began in
Rochfale in 1844 ) y and such occasional movements as there were to break
down the feudal order, such as the Actors' Cooperative at Sadler's Wells in
1889, soon collapsed, (27) The objectives of thes managers wers to work within
the traditional parametaers of theatre practice, while attempting to raise the
status of the whols endeavour in the eies of the informed public.

The managers were not concerned to be a part of the class
struggle in any overly simple way ; they did not attempt to condition and

limit the aspirations of their employees in such a way as to create a

'middle' or 'working' class. Theatre did not divide into competing classes.
 Rather (and the distinction is important) did the influential managers attempt
to place themselves not within the upper class, but within the upper rank.

Dr. Watson, following Asa Eriggs,(za) makes the distinction:

'*Industrialism was abolishing the ancient European rank
system in favour of & new and more menacing adjustment into two or
three vast blocs or classes defined by economic function - an

alignment containing within itself at least a possibility of a
' .
CiVil war, (29)

In our own century the 'straight! theatre has formed itself on occasion
into power blocs and has created the system of professional groupings and
unions which makes theatrical dispute similar to industrial dispute, but
although at the end of our period there were signs that the music hall was

aligning itself in that way,(so) theatre remained occupied with rank,

Although arguments;for theatre to have the same esteemed rank as that

enjoyed by visual artists intensified with Irving, Harc and Tree, it was
already the case that in 1843 the profession was indignantly insisting upon‘ifs
claim to enjoy the same gentlemanly status, In their letter to Sir Robert

Pesl on bshalf of John Sheridan Knowles the Committee of the Dramatic

Authors Society wrote (24th, Jan, 1843 ) that working for the theatre was most

* 4
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3
certainly of equal status with working in the other arts., ( 1?
The social position enjoyed by members of the R.S.A., was deeply
envied, and aspirations to rank did not begin to falter until

finally Irving was given his knighthood, which was taken to be a
social benediction upon the entire profession, (32) \
(33

Professor Bottomore, in his study of elites, *_ L

separates thres elites of recent times that have 'often been singled
out as the inheritors of the functions of earlier ruling classes and as
(34)

The three

elites ‘are the intellectuals, the managers and the bureaucrats. The

vital agents in the creation of new forms of society ‘.

objectives of the influential core of theatre managers were not to
enter the managerial elite, the 'keepers of the community's material

(35)

welfara’, They did not aspire to be a part of the developing

industriél ideology of the ninsteenth century, and the industrialists’
language of 'labour', 'capital! and 'the market' is alien to them,

Nor, as their uncertainty about State subsidy clearly shows, did they
aspire to be government officials, or their agents, who form the core of

the bureaucratic elite, (36)

Rather did they aspire, as artists, to join the ranks of
the intellectual elite., (Their admiration of the French theatre, and

its relation to government, is symptomatic of this, for as Aron has

(37

Of all elites it is the one that least demands homogenecus action and

shoun, ) French intellectuals have particularly high social nrestige )s

behaviour, and can best accommodate the divergent psrsonalities of the
art world, Most important, it is an elite which carried influence in
Victorian England, while bsing detached from the more rigid duties
imposed upon the managers and bureaucrats., The intellectual and artistic
acquaintance that Irving sought (38) gives clear indication of the kind
of membership this body had, Their praise and censure affected decisions
in finance, in general ethical intention, and in critical judgement

on the work presented. Thus Stoker gives clear accounts of Irving's
relationships with Onslow Ford, R.A., Sir Laurence Alma-Tadema R.A.,

Sir Edward Burne-Jones, Bart. Edwin Abbey R.A. at some length, equal to
the space devoted to his relationships with major writers (Browning,

Whitman, Tennyson, Caine) and men of affairs (Beaconsfield, Burton and

Stanley, Gladstone and Sir wWilliam Pearce); together those relationships

are recorded as of being in total more significant than his relationships
with the profession, or provincial manaqers. (39) A characteristic of

this elite is that its members should be distinguished not by birth or
conventional education, but by striking ‘artistic' features, the
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quality of the inner man thus communicating itself to initiates. ~

0f all compliments recorded to Irving, those most deeply felt are

those which assert that his 'features’ record his sensitivity, artistry

and high intelligence -~ the outward and visible sign that he was at

ons with the painters and poets of the Victorian art establishment, (40)
The means of conveying membership of this elite, and of

earning a position of high rank, is by the constant display of tha'

niceties of behaviour which were collectively termed ‘refinement', This

is concerned more with display of intelligence in 'artistic' conversation,

exhibition of particular and localised sensitivity to areas of art, and

a high-minded unconcern for worldly matters, than it is concerned with

displaying conventional Victorian morality. Irving's relationship with

Ellen Terry, or his drinking (41) were no more disabling characteristics

than Tree's reqular attendance at Lgndon's brothels.(dz) In a letter

to Archer in 1901 Pinero says 'the most truly refined artists of my time -

Coghlan, Bancroft, Wyndham and Irving - were not recruited from the

ranks of Society at all, but were middle class men who went through the

ruck of provincial apprenticeship’, (43) Interestingly he adds, 'I believe

the cause of the drama's constant dealing with the ‘upper classes' is
to be found elsewhere’. (44) It is the argument of this study that the

cause is to be }ound in the general aspiration to the high rank of
membership of the Victorian intellectual elite, and that the artistic,
social and managerial decisions taken at the core of theatre management
became intermingled in practice, and developed their own high-sounding
rationale,so the total managerial practices of this.group, far from being
-seen as the shaping points: for a.century of our drama:;iage wrongly_seen :°
as- hapless consequences of some High-minded groundswell of public

taste, or even as irrelevant matters of business unconnected with the art,

1:d Sources and mathodologz

In general terms it is necessary to pass through three
distinct, but interrelated, stages, The subject requires first a

considerable historical search, to establish what managers did, and what
were the legal, social, educational and artistic pressures upon them
which influenced decision-taking, Second, and inseparable from such a
gsearch in ﬁracﬁice,ara analyses of the rhythms of management § inevitably
these are often recorded as ‘figures, and research in this field will

at times disarmingly veer from social comment to minute analysis of
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accounts, Third, in order to establish the nature of the work of the

managers, it is necessary to make direct or implied comparisaon with
alternatives, which either theory, or subsequent practice in theatre
administration, have taught us to regard as possibilities,

The three stages are inevitably intermingled. It would not
have been possible to make any kind of detailed historical research.

without concentrating upon areas, such as the moderation of weekly
income, or the general budgsting of a future production, which are

known to be key practices in theatre management, Had one simply been led
to make analyses from the total of primary sources, one would have

been inclined to paint a picturs of many of the managers in the period as
being wholly and spiritually concerned with notions of the higher art,
and unconnected with raising capital, with the strains of correcting cash
flow or with publicising new work. One has to view the sources

with the benefit of one general hypothesis - that in a capitaliat sociaty
a theatre manager has a (limited) number of ways he can run each part

of his enterprise, and although he and his supporters may make a great

variety of claims for the critical importance or the soc;al significance:df
their work, a sympathetic analysis of the way business practices

and policy statements combined will reveal its real nature. That .

