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Para mi papa

en su cumpleafos



Abstract

This thesis proposes an empirical approach toigterl of film distribution and
exhibition in Scotland before 1918. It deploys glabase tools as a way to collect
and analyse data from a range of archival and pauntces, and to engage with
historiographical questions about the emergenoéneima as an institution in a

non-metropolitan context.

The first part introduces the theoretical and roétthogical premises that
underpin the project, situating it in relation t@ging academic interest in early
distribution and local film practices. A researchthod is outlined, involving the
construction of a relational database documentiegtaces of film exhibition and
the geographical variation in programming practidéss database, working
alongside more detailed archival case studies titotes the foundation for broader

discussions about the commercial, social and idgcaddroles of film and cinema.

The analytical framework incorporates notions sashhe commodity
nature of film and the tension between differemtaaptions of the social role and
position of cinema within Scottish communities. T@mergence of institutional
practices and structures in Scotland is thus desdras occurring in a complex field
of forces where two main polarities appear as pnemt: Firstly, a tension between
decentralised, local practices and the increasiglglgalised operations of the film
industry; and secondly, a shifting balance betweegnlarisation and distinction, or

the ordinary and the extraordinary. It is in termhshis fluid equilibrium that two



overlapping moments in the history of the earlytfsio film trade are described in

the second and third parts of the thesis.

Part 1l follows the creation and expansion of 8wettish market and popular
demand for moving pictures, showing how differearnis of film supply enabled
the coexistence of various types of itinerant eiioib, and then of a gradual
transition to fixed-site shows. It starts by expigrthe continuities between film
exhibition and existing cultural forms such as éaintlecturing and the music hall. It
highlights the significant level of agency exerdid® local exhibitors and renters
within an open-market model that allowed the otitrigale of films, and which also
established a commercial interdependency betwégtentre and peripheral

exhibition.

Part 11l argues that, once the market reachedbéively stable state with the
regularisation of supply and the growing standatiti& of the film product, the
increasing concentration of capital and power igdacompanies (both in the
regional and the global scale) marked a shift enlthlance of forces, away from
unrestricted circulation and towards exclusivithisTis seen as a reformulation of
the commodity status of film, associated with theeegence of feature
programming. The consequences of the new textuhiratustrial trends for the
Scottish distributors and exhibitors are consideredealing geographical variation
in their adoption, as well as incipient forms ddistance to the emerging

institutional practices.
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INTRODUCTION






Chapter |

From moving pictures to cinema

In Scotland, as in many other parts of the wotld,dinema was an integral part of
everyday experience and an important form of sibgitdr most of the population
during the first half of the twentieth century. $hihesis seeks to understand the
conditions under which this contact with the movimgge took place: how it was
possible for people in Scotland to gather and ltosertain films. To understand
the connection between text and event is to gtasghifting relationship between
the reproducible and the unique, the ubiquitousthadocal. The present work
aims to do this by documenting and analysing thgsvitla which films circulated
and were traded in Scotland up to the end of thet World War. During those two
decades, film went from being an attraction witlkisting cultural forms, to being
the lynchpin of a distinct institution — cinemaseasiated with a growing network of

specialised venues, discourses and social practices

This thesis seeks to shed light on the materiatlitions of the
institutionalisation of cinema in Scotland, andptigh this prism, to engage with
broader discussions regarding early cinema. Bydiocuon distribution, it connects
existing knowledge of the rise of Hollywood as mdustry, with the more recent
interest in local histories of cinemagoing and pdicm. It provides the first detailed
account of the early film trade in Scotland, wialso contributing to a growing
corpus of localised case studies within a compagdtamework. It deploys

innovative empirical approaches while addressingentizeoretical questions from a



film studies perspective, touching on issues ssctih@ commodity nature of film,
the class position of early cinema audiences, aaeinergence of particular

(institutional) textual modes.

I.1. Distribution and institutionalisation

A central argument in this project is that studyihg history of distribution

provides an empirical route into complex and imaotidebates in film studies. The
intermediary role of distribution brings to the dassues of negotiation and
resistance arising from the irruption of a moddojeot into the changing patterns
of everyday life around the world. Distribution & Frank Kessler has pointed out,
aspecificelement of the institution of cinema; it refledi®$e characteristics that
are unique to film, such as a form of mechanicataducibility where the profit is
not necessarily related to the sale of a large murabcopies. The patterns of
global circulation of film established during thest two decades are an essential
component of institutional cinema, and one of thentlations for Hollywood

hegemony.

Out of the three branches of the film industry, boer, distribution is the
one that has attracted the least attention frotoréss. Nicolas Dulac argues that
distribution has been side-lined because, when aosto textual analysis,
production or reception studies, it does not appeaave ‘theoretical potential'.

This interpretive poverty is, however, only theeasen distribution is studied as

! Frank Kessler, ‘Distribution - Preliminary Notesi,Networks of Entertainmened. by Frank
Kessler and Nanna Verhoeff (Eastleigh: John Libl2&@7), pp. 1-3 (p. 2).



an isolated industrial practice within an ‘autacchistoriography? If, on the other
hand, distribution is seen as a function that $#e8al to the existence of cinema as
a cultural practice, its study becomes indispemsakd Paul Moore has argued,
when studied on a regional scale, cinema can berstabd as ‘a mass practice that
connected all places in a region, not to each atbenuch as to the mass marKet'.
This thesis sees the regional film trade as ‘aroit@mt transitional scale’, an arena
where broader historical forces interact in coreeetd localised waysThis
approach intends to contribute to the understandfitige Scottish case by putting it
in context, but also to add to larger historiogiaphprojects, in particular

regarding issues of continuity and change in thesition from pre-institutional to

institutional cinema.

Tom Gunning’s concept of a ‘cinema of attractiomdgngside André
Gaudreault’s idea of ‘monstration’ as the main motlexhibition practice during
the first two decades of moving pictures, have gnideed a wholesale
reconsideration of pre-1915 filiWhere the previous wave of film historians saw
the first two decades of moving pictures as prieitithe infancy of a medium that
was destined for classicism, the Brighton genematicfilm scholars (so called after

a pivotal conference that brought archivists aseéaechers together in 1978), with

2 Nicolas Dulac, ‘Distribution sérielle et synchrsaiion du spectateur aux premiers temps du
cinéma’, inNetworks of Entertainmengd. by Kessler and Verhoeff, pp. 167-179 (p. 168)

% Paul S. Moore, ‘The Social Biograph: Newspaperarasives of the Regional Mass Market for
Movies’, in Explorations in New Cinema History: Approaches &abe Studiesd. by Richard
Maltby, Daniel Biltereyst, and Philippe Meers (OsdoWiley-Blackwell, 2011), pp. 263-279 (p.
264).

* Moore, ‘The Social Biograph’, p. 265.