sympathy is crucial 3 it involves a wide-ranging and demanding attempt at
comprehending matters as various as the nightly ratuén sheets, and the
arguments about the possible need for state support. If the researcher is
less than sympathetic to the essence of Victorian theatre - if in other
words his primary tcol of éhalysis is some straightforward categorisation
used in business or financial studies, he is likely to cut through the
edge of the complicated and mobile theatre world under study, and to

reveal nothing more than that the managers seemed perversely inefficient

or that their world was so far removed from modern practice as to be

beyond precise research,

The precision in this study must derive not from the
relentless application of one research tool, but from the delicate use of
a range of analyses (and the illuminating use of others! conclusions-uhich,
though they have been produced for other purposes, aid the exposition), It
is a matter of the finest judgement to decide how a known practice, or how
particular figures, may develop and enrich the overall arqument, and the
claim of the study to notice must rest upon the acceptance of that degrese
of discrimination. The three interlocking stages described ‘above
finally amount to a .thesis which is descriptive, but the processes
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deseribed are accumulating evidence of the central arqument, It follous
that, disturbing though it may sometimes be to the reader, that the
exposition has in its various stages to be accommodated in differsnt kinds

of language, for the records of the accounts, the legal documents, the

advertising material and the contents of letters and informal books of
reminiscence - which must all plasy a part in establishing what
management was at core - cannot truthfully be recorded and accounted for
in one precise common language. The best and most precise tone in which

the variocus aspects of theatre management can however -be linked together is 0"‘!

in which theatre managers themselves talk § the assumption is therefore made
" that the reader is familiar with common theatre terminology, and that if
one nuance of the general argument is true - the assertien that much
modern theatre lore and practice derives not from the inexorable law of
business necessity but from the decisions taken in our period of study =
then it is important, and significant, that the argument should be
perfectly comprehensible to anyoné interested in modern theatre practice,
It must be assumed too that the reader has a broad knowledge of the history
of Victorian London, but at each point that some aspect of that history
impinges on the study then reference is made to the appropriate histories,
The source materials for the study provide particular
difficulties for the researcher, About the period there exist numerous
studies, and although some are useful, the majority are over-general, rely
on disarmingly simple generalisation, and at worst seek to put a
roseate glow on the leisure-habits of the period.(ds) There exists no general
analysis of the methods of the managers of Victorian entertainments which
is inward with the particular nature of that kind of management, and
although books about the various managers exist in profusion, the;}afe often
of dubious accuracy, or are concerned to tell stories of ‘'human interest'
rather than to examine the nature of the management itself ; we thus know
more about the ssx lives of the managers than about the ways they
established financial control of their enterprises.(as) Although ihak
nature of a theatrical performance - a meeting of many minds with quite
different intentions,and perceptions about the event, and a mesting which is
inevitably ephemeral, and which cannot be recorded with the precisibh of
musical notation nor left, as a picturs is left,ion permanent record = may
seem to mean that the essence of theatre management is virtually impossible
to record, it is more probable that the ninetsenth century separation of

‘art' from more mundane human activity, leads to the willed ssparation of
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theatre art from theatre business, The note is always that of the astute -
entrepreneur Bancroft, who nonchalently referred to the accounts which he
supervised so meticulously and which afforded him such a luxurious living as
*those dreadful things'?, (47)
truthfully to discover , for combined with the public disdain for business was

The attitude assuredly makes the record hard

a meticulous secrecy about its detalls, a widespread habit that led Pinero
to write rusefully to Archer in 1898, 'I think that Andree went up in his

balloon not to discover the North Pole, but to obtain an accurate survey of the

(48)

That discovery is no easier eighty years later. The great

Actor Manager-?',

majority of the records of nineteenth century managements have been
destroyed, or are kept inaccessible to researchers as part of the records of
families still concerned with the theatre ; some West End management has also
been concerned with business freemasomry and any records which may exist

in those areas are obviously unobtainablngABvertheless gnough records of
agreements, of employment and of legal cases exist for us = knowing the
theatre practices from other sources - to construct a reliable description
of management, To find and use such materials has however proved a long

and tedious business, as there is no central collection, no one museum, nor-

any consistent method of cataloguing materials connected with theatre

management,
Of those letters, agreements and ledgers listed as

primary source material at the conclusion of the book, the majority of key
documents may eventually be located in the manuscript section of the British
Museum, or in the Enthoven collection which is housed at the time of writing
in the Victoria and Albert Museum building, although it is not accessible to
the general public , The beginnings of the search in these and othsr libraries
was dogged by the fact that even librarians may not recognise material which
is pertinent to theatre management study, and thus it was common to find that
after denials that anything existed in a collection of interest a thorough
search would reveal material of some potential interest. It may well be that
other material exists - Mander and Mitchenson, for example, were sdamant that

they have no material of interest to such searches, but it may well be that

in their private collection there is pertinent material in programmes, bills
or contracts which have more obvious value to other theatre resaarchars.(so)
The present cataloguing situation is dauntingly bad. The
cataloguing of the manuscript collections in the British museum is of course
well out-of-date, and as the majority of materials are in any case entered
under the central figure in a chain of cofrespondence or the chief agent in a
legal case, there is no alternative to long (and often fruitless) searches

through those parts of the collection concerned with key figures of London
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society of the period, Thus letters to William Peel, for example,

contain a long and passionate plea on behalf of Sheridan Knowles

by the Dramatic Authors Society (1:c above), which includes an
interesting early statement of the aspirations to high rank of the
fledgling theatre profession, but which is hidden in a collection of more

than a hundred letters concerned with young mothers, the safety of the
streets, prison reform and the habits of sailors on shore leave. The
Enthoven collection is presently housed in cramped and inadequate
quarters and is either uncatalogued, or has been catalogued in a
variety of ways by different employees, Of private collections , sych as
that held by the British Music Hall Society,(51) the same gensral
comments may be made § they are either uncatalogued, which leaves the
researcher making random searches through material, or are catalogued

in a way which accords with the interests of the owners = by artist, for

example = but which gives no indication whether the material has any
interest for a particular search., Even in well catalogued public
collections, such as those at Oxford or in the Stratford Library, the
emphasis, naturally, is upon cataloguing material in a way which will be
helpful to the literary critic, the historian of acting method, or the
researcher in stage technology., If the proposed Theatre Museum is
established (52)1t seems improbable that it will be able to gather all
(53) but it should be possible to
develop a simple method of cataloguing theatre management material in a
way helpful to specialist researchers without disturbing the overall
museum categories., It would be sensible for this task to be undertaken in
cooperation with Arts Administration Studies staff members at the City
University, and for the method to be widely disseminated so other smaller
collections could, without undue difficuity, adopt its practices.(SA)

materials into one central sources,

Of a second kind of primary source material, memoirs,
reminiscences and diaries written by those involved in the London theatre
between 1843 and 1899,there is no lack, The London collections - and
where they have failed, searches by the 3paciélist bookshops = have
yielded copies of several hundred books written in or about the period
by those who were alive in it, Reading them is a wearisome business,
partly because the all-round Victorian was expected to interest his
readers by general books which covered aspects of a cultivated gentleman's

life as various as big game hunting and party tricks, and partly because
of the relentless heavy-handed tact of such books which means that

where true valour exists it is well covered by discretion., Nevertheless
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it has been found important to read every available publication, whether -
wuritten by a theatre personality or by soms other kind of London-based
racontedr, because illuminating anecdote can quite often be found in
chapters apparently devoted to the pleasures of dining out, or to
conversations at the horse racing. The list at.the conclusion of the

study lists those publications that have at least some material pertipant

to understanding management in the period.