5Tom Gunning, ‘The Cinema of Attractions: Earlyrijlits Spectator and the Avant-Garde’, in
Early Cinema : Space-Frame-Narratived. by Thomas Elsaesser and Adam Barker (Lor8Bh:
Publishing, 1990), pp. 56-62; André Gaudreault,rfiition and Monstration in the Cinemdagurnal
of Film and Vide9.2 (1987), 29-36.



their enthusiasm for archive material, have repkdteés teleological vieW.Pre-
institutional film practice is now recognised ireeas something else, so radically
different that even the term ‘early cinema’, with $uggestion of continuity, can

only be used with caution.

For Gaudreault, motion pictures between the 18804l 1910s formed
part of existing ‘cultural series’, rather than sttuting the initial stages of a new
one which can be called institutional cinefrtde refers to this period as ‘kine-
attractography’ ¢inématographie-attractionwhich, when compared to
‘institutional cinema’, constitutes ‘an antagoragtiair of successively dominant
paradigms clearly opposed to one anothéithough Gunning and Gaudreault
suggested a time frame within which the paradigrattvhctions or kine-
attractography prevailed, the radical othernegsh@inode of address they theorise
can only be maintained if it is seen as separata the historical continuum. That
is, it must be possible to find kine-attractograpimgl institutional cinema
overlapping in practice, because the second dassmerge, like a chrysalis, out of
the first. The context in which these overlaps wamge intense was identified as a

period of ‘narrativisation’ between 1907 and 1944t more recently it has been

® The experimentation of the New York undergroutmriiakers with archive footage also had a
role in reinventing approaches to early cinemagating to Gunning’s account: ‘Attractions: How
they came into the World’, ifthe Cinema of Attractions: Reloadesdl. by Wanda Strauven
(Amsterdam: Amsterdam University Press, 2006),31p39 (p. 34).

" André Gaudreaulfilm and Attraction : From Kinematography to Cinefftérbana: University of
lllinois Press, 2011), p. 64. This attention toestbultural practices contemporary to the first
experiments in moving pictures has proved very petide. The main outlet for this branch of
intertmedial historiography is the jourrigrly Popular Visual Cultureénd its associated conference.

8 GaudreaultFilm and Attraction p. 7.



studied under the contested rubric of ‘transiticeral ® Defining a specific lapse as
a transition risks restoring the kind of continuityt was challenged by the
attractions model. Rather than a clean break ogiaadl development, the present
work looks at the emergence of institutional piaedias a dialectical process where

both change and continuity were defining forces.

Since this is not a work about film production extual changes, Noél
Burch'’s definition of an Institutional Mode of Regentation that encapsulates the
formal characteristics of mainstream Hollywood anm@ewill remain in the
background® Gaudreault offers a more pertinent formulatioguang that the
processes that converged in institutional cinerabuded regulation and
standardisation, which promoted industrial stapilihe separation of film from
older cultural series in which it was embeddedt ithats emergence as a specific
cultural practice; and finally, its discursive legiation* Part Il of this thesis
argues that the consolidation of structures antres of film supply was an
essential part of the story. The ad-hoc systenfisnosupply that characterized the
first few years, when production was not indussed or standardised, followed

nonetheless the seasonal pattern of the entertatrprectices that hosted moving

® In his contribution to a collection about thisipelr Ben Singer argues that the term ‘transitioisal’
‘almost too tame, too measured’, and suggestsstoamational’ instead: ‘Feature Films, Variety
Programs, and the Crisis of the Small Exhibitar’American Cinema’s Transitional Era: Audiences,
Institutions, Practicesed. by Charlie Keil and Shelly Stamp (Berkeleyivgrsity of California

Press, 2004), pp. 76-100 (p. 76).

9 Burch described the IMR as an illusionistic systérformed by the ideology of bourgeois realist
drama, whereby the discontinuity and ambiguityilof §pace and time are made imperceptible to
the spectator. This ‘zero point of cinematic stylepends on forms of mise-en-scene and editing
that only became widespread during the second deaiafilm production, and only in some
Western countries. Noél Burchheory of Film Practic€London: Secker & Warburgh, 1973), pp. 9-
11; Life to Those Shadowkondon: BFI, 1990), p. 7.

" GaudreaultFilm and Attraction p. 83.



pictures, as Chapter 3 will show. A major stepeiguiarising the film supply was
taken with the emergence of film renting, whicloaléd the new permanent venues
of film exhibition in Britain to settle into a tweeweekly change of programme.
This regularisation built a relationship with thedéence that was based on repeat
custom, but that differed from that offered by Aman nickelodeons, which
changed their programmes daily. It depended orbflexorms of film supply
permitted by an open-market form of trade that iasts with the duopoly that held

in the United States up to 1912 (and was only msgldy an oligopoly thereafte).

As Nicolas Dulac has argued, the distribution fiorc{function-distribution
seeks to synchronise production and consumpticaway that allows producers to
develop a reliable market outf€t.While the industry needed to embed
cinemagoing in daily routines in order to maintaipredictable mass audience, an
intensely competitive market encouraged produdedihtiation at several levels. In
the following chapters, it will become apparent tités tension between regularity
and novelty, standardisation and uniqueness, detimefield of forces on which
the emergent practices were situated. As RobeMIén wrote recently, ‘the

eventfulness of the experience of cinema’ is ‘alsvpgised between the ordinary

20n the formation and strategies of General Filuh P Sales Co., the competing forces in
American distribution, the classical paper is J&tatger, ‘Combination and Litigation: Structures
of US Film Distribution, 1896-1917Cinema Journal3.2 (1984), 41-72. A more detailed view of
the internal frictions that led to the collapsel® MPPC even before an anti-monopoly court order
is provided by Scott Curtis, ‘A House Divided: TR’PC in Transition’, ilAmerican Cinema’s
Transitional Era,ed. by Keil and Stamp, pp. 239-264. On the parhlibry of the independents’
distribution company see Max Alvarez, ‘The MotioictBre Distributing and Sales Companlyilm
History 19 (2007), 247-270.

13 Dulac, ‘Distribution sérielle’, p. 174.



and the extraordinary” The viability of institutional cinema dependedan
carefully maintained balance between these polé$atween the industry interests
that they benefited. Distribution was a cruciatamee for finding and recalibrating
this balance. The ordinary/extraordinary axis eréifiore one of the transversal

topics of this thesis.