Of course such books, even when written contemporaneously,
further inaccuracies by retelling old stories with different principals, or
passing on myths with only the slightest disclaimer about their absolute
truth, In general I have tried to make reference only to anecdotes and
information from reasonably reliable sources, and where there is a degree
of certainty, through cross-checking, that the material is to be trusted,

I have sometimes used material of which, in a precise sense, 1 am rather less
sure, but which is mildly useful as corroborative material, without

insisting that any point of the exposition depends upon its acceptance, Such
colour can sometimes be useful § thus the exact source (for example) of those
anecdotes in which other managers inveigh about the prodigal expenditure of
Irving may be uncertain, but the anscdotes are repsated so often they may
have some small value nevertheless in establishing the prevailing wisdom

about investing in new productions in the BOs and 90s,

Claims which I believe should be made for the importance of
the subject may seem ambitious, but I believe that the establishment of
the 'proper' way to build, staff, publicise and run theatres in London's
~ West End in the second half of the nineteenth century has had widespread
effects both in detail - - the Bolshoi theatre in Moscow for example had
(55)- and in
the general philosophies ef management: which now support theatre as a force
for art in Western Europé in the twentieth century, fha arquments of the
last twenty years are, to an astonishing degree, concerned with whether or
not we should attempt to go back upon the principles of managing the theatre
as an agent in our society which the managers in this study collectively
established, The descendants of the ‘'popular' entertainments of thes music

hall, and the non-establishment descendants of the minor theatres are still

vainly trying to establish themselves with the London critical elite that

adopted the same system of 'returns'! as the Lyceum by 1896

Irving and his colleagues successfully penetrated, are still excluded from
the financial support given to the 'high'! arts as the ninsteenth century so
meticulously defined them, It is still the case that in spite of ritual
protestations about their belief in re-establishing a popular theatre, the

housing, advertising, pricing, timing and above all manner and style of
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presenting the plays by our modern managers seems to some observers both -
to encourage the continuing attendance by a small, well-educated (and
well-mannered) minority that so thoroughly understands the social and
artistic conventions, and is so comfortable with them, that changes in
managerial style are clearly unwelcoms, (56) '
A number of ways of presenting the material wers
considered and rejected. A purely chronological survey would for exémple
seem attractive but would be difficult to sustain - as theatre practices
plainly varied between theatres and did not grow at a regular pace. Rather it
has been found sensible at several points to offer a broad survey of the
chronological development of certain aspects of management such as seat
pricing, distribution of theatre programmes, or newspaper advertising,
and to sustain the argument in different categories. Consideration Qas
given to the creation and description of one single 'model' of Victorian
theatre management, but that was rejected as the amount of qualification
needed at each point would be enormous, and a single model could not take
account of the nature of the changes made over time, It was also
at first an attractive notion to present simply a fully annctated
reproduction of the various source materials, but this in turn was rejected
because it does not approach the material as esvidence of the workings of
theatre art in society, but must misleadingly be presented in such a case
as if it is the central ari. Moreover, as with the other rejected modes,

such an approach would not allow us to consider at key points the

- alternatives that the managers did not choose, and which are often of

great significance. '

It seemed that the best way of presenting the material was
first to work within the broad parameters.of theatre management practice
and to consider i) Income, ii) Expenditure, and iii) Cash Control and
Accounting., In each case the practices are put in their sociel and
financial context, are described in some detail andhthéir implications
discussed j the threads of the argument leading to-the:conclusions of the

last chapter, which are illuminated and placed in context byﬁtha arguments

raging over the 'National'! theatre and a form of state subsidy.

The material is presented in a way which attempts to show, and to explain,
that financial practices both are symptoms of social and ethical beliefs

and in turn form them ; consideration of alternatives shows at important
points in the exposition that critical values cannot be detached from

the social workings of theatre, its financial practices and the ethics of
the managers. The theatre is an entirity, and to understand the detail it is
necessary always to place it within the social, critical and ethical worlds
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that sustain its acceptance and its practices,

Those practices were not, in this period, sharply distorted
by major war, sudden inflation or domestic revolution. The Crimea affected
some theatre programmes , as did the Indian mutinies, only in the sense that
managers from time to time presented highly coloured patriotic pieces with
those wars as background, but neither affected managerial business so
sharply as did the collapse of Barings in 1890. (57) Nor were there, during
the 56 years, any inflationary spurts of the order to which we have become
accustomed during the 1960s and 1970s, As we shall observe, the basic price of
admission in the minor theatres and the cheap portions of many West End
theatres: rose hardly at all during the period, and was as relatively static as
the price of beer. (58) The growth in admission prices to the other portions of
~ the house is characterised by being i) gradual, ii) taken at a pace of the
management's choosing rather than in response to economic necessity (although
as we shall see in our analysis of Bancroft's Haymarket stalls in the next
chapter, managers occasionally affected to believe they were responding to
extreme financial pressures in raising prices), iii) a price for an envirqnment
and a dramatic entertainment which was in essence qualitatively d{fferent from
the theatre in the forties and fifties. The steady rise in the prices for the
seats occupied by the middle classes is not properly viewed as an inflationary
trend, but as a part of an act of social (and artistic) policy, which
encouraged the muted and educated responses of an increasingly wealthy class
to expensive and 'artistic' proéuctions. There is no predetermined law which
says what form of drama is appropriate to an age ; each generation may be

offered and may accept a range of dramatic styles, from a single voice
speaking in the dark (as radio listeners came to accept forty years later)
to sumptuously staged and spectacularly detailed entertainments., It is
.important to note as ue begin a more detailed analysis of income and
expenditure therefore that neither rose because of some uncontrollable
inflation (although wages and stage. .costs for the kinds of productions the

managers presented did of course rise, as we shall see in 3 below) but, in

part, because of the kind of theatre the managers sought, which was

expensively mounted for a kind of audience that was willing to pay.
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Theatre Museum on the first floor of the Bolshoi Theatrs.

Dr. Mann's work on modern theatre audiences shows that the

social composition of audiences is predominately from the middle
class and the highly educated., There is no evidence that the

composition of audiences has significantly changed after more than
thirty years of following a policy of keeping down prices by state
subsidy - a policy which has led West End managers to keep down
their prices to an uneconomic level in order to compete with

the subsidised theatres, (Arts Council Research Reports 1 - 9,
published at 105 Piccadilly, London W,1,)

Stoker, B. (1907). op. cit, 'p. 124, 'To my surprise I found that

on each night, growing as the week went on, were quite a number of seatl

unoccupied. On reference to the full plan I found that most of these
seats were sold to the.libraries, but that a good proportion of them
had been booked at our own office. Neither of us could account for
such a thing in any way,' [Fumours about Baring's collapse were
rife in the city and that ‘obliterated social life for many people' .
J.P.] Pe 125. 'In the Lyceum we became wide awake to the situation.
In a time of panic and disaster there is no need for mimetic tragedy 3}
the real thing crowds it out. The very next day we arranged to change

the bill on the earliest day possible.’ [?Nuch Ado About Nothing?,
the brightest and cheeriest comedy in the repertoire, was

~ substituted on Jan. 3rd. 1891.3.p.]

A comparison of the price list of Scrutton and Sharpe (who

supplied Sadler's wells from the 60s, )and that of Spiers and POnd,
who owned and supplied the Criterion at the end of the period

shows that there was not only little change in theatre drink

prices during the period, but little difference between & central and
an unfashionably suburban house prices. The prices wers?

Wines 6d. glass

Brandy 4d, "

Whisky 4d, "

Gin 4d, "

Ale 3de "

Ale and Stout-in bottle 6d.

Lemonade and other minerals in bottle 4d,

Two further indications of stability were that the laquered
stovepipe advertisements fixed to public buildings were designed
with prices permanently a part of the design, and that so
confident were the builders of the new theatres that prices in
the cheaper seats would never rise that the price was often
included in the tile pattern., This was so at Wyndham's and at the

Hoxton Hall, and seems to have been regular practice in many theatres
built during the second part of the century. (See 2 below).
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INCOME,

Between 1843 and 1899 theatre income grew substantially , although
growth-was irregular, During the period the nightly receipt from any one
theatre doubled, in simple terms, and,as we shall describe below in detail,
the numbers of West End theatres grew, That growth of audience can be
ascribed to the growing wealth and available leisure of larger sections of
Victorian Society, but among the contributory factors which concern this
study directly are i) the growth of a large catchment area for West End
audiences served by new road and rail links, ii) the building of a network of
smaller theatres which enabled longer runs to be housed more cheaply, and iii)
the development of more sophisticated booking techniques which enabled an
audience to be sought and accommodated over a longer period and with less
risk of sudden failure than when managerial success deﬁended in large measure
upon 'passing trade'.