Focusing on the rhythms and temporal patterndrof$upply throws into
relief the issue of the commodity status of filnin&mna as commercial leisure,
which is to say institutional cinema, implies anfoof commoditisation: a practice
becomes a tradable good with an exchange valus.tfiésis addresses two aspects
of this process: the crystallisation of the filnelras a commodity form through the
development of a specialised market, and the suibguof the live elements of the
film show into more standardised forms. An impottiaference point for these
discussions is Gerben Bakker’s study of the digptaent effect that cinema had in
relation to other forms of entertainméntBakker's Schumpeterian approach
emphasises the role of entrepreneurship and inloov@ather than unequal
development or colonialism) in the emergent comfigion of the international film
industry, which in turn explains the textual chagaistics of its products. While this
perspective lacks a critical dimension, some oinisgghts are methodologically

useful, such as Bakker’s distinction between tloeglpcers’ and distributors’ stock-

4 Robert C Allen, ‘Reimagining the History of thefierience of Cinema in a Post-Moviegoing
Age’, in Explorations in New Cinema History: Approaches &@abe Studieed. by Richard Maltby,
Daniel Biltereyst, and Philippe Meers (ChichesBlackwell, 2011), pp. 41-57 (pp. 51-52).

15 Gerben BakkerEntertainment Industrialised : the Emergence ofltiternational Film Industry,
1890-194Q(New York: Cambridge University Press, 2008). &anore extended discussion see
Maria A. Vélez-Serna, ‘Entertainment Industrialis€tle Emergence of the International Film
Industry, 1890 -1940, by Gerben Bakker [book reyieiwhe Kelvingrove Revie® (2009).
<http://www.gla.ac.uk/media/media 147467 _enzpdaccessed 9 July 2012]




in-trade (films) and the product that exhibitorskeand market, which is the
‘spectator-hour® This concept takes into account the fact, highéigtby Michael
Chanan, that the ‘consumption’ of a film does nepldte it or remove it from the
market!’ The separation between the film as a physicalstrdu product, and the
experience that is offered to the cinemagoer,usial for the analysis of the period

under study.

While a film is reproducible and potentially ubitpus, each show is a
localised and unique event. At the intersectiorth wie ordinary/extraordinary
polarity, this tension between the local and therimational dimensions of the film
trade constitutes the second axis in the fieldodds that the present work tries to
capture. Textual and institutional factors convdrigea tendency that implied the
loss of control by the exhibitor over the editimgdaneaning of the film, a process
that has been studied by Joe Kember, Charles MRsgre Chemartin and André
Gaudreault, amongst othéfsThinking about the second moment of production,
namely the production of a show, the main area s/hie struggle for control can
be studied is programming practice. The use optbducts of the international film
industry in order to create a show is the prime mwohfor the enactment of the

power relations between the different sectors gyeshs in the field.

16 Bakker,Entertainment Industrialisecp. 320.

" Michael ChanariThe Dream That Kické_ondon, Boston and Henley: Routledge & Kegan Paul
1980), p. 27.

18 Joe Kember, ‘The Cinema of Affections: The Transfation of Authorship in British Cinema
before 1907';The Velvet Light Traps7 (2006), 3-16; Charles Muss&he Emergence of Cinema:
The American Screen to 19History of the American Cinema, vol. 1 (Oxfordabdvell Macmillan,
1990); Pierre Chemartin and André Gaudreault, t@ssignes de I'«editeur» pour I'assemblage des
vues dans les catalogues de distributionNétworks of Entertainmened. by Kessler and Verhoeff,
pp. 193-202.



Part Ill of this thesis examines a crucial momaerthis balance of forces:
the transition from a programming paradigm that leaggsed variety and left ample
space for the exhibitor’s intervention, towards ‘feature programme’ with its
more rigid formatThis shift was connected with the production tremdards
longer films (lasting an hour or more), a practitat has been seen as an attempt by
Hollywood studios to escalate production costgridshe access of potential
competitors to the market, and regularise consumptithat is, an offer-led rather
than demand-led proceSsAs a trend powered by the dynamics of the American
market, the changes in the product and the progeahad different consequences
for non-metropolitan exhibition. Some studies, &l as the contemporary trade
journals, suggest that variety programming waseéepred form of practice in rural
or suburban exhibition. Writing about the North Aian context, Potamianos
found that while film renting allowed exhibition thrive in provincial locations, a
segmented market emerged, where exhibitors in dovalis received a lower
quality film service and had very little bargainipgwer®® Furthermore, as Ben
Singer has pointed out, in the United States timébéion and reception practices
associated with feature and variety programmes s@distinct that they coexisted
for some time, occupying different spaces and $odhes?* The relationships

between centre and periphery, and between the acithe rural, enacted in the

19 Bakker,Entertainment Industrialisegh. xx; lan JarvieHollywood’s Overseas Campaign: the
North Atlantic Movie Trade, 1920-19%Cambridge: Cambridge University Press, 1992%30.

20 George Potamianos, ‘Movies at the Margins: Theriistion of Films to Theaters in Small-Town
America, 1895-1919’, iMmerican Silent Film: Discovering Marginalized Veged. by Gregg
Bachman and Thomas J. Slater (Carbondale and EdwkedSouthern lllinois University Press,
2002), pp. 9-26 (p. 20).

2L Singer, ‘Feature Films, Variety Programs’, pp.&8-
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rise of feature programming, constitute anotheeeispf the spatial configurations

that a geographical approach can help explordeatotlowing chapter will argue.

Approaching the subject of distribution from thermmf view of a relatively
peripheral market like Scotland opens up a compteang perspective to that of
more top-down accounts. Although most industriatdries include some mention
of distribution, the first dedicated monograph Waistin Thompson’s 1985 study
of the commercial strategies that secured the Ararrdominance of the world film
market, which contains several useful sectionsherBritish casé? lan Jarvie's
more detailed analysis of the marketing of Amerifikins in Canada and Britain
after the First World War describes free traddling as the central issue in the
struggle for control of national markétsAlthough the period studied in this thesis
is immediately anterior to the one covered in dsvook, which is also more
concerned with higher-level strategy (includingemiational diplomacy), its

foregrounding of distribution makes it an importanécedent.

In recent years, however, interest in the histdistribution has taken a
more local bent, following Ivo Blom’s much-cited magraph about Jean Desmet, a
Dutch fairground showman who became the countigss film renter, and left a
substantial cache of documeft®8lom’s book is a methodological sibling to

Gunnar Iversen’s research on the Norwegian digtibdens Christian Gundersen,

22 Kristin ThompsonExporting Entertainment: America in the World Fivtarket, 1907-34
(London: BFI, 1985).

2 Jarvie Hollywood's Overseas Campaigp. 6.

%4 lvo Blom, Jean Desmet and the Early Dutch Film Trgéensterdam: Amsterdam University
Press, 2003).
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and also to Luke McKernan’s work on Charles UrbaRather than offering
personal biographies of pioneers, these booksheserhain subjects as paths of
entry into wider social contexts; their lines ofjairy are suggested initially by the
extent of archival materials, but they tend todwllleads to other sources such as
public records and the trade press. The 2004 Domatoference, which took place
shortly after the publication of Blom’s book, cahges a milestone as it focused on
distribution. The proceedings were published by femam University Press in a
collection that showcases the diversity of appreadnd areas of study that are
being pursued by researchers around the Vi RMith important hubs in the
Netherlands, Belgium, and Germany, the study dyeastribution has been taken
up more intensively in Europe, while American seslhave continued lines of
enquiry initiated in the 1990s by influential resdeers like Douglas Gomery and

Gregory Wallef’’

As this fragmentary reading list suggests, recemkwn early distribution
has been piecemeal and localised. This is consisiémthe current suspicion in
the humanities towards ‘grand theory’, and withtiteed towards a ‘film history
from below'?® A decade ago Michael Quinn argued that ‘an in{depalysis of

distribution throughout cinema history has the ptige to revise, if not transform,

25 Gunnar Iversen, ‘Local Distribution: The Case efs Christian Gundersen in Norway’, in
Networks of Entertainmengd. by Kessler and Verhoef, pp. 131-136. Luke ktekén,A Yank in
Britain. The Lost Memoirs of Charles Urban, FilmoReer(Hastings: The Projection Box, 2000).