We shall point to a number of key factors in the Qay that income was
sought, which indicate that the managers sought to impose social habits upon
their audiences rather than merely to respond to them. In 1877 Henry
James asserted that the very method of purchasing theatre tickets was both
symptom and cause of the fact that the drama was ‘'not a popular amusement,’ (1)
To buy a ticket you must go to an agency 'in an expensive street out of
Piccadilly'., For eleven shillings - the ticket price plus booking fee -
you receive your ticket from a 'smooth sleek bottle nosed clerk's Then
inside the theafge when the 'white cravatted young man ' has inducted you
into your stall, and has taken your sixpenny tip which has 'seemed a mockery
of his grandeur', you find yourself in a tight middle class milieu in which
the 'number of old ladies one has to squeeze past is very striking!',
~Thus the familiar objection to modern West €nd audiences, that they are
'largely middle class and largely women', seems already to be true in the
middle of our period,

There are indications that in certaiﬁhways poorer folk and humbler

souls generally, were actually discouraged_ from attending West End theatres.

That some agencies did not deal with folk who were not comfortably able to

.afford expensive seats is remarked upon by Leverton, whose

long and notorious tenure of the Haymarket Box Office began during the |
29



L -

management of the Bancrofts and who describes the habits of the agency

(termed a 'Library' then, as today) Lacon and Ollier's, off Bond Street:

'When I first went to the Haymarket, the head of the firm was
a stately old gentleman named Charles 0llier, Lacon's had a very
distinguished clientele, and Charles 0Ollier would not sell or allow to
be sold in his office any other seats than the highest priced ones -
orchestra stalls or private boxes, If a stranger entered, and dared to -
ask for dress circle or - worse still - upper circle tickets, the

venerable Mr Ollier would lead him courteously to the deoor, hold it
wide open for his exit, and say, with infinite suavity:
'You will be able to buy that class of tickst opposite, at

Messrs Blanks,

And the delicate emphasis with which he stressed the words 'that

class of ticket! would reduce the vulgar stranger to perspiring shame,’
(2)
At the outset thersefore we need to remind ourselves that the managers warking

in the latter part of our period were not concerned simply to maximise income }

there were ways in which no income was plainly preferable to incoms from the

!

wrong sort and class of person,
A close examination of the practices of booking seats and entering
the West End theatres does not readily support the view that the working

classes left a5 sudiences in general 'became more discriminating, Yet such a

view is a common one. It receives its clearest statement from Dr., Rowsll:

'In particular the evolution of the Music Hall at this time began
to draw off the violent element in the audience, By its transformation
from the semi-secret haunt of thse raffish man-about-town into the popular
resort of the working man, providing both drink and entertainment, the
Music Hall took over one of the chief functions of the mid Victorian theatre.

The way was thus cleared ,..for a smaller, more discriminating audience,.'

(3)

We must at least entertain the view that the great changes in style and
presentation were not the result of the 'vulgar' having departed for the
Nﬁsic_Halls, but were decided upon in part as a means of precipitating that
departure, The loss of the pit, the loss of the 'half price' after nine o'
clock and.the single performance which began before many working men could
'possibly;resent themselves at the theatre, the demands made upon the booker's

time, social poise and literacy (to say nothing of his pocket) were all
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decisions about method and style of attracting an audience taken not in rgsponse
to demand, but in advance of it., Each was the subject of protest, and we shall
scrutinise the nature of the protests below,

A brief indication of the attitude of some, if not all, of the
man;gers in the seventies and eighties is the timetable of theatrs opening, with

regard to its various class of customers, Most box offices openaed for booking at
ten in the morning, and closed at four or five in the afternoon; Leverton tells us
that he always left early in order that an assistant finished off the booking and
he could thus have time to change:to evening dress and return to the box office

to deal with the evening's audience and to 'cash up.,' (4) For people at leisures
there were thus some six hours each day to book stalls and the dearer seats, The
Gallery however, and whers it still existed, the Pit, could not be booked, and it
is interesting to see how very little time that part of the audience was given to

buy ticket, or token, at the pay box and to mount or descend steps into the

auditorium before the show began. In Hayh1880;ﬁpf.instanco,.tha Lyceum's

Jhe Merchant of Venice began at sight; the daors opened at 7 0'Clock, The St.

James, which was presenting Still Waters Run Deep under the management of
Hare and Kendal, preceded by 0ld Cronies at eight, openéd its doors at 7.30, and
thus gave its patrons thirty minutes to queue,and to enter the auditorium and |
settle themselves., Unbooked customers had even less time at the Prince of Wales's,
where the original comedietta A Happy Pair was given at 7.40, and the doors
opened at 7,30, ten minutes only in advance. (5)

It is necessary now to examine in some detail the various
elements which bore upon the managers' income from each productibn. The elements
were i) the size of the theatre, and its location,ii) the apportionmenf within the
theatre of the various sections of the auditorium - the pit, stalls, circles, boxes
and gallery, iii) the prices of admission, and the way each price ticket was sold,
iv) the length of the run, and v) the income deriving from subscriptions,
benefits, foyer sales and.sources other than ticket sales. Factors mitigating
against simple consideration of these five elements include the way the 'fres list!

was administered, the systems of giving 'orders', and inefficiency or dishonesty

on the part of the theatre staff,

233 Size and locations of theatres,

Before the 1878 Metropolis Management and Building Acts
Amendment Act (41 and 42 Vict, c 32), control of the capacity of houses of public

entertainment was slight, and notional capacity figures of theatres need to be
treated with considerable caution, Although the boxes, galleries and pit would have

a notional figure ascribed to them, managers would exceed that figure upon

occasion, Thus Elliston, playing in Rochester during his management of tha Olympic

L Y
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sets the tone of the century by announcing to an overfull pit that he has
'had £100 more in that pit than there is at the present moment!'. (6) The
majority of the audience were a mob to the managers. Even on the occasion

of the Queen's visit to see Macready at Covent Garden in 1837, the pit

was overcrowded and Bartley gave back 'the price of admission' to thoss

who were listing over the boxes 'in a fainting and exhausted state’. 97)
Clearly when the opportunity arose managers extracted income from every inch
of the auditorium, The practice continues into our period, with the pit at
Sadler's lWells under Phelps frequently being overfull, (8)

The lack of a standard 'maximum capacity', and the managers'’
not unnatural desire to profit from gala evenings means that it is extremely
unuise to be overcertain about capacities of London theatres, In the earlier
part of our period the pit was the hardest to calculate, At Sadler's Wells
'for example Arundell estimates that during Phelps' time the capacity of the
pit was between 1,100 and 1,200, (9) Professor Allen however, in discussing
the same period ackowledges the huge pit to be the dominant characteristic of
the Wells but adds that ‘the thousand (sic) occupants of its benches determined
the character of its audienceJ'(10)

The difficulty is compounded by the managers' desire to use
figures from reéeipts (and figures of expenditure) for publicity purposes., It
was the custom for the managers to 'summarise a ssason' ,and to have that
summary reported in the newspapers and the theatrical press, and to include in
it figures for expenditure and receipts, It is not unreasonable to suppose
that expenditure was inflated and the income minimised in those speeches.,
Later in this chapter (2:b below) analysis indicates that the Bancrofts were
overly discreet about the actual revenue they received from the Haymarket
management, Earlier in the period Kean exhibits the sams tendency, to
present himself oversimply as a disinterested artist with no financial

acumen, A speech which he gave from the stage on the last night of his

successful management of the Princess's Theatre in 1859 gives

clear indication:

'l may state that in this little theatre, where £200
is considered a large receipt', and £250 an extraordinary

one, 1 expended in one season alone , a sum little shart
of £50,000,"

(11)
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in this instance he was not conveying the essence of his budget as
accurately as he might have done. Had the sum of £50,000 which he spent 'in one-
season alone' been a typical sum for sach of the nine seasons, he would have
expended £450,000, In fact the financial summary shows he spent some £244,000,(12)
an average of £27,111 per season. Mersover the house, with its four tiers of
boxes,actually grossed £309.(13) On the management as a whole Kean made.a
profit of around £2,000,

With such cautions in mind we can look ét the capacities aof
the London theatres in the period, and it is convenient to divide them into
three categories, First, the large houses that were in existence at the
time of the 1843 act - the two 'patent' houses having capacities eof around
3,000, and the other West End theatres being also big 3 the Sadler's UWells
theatre, to which Phelps went to commence his management, housed at least
2,500 and was termed small, Second, from 1865 cnwards there was a
movement to build smaller theatres, and to modify thoss existing to more
limited dimensions; thus the Haymarket was reconstructed in 1879 (to capacity
circa 1150- ), st, James in the same year (to capacity circa 1,200) ,and
the Princess's both in 1869. and.1880;- whan capacity. was dropped. to circa
1750, The 1878 Act (above) piayed a part in the widespread reconstruction of
theatre buildings in the late '70s, but was not its sole cause.(14)

There was a discernible third boom in theatre building around the

turn of the century, when a further fifteen West End theatres uwers

constructed, Some were on the sites of former theatres, and some in the

fashionable tourist parts of the West End, As we shall observe thsatre
entrepreneurs seemed to feel that the advantage generally lay in being near
other theatres, rather than, for example, close to railway terminals, docks
or 'exclusive' shopping areas.

The Bancrofts make major claims for their part in the secona
'vave' of theatre building. The beginning of Bancroft management of the small
theatre, which Marie Bancroft caused to be renamed the Prince of Wales's, in
1865,is of significance, not least bécause of the clear desire to attract a
middle class audience to an hitherto unfashionable theatre, and because
the venture was at once profitable, enabling Marie Bancroft to pay back in
weekly instalments of £10 the £1,000 she had borrowed to finance her first

vanture into management.(15) However they imply that they inauqurated a

movement

'It is worth noting that fev.tuenty three years befors the

cpening of the old Prince of Wales not a single new theatre had been
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built in the West End of London. In 1866, the year after the ..

success of Society, the Holborn theatre was opened 3§ in 1867, the

old Queen's in Long Acre j; in 1868, the Globe and  the Gaiety ; in
1869, the Charing Cross, afterwards called Toole's theatre ; in

1870, the Vaudeville and the Opera Comigue ; in 1871, the old Court
Theatre; in 1874, the Criterion § in 1878, the Imperial ; in 1881, the
Savoy and the Comedy j; in 1882, the Avenue (now the Playhouse) ‘and

the Novelty (now the Kingsway) § and in 1883 the Princs's (now the

Prince of Wales's in Coventry Strest),

(16)

All 15 theatres wers indeed built, but there are three errors in Bancroft's
dating. The Holborn theatre opened not in 1866, but on 25th, May 1867. The

Court theatre opened not in 1871, but on 16th, April 1870. The Imperial opened on
19th. April 1876, not in 1878,

We cannot however attribute this boom in theatre solely.te. the Bancrofts'
successes. It occured because conditions were right, Improved communications
systems increasingly brought the suburbs and the 'dormitory' towns within reach
of the theatre, and a rapidly growing press system conveyed advertising and
theatre notices cheqply into an unprecedented number qf middle class homes., It

was, further, a propitious time for building in the West End} the sixties

and seventies were markedly prosperous, while land and building materials

(17)

Michael Booth's statement that the 'fact that provincials could

remained chsap,

come up to town easily was due to improvements in railuay transportation’ (18)
requires brief elaboration., Baefore the 1866 Select Committee on Theatrical
Licences and Regulations John Hollingshead testified that the growing

audience was composed in part of 'the provincial people' who ‘come up to town ...
every night', (19)Certainly the network of suburban railways was by then well
astablished, but throughout the sixties and seventies it was the combination of

rail and road services that made the growth of the svening audiences
possible, A further factor was the tolerance shuwn'by the authorities to the
'parked! carriages, and the building of carriage parks close by a number of

theatres, (20)

Thebrailway companies had not been able to push‘thair main lines
further into the heart ef the West End, and from the principal stations it
was a considerable distance to the major theatres, If we take Covent Gafdeﬁ,
the Haymarket and the Gaiety (in the Strand) as houses occupying three key
positions in the West End, then it is interestiag to note how far it would havs

been for the suburban theatre-goer to walk from the principal stations, The
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distances are given in the London Dictionary and Guide Book, 18793

Covent Garden Haymarket Gaiety
Charing Cross 946 655 754
(S.E.R.)
Euston 25672 3261 2925
(L.Bnd N.W.R.) N
Kings Cross 2766 3652 3084
(G.N.R,)
Liverpool Strest 3732 4533 3391
(G.E.R.)
London Bridge 3603 4369 3291
(B, and S.C,)
Paddingtaon 4762 4283 5125
(G.W.R.)
St. Pancras 2506 3392 2824
(M.R.)
Victoris 3382 2301 3246
(Bsand S.C.R.) y
Waterloo 1296 2267 084

(Loand S.thi)
Distances measured in yards,

(21)

It makes little sense to talk of an average distance.from a station to a
West End theatre, but it is the case that if 9 people arrived at each
theatre above, having each walked from a diffenqnt.séatiﬁn,-the. s
distance walked to and from the theatre would average ._3 miles 640 yards,
Plainly the suburban theatre-gosrs relied upon cabs, and the omnibus
service. The underground system consisted only of that track which we nou
call the Circle, and did not therefore proviﬁe access for arrivals at the
main line stations to the majority of the thaafres $ indeed when there

existed a link it was an exceedingly circuitous route,
Cabs were available at the stations and it is likely that
. - 22
the Journey each way, excluding ‘tip,would have cost one shilling, (22) An

omnibus would have been less expensive. There were 99 emnibuses still

working in London after 11p.m.£23) épart from those who in 1879 uere, as

small private proprietors, running their vehicles 'more or less at discretion',
The charge would normally have been in the region of 4d, each way § the shortest
distances were 1d.and to go 'all the way' on a longer trip, from Kew Bridge to
Fleet Strest, for example, was 1/-. The majority of theatre-goers would

probably be catching the last omﬁibus to their stations, More than half of those

whose destination was a main line station began their last journey at 10.40 p.m,

(24
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or at 10,50 (25) So although the links existed we should note that the

railwvays did not quite maké it all as easy for the suburban theatre-goer as
some historians have asserted ;3 there was additional expense, some likely

discomfort and even some anxiety about whether the last train home could be

caught,
The suburbanite was certainly better informed than he had ever

been about the attractions of theatre., The 'taxes on knowledge' were lifted
by the passing of the Newspaper Duties Bill on June 30th, 1855, and by the
fresing of the duty on paper on 1st, October 1861, Thus newspapers were

much cheaper, A London Evening News was established as a penny neuspaper on
August 14th, 1855, but did not last long ; the second penny paper however did,