% Frank Kessler and Nanna Verhoeff (eNsfworks of EntertainmeiiEastleigh: John Libbey,
2007).

2" Douglas GomeryShared Pleasures: A History of Movie Presentatiothe United States
(London: BFI, 1992). Gregory A. Waller, ‘Situatifdption Pictures in the Prenickelodeon Period:
Lexington, Kentucky 1897-1906The Velvet Light Trag5 (1990), 12-28.

% Richard Maltby, ‘On the Prospect of Writing Cinefistory from Below’, Tijdschrift voor
Mediageschiedeni8.2 (2006), 74-96.
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some widely held beliefs in cinema studi&sTo date the approach has been much
more cautious, with an emphasis on bridging thes gagvidence and
historiography rather than offering theoreticaliseans. Following Robert Allen’s
call for a non-metropolitan perspective on cinenssolny, the study of distribution
at the moment takes the form of a multiplicity of&l and regional investigations,
to which the present thesis seeks to add. As leonBhaintains, these micro-
histories can be the building bricks of a transmatl comparative approach, which
is essential for our understanding of distributidFurthermore, attention to
distribution allows historians to address the methogical issues of connecting the
abundant local histories of exhibition practiceoiatmore general understanding of
historical processes, such as institutionalisatiomodernity®* The points of

contact between Scotland as a case study and brdellgtes in film studies or
historiography are multiple and help weave an guenected narrative that makes

sense of rich but disparate empirical material.

1.2. Scottish cinema historiography

If distribution is understood as the interface bw exhibition as a local,
decentralised phenomenon, and the centralised gges®f film production within
the institutional mode, its relevance with regaaleational cinemas becomes

evident. Shifts in power between different sectdrhe industry can, and did,

2 Michael Quinn, ‘Distribution, the Transient Audiz and the Transition to the Feature Film’,
Cinema Journa#0.2 (2001), 35-56 (p. 51).

30 1vo Blom, ‘Infrastructure, Open System and the &&}f Phase. Jean Desmet as a Case for Early
Distribution In The Netherlands’, iNetworks of Entertainmened. by Kessler and Verhoeff, pp.
137-144 (pp. 137-138).

31 Thunnis van Oort, Christ is Coming to the Elite Cinema’: Film Exhibition the Catholic South
of the Netherlands, 1910s and 1920s'Cinema, Audiences and Modernigd. by Daniel Biltereyst,
Richard Maltby, and Philippe Meers (London and Néwvk: Routledge, 2012), pp. 50-63 (p. 54).
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entrench geographical disparities in the accefisetoneans of regional/national
self-representation. Even after Andrew Higson’saetdtion to reframe the idea of
national cinema, taking into account ‘the film cu# as a whole, and the overall
institution of cinema’, distribution has so far neaal very minor appearance in
accounts of Scottish cinemaThis is despite the fact that, as Adrienne Sculllio
noted, ‘in Scotland the skills fostered by cinemexanvthose of the exhibitor and
then of the distributor’, not those of the produteBiven the nation’s scant
production but enthusiastic consumption of the mgvmage throughout the
twentieth century, paying attention to the struesuthat enabled this popular

fervour is particularly rewarding in relation todkand.

As in other areas, Scotland seems to have beexpanter of talent. A case
in point is that of John Maxwell, a Glaswegian lawvyho acquired an interest in a
working-class cinema in 1912, moved into distribatiand by the 1920s was the
owner of Associated British Cinemas, one of thetraportant vertically-
integrated conglomerates in Britathlf it can be argued, as Duncan Petrie has done,
that ‘the close association émigréslike [John] Grierson and Maxwell with the
interests and development of a London-based fiblastry is evidence of their own
collusion’, the process through which this spezaion took place is not simple,

and it is worth explorind® Understanding how the institutions of cinema témin

32 Andrew Higson, ‘The Concept of National Cinenfagreer30.4 (1989), 36-47 (p. 38).

33 Adrienne Clare Scullion, ‘Media Culture for a Madilation? Theatre, Cinema and Radio in Early
Twentieth-Century Scotland’ (unpublished doctohadis, University of Glasgow, 1992), p. 196.

34 Allen Eyles,ABC: The First Name in Entertainme(urgess Hill: Cinema Theatre Association /
BFI, 1993), pp. 11-15.

% Duncan PetrieScreening Scotlan(London: BFI, 2000), p. 28.



14

in Scotland is a way to reveal the structures sbpported its popularity, but also

contributed to marginalise production.

A historical perspective on the film trade provigdsments for a more
informed and nuanced engagement with contemporagtopns. Most writing on
Scottish cinema in the past two decades has foausétins of the late 1980s,
1990s and 2000s, and the institutional structurasttave financed them. The
complexities of nation-building within a larger t&#aand the dimensions of political
change that have occurred since the establishmend@volved Scottish Parliament
in 1999 (with policy-making powers regarding thesand cultural industries), have
encouraged engagements with particular films ongsaf films through textual
and institutional analyst€. The inescapable point of reference is a slim velum
Scotch Ree]awhich set out the terms of a polemic that id séhtral to critical
approaches to Scotland and cinethd/hile issues of representation and mis-
representation have dominated the discussion dfiSicdilm as a national cinema,
more recent work in the research area of ‘cinenmsrddll nations’ has generated
new perspectives and productive comparisons totdearsuch as Ireland or
Sweden, and a transnational approach has contiboisomplicate questions of

cinematic identity’®

Historical research, on the other hand, remaingueagresented. This might

be because there is little material for textualysia in a more canonical vein, since

% See for instance Petri8creening Scotlandolin McArthur, Brigadoon, Braveheart and the Scots:
Distortions of Scotland in Hollywood Cinerflzondon: 1.B. Tauris, 2003).

37 Scotch Reejed. by Colin McArthur (London: BFI Publishing, 83).

3 Jonathan Murray, ‘Scotland’, ifhe Cinema of Small Natiansd. by Mette Hjort and Duncan
Petrie (Edinburgh: Edinburgh University Press, 200p. 76-92; David Martin-JoneScotland:
Global CinemgEdinburgh: Edinburgh University Press, 2009).
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Scottish feature film production was very scarcigethe 1980s. When looking
back, however, researchers have uncovered a rig¢tyaf work that does not
correspond with mainstream commercial filmmaking] & hard to reconcile with
the larger narratives of national cinema. Fromgitoind-breaking developments in
documentary and educational films of the 1930¢hé¢oradical explorations of
Margaret Tait and Norman McLaren; from the faséngatiocu-dramas sponsored
by the Glasgow Corporation to the wealth of amagpeaduction all around the
country, the history of filmmaking in Scotland seeta have a distinctive off-kilter
charactef? The struggles of Scottish filmmakers to challetigereductive
representations of Scotland that abound in maiastri@m have often taken the
route of an intensified engagement with the lo€hk earliest manifestation of this
can be found in turn-of-the-century ‘local topi¢ashich constituted the only
sustained form of film production in Scotland dgrithe silent period® The
‘national’ is therefore articulated in the tenstmetween the exogenous use of
Scotland as an international signifier, and thaigd®d, small-scale attempts at
representation from within — a polarity that hasifmted critical discussioft. This
tension in textual production resonates with thelbel polarity, described in the
previous section, between the local, the nationdlthe international in distribution,

programming and exhibition.

39 sarah Neely, ‘Stalking the Image: Margaret Tail &ntimate Filmmaking PracticesScreen49.2
(2008), 216-221; Elizabeth Lebas, ‘Sadness andr@ksl The Films of Glasgow Corporation, 1922-
1938, Film Studiess (2005), 27-45; Ryan Shand, ‘Amateur Cinema Realted: Localism in Fact
and Fiction’, inMovies on Home Ground: Explorations in Amateur @Giaged. by lan Craven
(Newcastle: Cambridge Scholars Publishing, 2009),156-181.

%0 Janet McBain, ‘Mitchell and Kenyon’s Legacy in $aad - The Inspiration for a Forgotten Film-
making Genre’, inrhe Lost World of Mitchell & Kenyoed. by Vanessa Toulmin, Simon Popple,
and Patrick Russell (London: BFI, 2004), pp. 113-12

“!lan Goode, ‘Mediating the Rurdlocal Heroand the Location of Scottish Cinema’,@nematic
Countrysidesed. by Robert Fish (Manchester: Manchester UsitsePress, 2007), pp. 109-126.
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Indeed, an important part of the historical reseanr Scottish cinema
dwells on the intensely local experiences of irtlinal cinemagoing. It is not hard to
find nostalgic accounts of the great popular fenfou the movies, said to be even
stronger than elsewhere in BritdfnJanet McBain, founder and curator of the
Scottish Screen Archive, established the groundvarin understanding of
Scottish audiences of the past through her irreplale collection of oral history
interviews. In resulting publications, McBain haamaged to integrate personal
memories into a broader narrative that touchesidustrial aspects as well as social
context.*® Drawing on other sources such as the contemptiaag press and the
Educational Film Bulletirof the 1940s, which frequently published retrosipec
pieces, McBain’s account of early exhibition preethas been influential.
Furthermore, her work at the Archive has foundgues and brought to light not
only the films, but also the primary sources thakmit possible to ask the kind of

guestions raised in this thesis.

The abundance of local history projects, plus theupar interest in
particular venues reflected in the admirable Sslt@inemas Database website, and
in online forums such as Hidden Glasgow, meanstkigasites of cinema exhibition

are increasingly well document&tAlthough these projects do not pursue

“2 David Hutchison, ‘Flickering Light: Some ScottiSilent Films’, inFrom Limelight to Satellite
ed. by Eddie Dick (London: BFI Publishing/Scottisim Council, 1990), pp. 31-40 (p. 32).

43 Janet McBainPictures Pas{Edinburgh: Moorfoot Publishing, 1985).

4 Examples of local history approaches include Vind2 Gillen,Going to the Pictures : 100 Years
of Cinema in InverclydéKilmacolm: David Roe Publishers, 1997); Mike TarylJulia Walton, and
Colin Liddell, A Night at the PictureéDumbarton: Dumbarton District Libraries, 1992heT
Scottish Cinemas Database, maintained by Gordon 8am be accessed at
http://www.scottishcinemas.org.uk/index.htfatcessed 25 February 2012]. The Hidden Glasgow
message boards are searchablgtpt//www.hiddenglasgow.com/forums/index.plagcessed 25
February 2012].
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scholarly aims, they provide much useful informagiand, crucially, sustain and
motivate an interest in historical cinema practi transcends the built heritatje.
However, existing publications aimed at a geneudlip often combine design
history with oral accounts, and are therefore cotra¢ed on the 1930s and 1940s,

the age of the picture palate.

More scholarly works by Adrienne Scullion and Pislalloney have drawn
on the expertise and resources built up by thetiShdécreen Archive to study the
early years of film exhibition in Scotland as pafrbroader cultural concerns: the
emergence of mass media and the traditions of poputtertainmerft. Their works
situate moving pictures as part of complex and ghmnpractices of modernity and,
in some cases, of resistance to metropolitan magiemwith an interconnected
approach that | have tried to maintain while adapt narrower focus. However,
the most immediate referent for the present thasid,a book that could be read
alongside it, is Trevor GriffithsThe Cinema and Cinemagoing in Scotland, 1896-
¢.1950 In this contribution to the historiography of aafilm culture in Scotland,
and more generally to the social history of leis@#ffiths’ book explores

‘Scotland’s engagement with the modern’ throughdtueflicts and debates sparked

“5 One excellent local study that already did thaflishael ThomsonSilver Screen in the Silver City:
a History of Cinemas in Aberdeen, 1896-198Berdeen: Aberdeen University Press, 1988).

“¢ See for instance the works of Bruce Peter, iniqudar 100 Years of Glasgow’s Amazing Cinemas
(Edinburgh: Polygon, 1996), and the recently phigisScotland’s Cinemaf@sle of Man: Lily
Publications, 2012), as well as the abundant patiins of Brian Hornsey, too many to list here.

47 adrienne Clare Scullion, ‘Media Culture for a Madilation?’; Paul Maloneyscotland and the
Music Hall 1850-1914Manchester: Manchester University Press, 2003).