In September of that year the Daily Telegraph came out at a penny, and soon
had a circulation of 27,000, As the railways charged only a id, to

carry a newspaper, there was a big drive to increase suburban and country
sales, and this was increased when, in 1870, Parliament established a 3d.
(26) By 1870 there were 99 dailies
- as against 14 in 1846 - and 626 magazines., The growing theatre played a
central role in them through advertisement,'gossip, and critiques which
now appeared the morning after a 'first night'. It was not surprising that
in 1871 Thomas Purnell was able to say that the chief supporters of the

theatre were country people, 'incited (sic) by the advertisements and

criticism that they have seen in the London Papers, ' (27)

rate for the postage of all newspapsrs.,

Conditions were therefore fipe for theatrical speculation, and
the 15 thsatres Bancroft mentioned all enjoyed some successes, [he average
capacilty of the theatres named was 973, and the largest of them, the Playhouse,
accommodated only 1,500, (28) That they were much smaller is not due to blind
emulation of the Bancrofts' work at the Prince of Wales's, but derives rather l
from a wish to build a theatre in which both backstage and front of house l.u::urkj.m_:;E
costs, which had soared in London, and which had been one factor in Phelps’
retirement from Sadler's Wells in 1862, could be kept low, (29) It derives
‘too from a wish to avoid 'papering the housa' as managers had frequently been
forced to do in the cavernous patent houses, and from'a wish to extend runs
of productions so that increasingly scattered potential audience members could
register the production's excellence and book in advance for it., The smaller
theatre seemed to offer therefore a degree of increased stability and lower
expenditure to the managsrs, and to these topics we return below (2:d).,

Success was by no means automatic however, and although there
was a further spate of theatre building around the turnlof the century,

there were failures, as Bancroft acknowledqges:
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'0f those fifteen seven have now ceased to exist j but their

places have been more than filled, In 1887, Edward Terry opened his

theatre in the Strand, and subsequent years have seen the building
of no less than fifteen others § the new Court, the Shaftsbury, the
Lyric, the Garrick, Daly's, the Duke of York's (originally called

the Trafalgar Square Theatre), the Apollo, His Majesty's, Wyndham's,

the New Theatre, the Scala, the Alduwych, the Waldorf, Hick's, and the
QUEEH'S.' (30)

In fact there were sight, not seven, 'failures' from Bancroft's original
list before the date of that assessment's publication. At one end of the
spectrum were the clear speculations, buildings put up cheaply to take a

quick profit ; at the other end were buildings genuinely trapped by
London County Council's rebuilding schemes, or built to mistaken size or
dimensions, Sherson, whose work predates Mander and Mitchenson's
considerably and informs it , concludes clearly that 'there does not seem
to be much doubt'! that thae projectors of the Opera Comidue (closed 1899)
and the Globe (closed 1902) ran up the buildings 'as cheaply as possible’
knowing in advance.of the Aldwych development, and thu .likely profits to be made
'vhen the time should come for an order for their deégzuction'. (31)
Of the others the Court (1887), the Imperial (1907) and Toole's (1895)
were demolished more or less by unlucky chance to make way for rebuilding of
wider roads or, in the case of the last-named, for a hospital extension.
The Gaiety (1903) was demolished by the Council as a part of the
building of the Aldwych, ~°~ but was at once rebuilt close by, and with a
more brazen and showy exterior.(sz) The Imperial (1907) suffered the
curious fate of being sold by Mrs Langtry to Wesleyan methodists who sold it
in turn to a dockside company who re-erected it in Canning Town as the
'Music Hall of Dockland'.(ss)

Bancroft mentions fifteen 'replacement' theatres, and seven of them
were built during the period of this study. They were Terry's (built 1887),
the new Court (1888), the Shaftsbury (1888), the Lyric (1888), the Garrick
(1889):081Y‘5?(159§)“3nd_Uyndh§m83(18?9.The average seating capacity was

931. This means that the average seating capacity in theatres built between
1867 and 1899 in the centre of London is circa 950,

If the first significant feature of this building boom is the
‘relative agreement over the correct size for a modern theatre, the second is
the agreement over the right place to build them, Entrepreneurs had no

" doubt that the West End was the correct location, and there were four

reasons for this. i) The popular press invested the area with a self—propagating§

glamour ; once sited thers, a theatre was automatically invested with an
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aura to which its own existence automatically contributed, ii) the transport

system was increasingly centered, in the evenings, upon that central area

theatre proprietors were like other London businessmen well aware of plans

to extend the underground, although in fact Piccadilly, Leicester Sguare
and Trafalgar Square Stations did not finally opeﬁ until 1906, iii) as
business, particularly shoppers, concentrated upon the West End so managers
recognised the importance of the 'passing trade', particularly as booking
facilities could be extended in tandem with the lengthening runsj gas-lit
illuminated lettering made its appearance, and Dr. Rees has found that in

1870 single~lined letters could as example be bought for such a purpose

(34)

for 118, each: Theatre fronts, built in approved Grecian or Emplre

style, became aesthetically disfigqured by lurid banners, illuminated signs
and hanging boards, trying to attract the 'flocks' of people whom Leverton
noticed were drifting around 'trying to get in anywhere'; (35) iv) finally,
there were professional merits in the managers and leading actors gathering
together to ply their trade in one area, for broadly the same reasons that
other professions found it advantageous to club together in other areas of
London — ease of communication, easy access to basic materials, and a
greater ease in making common cause either to oppose unwelcome legislation
or to attract more attention or trade.

The West End clubs themselves play a significant part in the
growth of ths West End ; their centrality helps to explain the relative
secrecy surrounding many of the business deals (a gentleman will give his
word in his club, and it is his bond, but he will write nothing down) and
is probably a factor in the virtual exclusion of women from the higher
reaches of theatre management in the period (see 1 above). The-clubs with
large theatre managements recur in the books of reminiscence, and no
manager seems to have stood totally apart from them, It is one sign both

of the growing status of the profession, and of its increasing affluence,

that managers played such a part, With the Beefsteak we deal later (2:e below)

but a remarkable feature of the other frequently mentioned 'theatre' clubs .
is their relatively high cost to members. The Garrick had an annual
subscription of £8.,88, and a 'variable' joining fee. The Arts had an

gntrance fee of £10,10s,, and an annual subscription of £6.63.. The Grsen

Room Club had an annual subscription of £3,3s, § the Savage had ons of
£3.,3s, also, but an entrance fee of £5,5s., 8s did the Hogarth. In each case
the subscription was larger than the weekly wage of most younger actors,
They were however open to Holiingshead, Eancrokt, Kendal, Hare, Egwardes

and Alexander, and important deals were carried through in them, Irving,
whose restoration of the old Besfsteak created an inner cabal of theatrs
- 38
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management, and Tree provide further powerful examples of the West End's
dependance upon male clubs,
If the Haymarket may be taken as the 'typical'! West End theatre

at the beginning of our period, then the theatre built and opened right at its
termination, Wyndham's, may be taken as the archetypal West End theatre at the
turn of the century, Its capacity was actually reduced during planning and

building. When it opened, in November 1899, the Era of the 18th, Novembsr 1899

remarked upon its relative compactness, and safety:

'The house is not very large, being built on a site of only
7,000 square feet, The reserved portion includes twelve private

boxes, 157 stalls, 180 dress circle and 180 family circle seats, The

pit is small, but particularly good, and the gallery is large and
admirably planned, The theatre being isolated, the exits from the

various parts of the house are many and direct,'