“8 Trevor Griffiths, The Cinema and Cinemagoing in Scotland, 1896-c.{88hburgh: Edinburgh
University Press, forthcoming [2012]) At the timievariting, this important volume was still in press
but the author was kind enough to allow accessstptoofs, for which | am grateful. Since | am
referring to an unpublished version, | am unablgite page numbers for subsequent references, and
shall indicate the chapter and section as apprtepria
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by cinemd’® The particularities of the Scottish reception ioena are considered
in a minutely documented chronicle of exhibitioa@ices, mainly during the silent
period. The perceived threat of cinema as an axfentltural change and a site of
tension between local and international forceuminated by chapters on topics
such as Sunday shows, censorship, and sound ynfié@rshows, which will be
discussed at the relevant points in the preserk.viimawing extensively on
primary sources, in particular company registratiecords, Griffiths combines this
social history approach with a more quantitativalgsis of business trends in the
exhibition sector, which will be discussed in Cleapt. The present work adds to
this section of economic history by examining tfzgetctories of distribution
companies, which tended to fade into insignificaafter the late 1910s. Examining
the relationship between exhibition and distribot@mmpanies suggests different
timelines of development and decline, which coroesbto an increasingly

metropolitan concentration of ownership acrosdithretrade.

There are only a few countries that can claim wehzad a viable
production sector, but most have tried, so mantphes of national cinema tackle
the question of failure. In the first four volumafsherHistory of British Film
Rachael Low traces a process of consolidationhbyend of which the product of
American majors occupied most of the screen tinnesacBritain, and American
firms held large stakes in exhibition and distribat In her analysis, this process
was complete by the end of the silent peffbd/hatever little British production

there was by then was centred on London, wherdigtiebutors operated out of

49 Griffiths, The Cinema and Cinemagoing in Scotlaitroduction’.

*0 Rachael LowThe History of the British Film 1918-192%ol. 4 (London: Allen & Unwin, 1971),
p. 71.
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Wardour Street. From a Scottish perspective, tliams a double subordination — to
the United States for film product, and to Londonthe film trade. This process of
centralisation can only be defined in relation fmeaiod of decentralised activity, a
moment of possibility when the future of cinemaiitain, or in general, was not
yet defined. Low seemed to consider the period06lto 1914 as such a moment,
‘a period of experiment from which crystallized teentual structure of the
trade’> While the present work does not contest the broaaeative of events
constructed by Low through her acute, scepticalirepof the trade press, it dwells

on that moment of indeterminacy rather than okntswn outcome.

This thesis, then, seeks to document the diveasitygeographical spread of
cinematic practices in Scotland at their most basvihg. In a sense, this serves to
furnish detail and evidence for Low’s sparse actoasm she did not mine her
sources in any deliberate way to reveal periphedaélopments. This relative lack
of attention to non-metropolitan activity is compded by the fact that she casually
used ‘England’ and ‘Britain’ as interchangeablerter In several areas, such as
venue licensing and Sunday opening, Low’s accauheavily London-centric. Her
discussion about the social aspirations of earhylstors, for instance, is informed
by her description of the London ‘penny gaff’ sedthe cheap show that was the
local analogue to the nickelodeon); however, fasans that will be explored later,

penny gaffs seem to have been much rarer in Sebtfaviost importantly, by

®1 Rachael LowThe History of the British Film 1906-191vol. 2 (London: Allen & Unwin, 1949),
p. 13.

%2 Adrienne Clare Scullion, ““The Cinematograph Sikigns Supreme at the Skating Palace”: The
First Decades of Film in Scotland’, Moving Performance: British Stage and Screen, 188i0s
ed. by Linda Fitzsimmons and Sarah Street (Trovgaridrlicks Books, 2000), pp. 80-100; Griffiths,
The Cinema and Cinemagoing in Scotla@Hapter 1, Part Il. Compare with the abundant exide
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foregrounding and exploring the heterogeneity éxatted at some point, and the
concrete actions through which it was reined iis thesis hopes to challenge
Low’s haughty condemnation of the ‘dead ends’ akana, those practices that did
not seem to move towards the manifest destinyasfsital cinema as identified
from hindsight. In this context, documenting loeatiation is not an end in itself.
Instead, this thesis seeks to engage with broasemssions that have emerged
within the discipline of cinema history, by additagthe growing number of local
studies that are starting to compose the patchyietlre of the birth of cinema as

an institution across the globe.

1.3. The local: Some role models

The small-town experiences of cinema, and of matigrdmave become increasingly
interesting for film historians, as they demand mpiestions and approactiésn

his introduction to a recent volume under the wbfithe ‘new cinema history’,
Richard Maltby celebrates the methodologies, boeivom social and cultural
historians, which are drawing film scholars clogefthe production of a social
geography of cinema* This empirical approach has resulted in a conaftler
growth in studies of exhibition, expanding and ctiogting current ideas about the

contexts in which audiences encountered movingigstat different moments and

found for London penny gaffs by Jon Burrows, ‘Peftgasures: Film Exhibition in London during
the Nickelodeon era, 1906-161#&ijm History 16.1 (2004), 60-91.

%3 Daniel Biltereyst, Richard Maltby, and Philippe &fe, ‘Cinema, Audiences and Modernity: An
Introduction’, inCinema, Audiences and Modernigég. by Biltereyst, Maltby, and Meers, pp. 1-16

p.- 7).
% Richard Maltby, ‘New Cinema Histories’, Explorations in New Cinema Histanjpproaches

and Case Studies, ed. by Richard Maltby, DanigkBilyst, and Philippe Meers (Oxford: Wiley-
Blackwell, 2011), pp. 3-40 (p. 28).
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places’® This diversity poses a serious challenge to whiffeeories of spectatorship,
and to teleological accounts of the progressiaeffilm form towards classicism.
Occurring within the context of industrial capitat, institutionalisation was an
overdetermined proces%The extent to which moving pictures mobilised a
particularly modern sensibility or a way to workdbgh the anxieties of urban life,
and the cinema a class-specific social space, nednsconsidered in the context
of social and economic conjunctures that variecehufjom site to site.
Understanding how this process played out in pagromarkets contributes to ‘a
multiple and more dynamic definition of modernitghe that recognises its sites of

contention and its ambiguitis.

When refracted through diverse practices and namepelitan contexts,
modernity needs to be thought of as negotiatedeatimed. Even in the Scottish
cities, according to Trevor Griffiths, ‘[a]n abidjrsense of locality, more often
associated with pre-industrial, pre-modern sogetentinued to flourish in
outwardly modern, urban setting§.’In this context, the idea of the film show as an
instantiation of modern forms of perception andadoitity needs to be questioned.
Indeed, the debate over what has been called théemity thesis’ has been

substantial in recent years. Sustained attackeendtion that modern urban

% Besides the aforementioned work by Waller and Gmggpther pioneering studies in this field are
Kathryn H. Fuller, “You Can Have the Strand in Ydbwn Town’: The Marginalization of Small
Town Film Exhibition in the Silent Film EraFilm History 6.2 (1994), 166-177; John Fullerton,
‘Intimate Theatres and Imaginary Scenes: Film Eiioib in Sweden Before 1920Film History 5.4
(1993), 457-471.

%% David Levy, ‘What Imports Might Not Be Able to Téls About the Emergence of the Last-
Minute Rescue Narrative in the American Cinemalatworks of Entertainmened. by Kessler
and Verhoeff (Eastleigh: John Libbey, 2007), pp206p. 18).

57 Biltereyst, Maltby, and Meers, ‘Cinema, Audiene@sl Modernity: An Introduction’, p. 7.

%8 Griffiths, Ginema and Cinemagoing in Scotlanthtroduction’.
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lifestyles might have brought about changes irstresory experience of city
dwellers have led to a much more nuanced viewefehationship between cinema
and the urban environmetitThese challenges to grander narratives compel
researchers to document and study the fine-grdirstdries of the emergence of
cinema in different settings. While alternativgpbtheses can be relevant to an
understanding of the cinema show as an aesthetdicaursive experience, the
present work offers an empirical approach to thergence of cinema as a form of

commercial leisure in Scotland.

Local studies show that cinema, and the experiehiteis always caught
up in a complex field of forces that operate offedént scales. Seeking to
understand how the transformation of cinema imueas practice was ‘achieved
locally and integrated into the particularitiesvafious cities’, Paul Moore’s study
of moviegoing in Toronto shows how exhibition irettransitional era connected to
locally relevant discourses of citizenship andcialues, while also being defined
by changing trends in the North American and regliemtertainment marketS.
Moore’s exemplary monograph shows how the spetjfaf each encounter
between text and spectator responded to matemalittons as well as ideological

expectations. This negotiation played out durirggekent itself — the film show —

%9 On this debate, see in particular Charlie Keil,0“Here From Modernity”: Style, Historiography,
and Transitional Cinema’, iAmerican Cinema’s Transitional Erad. by Keil and Stamp, pp. 51-
66 ; Ben Singer, ‘The Ambimodernity of Early Cinenraoblems and Paradoxes in the Film-And-
Modernity Discourse’, irfFilm 1900: Technology, Perception, Cultuesl. by Annemone Ligensa
and Klaus Kreimeier (New Barnet: John Libbey, 20@@). 37-51; Robert C. Allen, ‘Relocating
American Film History: The ‘Problem’ of the Empiai, Cultural Studie20.1 (2006), 48-88 (p. 66).

0 paul S. MooreNow Playing: Early Moviegoing and the RegulatiorFah (Albany: SUNY Press,
2008), p. 10.
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but also in the process leading to it, as RichamB argued in an article about

Manchester film exchanges:

Unlike the architectural design and the programming
of cinemas, [...] film distribution always maintained
its regional specificity as its structure represerd

unique response to local logistical probléths.

This attention to the pragmatics of film supplysasioment where more
abstract forces become concrete is evident ingtbent work of Richard Abel and
Gregory Waller. Abel has contributed to the disaussbout the transition to
feature programming by asking how the general traddels described by Staiger
and Quinn worked at a regional and local levelldmking at cinema listings in
New England newspapers. Through this prism, Abelshhow the new feature
trading practices were destabilizing the closedketamodel, by allowing
exhibitors to assemble more eclectic programmedigiped their search for
respectability’? Similar issues are also raised by Waller's stuidhe ‘Trade
News’ column inMoving Picture Worlgdan unusually intense engagement with the
trade press as a source that highlights its prematmn with the materiality of the
film business, namely the everyday realities ofegge and shippin@f. These
concerns became even more pressing in wartime@paBlbm showed in regards to

the disruption of the Dutch cinema trade due tddlleeking of the Belgian railways.

®1 Richard Brown, ‘The Missing Link: Film Rentersfanchester, 1910-192(Film StudieslO
(2007), pp. 58-63 (p. 58).

62 Richard Abel, ‘The "Backbone" of the Business:8tag Signs of US Film Distribution in the
Newspapers, 1911-1914’, Metworks of Entertainmened. by Kessler and Verhoeff , pp. 85-93.

63 Gregory A Waller, ‘Mapping the Moving Picture WerlDistribution in the United States circa
1915, inNetworks of Entertainmened. by Kessler and Verhoeff (Eastleigh: John eipt2007), pp.
94-102.
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Drawing on Corinna Miiller's work on Germany, whieghfortunately has not yet
been published in translation, Blom identified savhéhe characteristics of the
European film trade during the ‘take-off’ phasegtifbalization: a developed
transport infrastructure, with the main cities abfiwhere film traders cluster
around the railway stations and printers, congtiguan efficient business sector

through the use of modern communication technotfjie

The establishment of distribution as a specifimeooic activity, with film
renters and agents operating in local and regiiinaimarkets, is a turning point in
the formation of an infrastructure for institutidcégnema. A tension can be
identified, in most accounts, between the actigitélocal film renting businesses,
often with roots in exhibition, and those of braméfices of national or
international corporations which were mostly cortadavith production. Through
an analysis of programming patterns in the Lyomamregor instance, Renaud
Chaplain found that the establishment of brancicedffor national distribution
companies around 1912 resulted in a loss of busiimedocal exhibitors who had
been acting as renters, and entrenched a moreardmgutlalso more hierarchical
circulation of single prints, where cinemas locatedrban popular districts were
strongly disadvantaged.The role of Pathé in the distribution of locairfg, and
then feature production, in Sweden has been stumjiddarina Dahlquist® A
number of specific discussions of the activitie®athé in several markets are

contained in the proceedings from the 1996 Donutmference, which was

64 Blom, ‘Infrastructure, Open System and the TakéRbiase’, p. 138.

% Renaud Chaplain, ‘La distribution dans la régigminaise: entre spécificités locales et stratégies
nationales (1908-1914)’, iNetworks of Entertainmened. by Kessler and Verhoeff, pp. 41-46.

%8 Marina Dahlquist, ‘Global versus Local: The Caé@athé’,Film History 17.1 (2005), 29-38.
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devoted to this pioneering French company whichaadry strong presence in
Scotland tod” Turning to independent local distributors, Piarégonneau

highlights the shrewd ways in which some Canadimters adapted and mediated
the shifting structures of the American trade, whilis Alonso Garcia blames the
professional incompetence and malpractice of thiy &panish traders for
undermining national productifi.Somewhere in between, the individual stories of
early film renters like Jean Desmet in the Nethmttaand Jens Christian Gundersen
in Norway, already mentioned, paint a picture dftggourgeois entrepreneurs

thriving modestly with limited capital and considbfe worry

A conclusion of several specific case studiesas tiie domination of
distribution by American studios was a significabstacle for the development of
national film industries and indigenous represéomat This seems to be the case,
for instance, in Québec, where francophone idetditiked representation because
of the dependence on agents of American produatasse Canadian views were
informed by a touristic aesthetic aimed at the Appbne market’ A general
pattern seems to be an explosion of renters cantidith the boom in exhibition
venues, followed by a contraction when the domieasfdhe majors is established
from the late teens and into the 1920s. This cpoeds with the trends described

by Rachael Low, and confirms that the 1910s arerag of particular interest

7 Michel Marie and Laurent Le Forestier (eds),firme Pathé Fréres 1896-191¢Paris : AFRHC,
2004).

% |_uis Alonso Garcia, ‘Araignées et mouches: la fation du "systeme cinéma" et les débuts de la
distribution cinématographique en Espagne, 1906-192 Networks of Entertainmengd. by
Kessler and Verhoeff , pp. 68-76.