This last theatre built in our period is noteworthy in other ways i) it
underlines a shift in the focus of the West End from the Strand over to
Shaftsbury Averue, and ii) it stands as a further symbol of the growing status

of the theatrical manager, for the Prime Minister had only agreed to a building
of a theatre on so important a site if the manager Charles lWyndham were entrusted

with its operation., No such high-level confidence in the powers of a theatrical

manager would have been found in the 1840s,

e

2:b Ihe apportionment of the auditorium

In World Theatre Bamber Gascoigne gives a useful, though

brief,summary of the modifications to the theatre auditorium in the nineteenth
century:

'In London the march of respectability went roughly as follous:
in the late 1820s a few rows of more comfortable seats appeared in front
of the ordinary benches of the pit and were called stalls § at much the
sama time a system of reserved ssats was introduced, which would lead
to a far more organised arrangement of the auditorium instead of the
old system by which a spectator battled for any space he could secure on
unnumbered benches j} also around this time the galleries with their open
boxes began to split into two very distinct areas, Closed boxes near the
stage for those who wanted privacy and a more convenient open gallery

for the rest ; the term 'dress circle' was first used in 1822; By about
1880 the stalls reached the back of the more important theatres,!
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The difficulty with this description is that it perforce describes a 'march’

which is in one direction, It was not so., First, because the apportionment was -
fluid, Until the demise of the Benefit system (2:e below), it remained common
to 'lay the pit into the boxes' on those occasions, On other occasions ths

seating could continue to be altered §; for example, on the last night of their
Haymarket management the Bancraofts removed the stall and balcony armchairs and
put smaller ones in their places, It was the case that theatres in any cass
marched at radically different speeds and no generalisation will satisfacforily
contain them all in this respect ; in some theatres a good fun'y or other unusual
circumstance certainly accelerated that march, Thus, well before 1880 the

Lyceum had stall seats reaching the back of the theatre j; in 1856, when the theatre

was showing the work of Madame Ristori's Italian company, so experienced a

playgoer as Henry Crabb Robinson was astonished to find how far the expensive

stall seats had spread through the theatre:

'accombanied Leach then to the Lyceum = not knowing that the
Pit begins only under the front boxes -~ All the rest being filled with
chairs at 20/~ I sat in a 5/= chair behind in the dark - I could

hear nothing - And I had no pleasure, (37)

It is noteworthy that in the same year the Lyceum divided the gallery and,
following the precedent set by Covent Garden, introduced amphitheatre stalls.
Some theatres marched in the opposite direction entirely. Following

the'abandonment of the pittat the Haymarket in 1880 - with which we deal below =
four theatres were in fact built with a pit during the next twenty years. They
were the Royal Court (opened 1888, with a Pit holding 611), the Shaftsbury
(opened 1888, with a Pit of 278), kyric (1888, Pit 180) and Wyndhams (1899,Pit 120)
In those four . tﬁeatres, the stalls respectively numbered 148,177 178 a.ﬁd 157, and
were.an average of 21.3% of seated capacity, scarcely different from the

average of 19 per cent of stall seats in all London theatres registered more

than tuenty years befora in the Raport of the Select Committee on Theatrical
Licences and Regqulations : 1866 (38)

The variation in the ways managers chose to divide auditoriums
is a clear indication that there were many other-factors involved than the

purely economic, Nevertheless in announcing the banishment of the pit and its

replacement by stalls for the opening of the Haymarket management on January 31st,

1880, Bancroft claimed it was a simple economic necessity:

'As some disappointment may be felt at the abolition of the pit,
Mr and Mrs Bancroft deem it necessary to explain the alteration. UWith

the present expense of a first-class theatre it is impossible to give
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up the floor of the house - its most remunerative portion = to
low-priced seats, and the management, being unwilling to place
any part of the audience in close and confined space under the
balcony, the only alternative was to allot the frequenters of the
pit the tier usually devoted to the upper boxes, and now called
the second circle. In carrying out the structural alterations of
the theatre Mr, and Mrs, Bancroft have, they hope, especiallyi
attended to the comfort of visitors to these seats,by raising the

ceiling, building a new stone staircase, a refreshment room, and by

removing all obstacles to a clear visw of the stage,’ (39)

Arquably the intention of the Bancrofts was to make the floor of the

house extremely renumerative, and we might notice that even in that carefully
worded announcement there is something of an air of social reform about it , for
the 'frequenters of the pit' become the ‘'visitors to these seats'! when they
ascend their new stone staircasej but is it true that it would have been
'impossible' to finance their seasons in any other way?

As a part of his bargain with J.S.Clarke and the proprietors,
Bancroft had agreed to spend ‘'not less than' £10,000 on the theatre exterior,
and in fact he finally spent £20,000, The rent was fixed at an annual sum
slightly below £5,000, (40) He took the lease for the remainder of Clarke's
time but had an extra ten years added, and so plainly was expecting a long
management, If we assume that he made rough calculations over a five ysar
period, and if we assume thf Bancroftg! figures of the nightly expenses are

broadly correct (41), then we can calculate a notional income that he might

have considered necessaryp

Fiqures for one ysar,
Annual rental (say) £5, 000

Capital cost of conversiaon
spread equally over 5 years £4,000

'Nightly expenses' at average
£110, 6 performances a week on
average for,say, 40 weeks £26,400

Notional profit margin,say £5,000
Total  £40,400

In crude terms therefaore the new managers might have been looking for an average
weekly income of £1,010, The capacity of the reconstructed Haymarket was

1,159, If for the moment we exclude the income from the 'floor of the
house' and apply to the other portions of the theatre the prevailing Uest'Fnd

prices, the income would have been derived from the followings
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Area, in adapted West End Price in

o e SR AT TR G W R R e
F
1

Haymarket, 1879 Similar Theatre Maximum Income
L 5 d
% Balcony (172 places) 5s. - 43 0 0
? 1st. Circle (187 places) 6s., oo 56 2 0
P ) 2nd. Circle (174 places) 3s. 26 2 0
g - Gallery (244 places) 18. | 12 4 - 0O

Boxes (Assumed 14 for 6
persons at the higher
price, and 12 for 4 2428
at the lower - 132 places) £3,.3s

69 6 0

206 14 0

ot s it Dl s bt i et e i it L B

In order to reach the required weekly sum, the average recaipt at each

£1010

performance would have to be mp = £168.,6s.8d, If wa then make the

assumption that before embarking upon their management in a much larger theatre

and recognising the formidable opposition from Hare and Kendal at the nearby
St. James's Theatre in King Street, and from the less stabls offerings of
Her Majesty's opposite, the Bancrofts were not sure of the extent of their

support (certainly Bancroft saw the relationship with Hare and Kendal in
(42)), we might assume that they considered what the

financial position would be if thaey averaged as low as 60% of capacity over

competitive terms

their five seasons, If we then work out the income that would have to be taken
‘daily * from the 'floor', the calculation is as follouws ( x = Incoms to be

derived from ths 'floor'):

£168,65.8d. = 60 x £206,148,0d, + X
100
Jo X = £16B8.65.8d, - £124,0s,.6d.
s x = £44,65.2d,

If some such calculation were made by the Bancrofts then it is clear that
there 1s no imperative to derive a high income from neuw stalls; The actual stall*-
capacity of the adapted Haymarket was 249, If we assume that the same space
under the old pit’ conditions would have accommodated twice as many psople, and
that the admission were Jds.,then a 60% capacity house would have yielded
£44,16s.,5d, at each performance, enough to balance the budgset. A GD%icapacity.of
the 249 stall seats at 10s, on the other hand yields £74.14s, Od. at each

43 - ‘
(43) Over a season this would add to the noticnal profit of £5,000

(that we allowed for) a further £7,294,

performance,
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Such calculations are speculative, but give an indication

that on financial grounds there was no imperative to create the exclusive stalls, ' i

Indeed in the event, in spite of the 'much harder work'! the shorter runs i

were claimed to need - although the programme was largely revivals - the |

Bancrofts had made at the end of six months £5,000 profiton the revival of it
Robertson's School and £10,000 on Bulwer-Lytton's Mgney, They were indeed,5years later

able to retire early from management, having made £180,000 net profit over

twenty years' management, (44)

The extent of their profits from the Haymarket seems to

have genuinely surprised the Bancrofts, and it cannot be assumed that their
alterations to the theatre wers wrought with substantisl profit solsly in vieu.
The other reasons were i) artistic, ii) social and iii)concerned with their own
status, Artistically, they had presented work from the first to a middle class
audience, and it was that audience they expected to attract to the Haymarket, and
which would decidedly be the best and most sympathetic one for their plays ; the
behaviour of the pit (as the commotion on the opening night showed) was not
aluays decorous, and their tolerance of the genteel qualitiss of the 'cup and
saucer comedy' was likely to be lower than that of the occupants of the new stalls,
Intermingled with that artistic decision is however the clear desire to make the
Haymarket the most fashionable theatre in Londan. INn turn , although Bancroft
characterises his relationships with Hare as 'amicable emulation® (45)this led to
a degree of conscious rivalry with other theatres considering themselves more
or less fashionable than the Haymarket j; plainly the Bancrofts were concerned that
their status should be pre-eminent,

That mixture of reasons for the pit's abolition was
clearly understood by the praofession, In its issue of March 1st, 1880 The The?tre
carries (pp.129-142) a lengthy symposium with the title Is the Pit an Institution
or_an Excrescence?, in which the financial, social and cultural aspects of
the pit's 'abolition' are thoroughly discussed, Although the contributors
discuss the proposition in general terms, the reviewer of Money in the same
gdition (pp.175-179) personalises his dislike of the decision, and is dubious of

Bancroft's public reason: 'I don't myself look upon the matter solely as one of
financial policy, but of art intserest?, Tﬁa reviewer was in fact the Editor (below).

| Frank Marshall, the first contributor, remarks acidly that
'until the other day' he had not known that the ground floor 'was supposed to be

the most renumerative or expensive part of a house,' His argument is that art is

lost in the intensified social activity of expensive stalls:

'The cheaper price is paid by those who come solely to

enjoy the entertainment, and therefore devote their whole attention to

43




what is being said or done on the stage, and not, as their o

more fashionable rivals, to what is being done or said around them',.

(p.130)

He doubts whether Bancroft's financial argument holds water, pointing out

that a judicious mixture of stalls and pit could yield more, but his opposition

rests upon the passivity of the stalls audience:

'‘Granted that the ten-shilling audience will pay as much
attention to the acting as they will to the dresses and stage RS
decorations, their inability to express the enthusiasm which,doubtless,L?i%{
they feel at the artistic representation set before them, paralyses AL
the artists' enargies and inclines them insensibly to exaggeration

when they wish to produce an extraordinary effect § for too little

applause is just as hurtful as too much.'

(p.131)

Interestingly the second contributor is John Hollingshead, whose management of

the Gaiety (1868-1886) is one to which we pay attention below ', His pisce
is an exposition of the heavy expanses of management, and is badly informed
about the Bancrofts' actual positioé, saying that his 'friend, Mr Bancroft,
takes the Haymarket Theatre at a very heavy rental, on a not very long lease,
and thoroughly rebuilds it at a 'cost which will probably represent a charge
of ten pounds a night as long as he remains in possession'!(As we have seen
above, the rental was below £5000, He had a lease of more than ten years.
Ten pounds a night , distribuyed through the lease Bancroft had in fact
negotiated, would have meant that the rebuilding had cost in excess of £30,000,
In fact it finally totalled £20,000). |

Hollingshead's views become clearer later when, after

admitting that the pit at the Haymarket had been a qood vantage point, he
asserts thats

'The pit visitors enjoyed this place for fifty years at a
too moderate price, while their wretched superiors (sic) were
ricking their necks in the dress circls, or cramping their legs

in the private boxes, Now the turn of the superiors has come, but

. '
who has any right to grumble? (pe133)

HeJ.Byron, who had himself been the manager of a theatre without a pit,
prophecies failure for the ‘experiment) pointing out that the 'stall audience'

is for the most part away during the hot months of the year and that such an
innovation would therefore tell against managers hoping to keep their theatres
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open throughout the year., Ernest Bendall then (p.136) implies that the -
notion of a 'critical pit' is a romantic one and that,'If Hazlitt and Charles
Lamb were qoing to the play now, they would, I am convinced, not be found in
the pit?,

The longest contribution, by the Editor of the journal, is the

most sophisticated, and the most damning of the move. He quotes at length from

his own 1874 article, A Plea for the Pit, in which he argues that 'the ten

shilling stalls are the falsest of all false economies', and brings the arqumaent

up to date:

'If this were only a commercial question and nothing else, as
some people imagine it is, there would be really nothing more to say
about it, The management at the Haymarket can do what it likes with
its own property, can paint its walls sky-blue or pea-green, or turn
it topsy turvy if it chooses - no one doubts it ;3 but I must protest
against the assertion that it is only to be argued by those who loll in
the new stalls and not by those who are excluded from the old pit. As
to Mr Bancroft's figures, I have nothing to do with them except to 1
doubt them. 'When has the theatre ever paid?' he asked, 1 am ’.i?
informed by the very best authority that it has paid over and over '
again with a pit, when the plays and the acting have been of the first
ClassS.eeeolir and Mrs Bancroft ought to be at the head of the first

9 ha n -
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company of comedians in the country, and by that 1 mean a company

acceptable to the public at large and not only to the upholders of

a fashionable and fastidious exclusiveness,'
(pp.139,140)

Sscott, the tditor, is clear that hs supports Marshall's vieuw that the art =1
will suffer; 'In proportion as applause has diminished in theatres, the art IR

has become weaker and flabbier'., He concludes by saying that:

had any other object than the advancement of art and the comfort

:

|

|

11

'No one can possibly belisve that Mr - and Mrs Bancroft gi?
of their patrons in instituting a reform that is of far deeper |
moment than is generally believed to be the case. That they were

ﬁerfectly correct in their commercial estimate is shown by the I

crowded houses that have been seen at the Haymarket ever since the

doors were opened, |
(p.142) *;i
i

If thers was not at least a partial intention to make high profits, it may

finally be asked why Bancroft did not at this stage, when Money was well 1!

|
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set upon its successful run, modif; the lofty position he had taken. In fact
he chose to remain silent; 'The large profits made by us at the Haymarket
were,I think, as little suspected as known,' (46) However at the time of

the symposium he was making an average net profit of £138.17s.9d. on each

(47)

high cost of theatre management should have been aware of this,

performance, and it may bs thought that his defenders who were stressing the

The argqument about income from the 'floor' must not obscure the

fact that in one sense Bancroft's change had been logical. By consent, the Ht
floor gave the best view at the Haymarket, and it might therefore bes simply thought}”
that this should therefore cost most, and, in succession, the less satisfactory b
views should cost less, Unfortunately for logic,. the names of the parts of UWest
End theatre carried with them associations of gentility, or of critical

wisdom which overrode such simple ideas. fFor a mixture of social and

sentimental reasons groups of the audience became attached to various parts of the

theatre auditorium, although the reasons were incomprehensible to an outsider.

Thus when Max Beerbohm paid his first,*uﬁsatisfactory, visit to a pit he

found it hard to understand why all his life he had been reading proud letters 1
tc the press signed 'An 01d Pittite' as he couldn't hear and could hardly see.(da) ﬁﬁl
Yet the people were 'really glad to be there'!. Similarly Stoker remarks H
that the pit crowd, on the occasion of the opaning of Irving's Richard 111
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