% Blom, Jean Desmet and the Early Dutch Film Trablersen, ‘The case of Jens Christian
Gundersen’, pp. 131-136.

O pierre Véronneau, ‘De l'indépendance a I'absorptie cas québécois’, iMetworks of
Entertainmented. by Kessler and Verhoeff, pp. 57-67.
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because there was a space for local activity, @cduse it seemed like a national
production could be established. This possibilityat vanished with the
consolidation of institutional cinema and the coesjwof Scottish screens by

American feature films, which was complete by thd ef the war.

1.4. Conclusion

Over the past two decades, cinema history has thooegh a process of
disciplinary and methodological decentring, motachby a new interest in the
heterogeneity of experiences and practices conh&dth moving pictures. The
desire to study concrete practices of cinemagosng \@ay to interrogate the social
functions of cinema has resulted in research ptojbat start from the particular
but ask broader questions of structure and intfoglship, all the while
maintaining ‘a humble, open and flexible theordtitance’’* The study of
distribution has emerged only recently as a pradedield in which the interface
between the local and the global, the particularthe general can be interrogated

empirically.

As this chapter has argued, this centrifugal, gdedgnhistoriography offers
opportunities to consider processes such as contisatdin, centralisation and
alienation from a critical, evidence-led perspeztiMaving established the main
terms of discussion and the transversal axes 9aimalysis, the following chapter
introduces the methodological approach developékisithesis as a response to

this challenge.

L Allen, ‘Reimagining the History of the ExperienseCinema’, pp. 55-56.
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Chapter 2

Film distribution as a spatial phenomenon: Methods

and approaches

The previous chapter introduced some of the theatetnd historiographical
questions raised in this thesis, and presented saaraples of engagements with
distribution and institutionalisation from a localregional perspective. Besides
their subject matter, most of the works mentionefbte share an empirical
approach and, in their preoccupation with exhibitienues and locality, an interest
in ‘the spatiality of the experience of cinemi&his theoretical perspective not only
defines new terms and questions for cinema histaryit can also produce concrete
research practices. This chapter will introducerdsearch methods used in this

project, and explain how they are connected tashes outlined above.

One of the objectives of this work is to test tbkofwving methodological
hypothesis: that a spatially-aware approach, sue@dry GIS (Geographic
Information Systems) technology, can be relevadtwseful for this kind of project.
In order to trace back the reasoning behind thop@sal, this chapter will start by
arguing that distribution is essentially a spapiaénomenon, and therefore it can be
studied using methods that are gaining tracticother areas of cinema

historiography. Examples of previous experiencegsst that making location the

! Robert C. Allen, ‘Getting t&oing to the ShowNew Review of Film and Television Stude3
(2010), 264-276 (p. 268).
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pivot point for data collection and analysis enemés the discovery of new
archival sources and helps contextualise known.oi@h the expansion of what
can be considered pertinent evidence comes thetadid ways to systematise
and make sense of lower-level data. This chaptesges an introduction to the
sources used, and explains how the data containiein were integrated. More

technical details can be found in the Appendix.

2.1. Studying cinema spatially and regionally

The signs of a ‘spatial turn’ in film studies wesotted byScreereditors back in
1999, with the publication of a dialogue betweemafaLury and geographer
Doreen Massey, where they started to signal thengiat and promise that lay on
the intersection between geography and film arebision studie$.Since then,
space and place have become central categoriestuat analysis, suggesting new
connections and foregrounding alternative bodiesark (such as amateur and
artist’s film) that had been underappreciated.udi@nce and reception studies, and
in historiography, this enhanced awareness ofadatitors has opened new
methodological routes. When cinema-going is thowglats an event taking place
somewhere and enmeshed in the fabric of everytainlithat place, it becomes
clear how entangled it is within the web of spapigctices that constitute social
activity. While an Italian immigrant in a Manhattaitkelodeon, an Edinburgh lady
in a variety theatre, and a Lanarkshire minerfaiground booth might have
watched the same footage, their experience of mgiictures and the role of

cinema in their lives could hardly be more diffdtéFhe experiences themselves

2 Doreen Massey and Karen Lury, ‘Making ConnectipSsteent0.3 (1999), 229-238.
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are forever lost, but mapping these cinema-everdsrging to place them in

context can tease out some insights into what toted their difference.

The first reason to explore cinema history throagipatial optic is, then,
because ‘the experience of cinema does not exisidauthe experience of space’,
as Robert Allen has writtehiThis is demonstrated by the multiple studies ofyea
exhibition and its venues, some of which were noerd in the first chapter. An
approach that only deals with the individual angjua characteristics of the local
(as the least ambitious of exhibition histories an@ne to do) serves to challenge
metropolitan assumptions, but it is insufficieny. iBcluding peripheral agents,
practices and places, local studies prove thatesisdthe sphere of possibility of
the existence of multiplicity’: distance and envinoent create the conditions in
which difference can exiétThis heterogeneity of practices in space can baly

understood in the context of a network of spag&tionships.

To study distribution is to study one such setetdtionships as material
practices, in a geographical context that inclutisnces, topography, and
transport routes. Distribution is a spatial phenoome because the particularities of
film as a commodity-type are characterised by déisaviour in space. The simple
fact that identical films can be exhibited in manigces at the same time, that is,
their technical reproducibility, makes them a spkkind of good? When Gerben
Bakker argued that ‘motion pictures industrialispéctator entertainment by

automating it, standardising its quality and transiing it into a tradeable product’,

3 Robert C. Allen, ‘The Place of Space in Film Higtgraphy’, Tijdschrift voor Mediageschiedenis
2 (2006), pp. 15-27 (p. 16).

* Doreen MasseyEor SpaceglLondon: Sage, 2005), p. 183.
® ChananThe Dream That Kick. 27.
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he highlighted the transportability of film as oofdts defining industrial
characteristic§.This potential ubiquity was also an essential conemt of the
appeal for early audiences; as Paul Moore remarég, of the experience of
joining a movie audience for a specific theatea particular time was joining a
mass audience for all movies everywhéréhe relationship between the film-
object (as text and as commodity) and its multiiges as part of a practice plays
out in a way that is highly responsive to a geohliegd and relational approach that

recognises local variation in the context of a wébonnecting forces.

These two principles — difference and interrelahip — form the basis of
the research method proposed in this thesis. Tagamal approach formulated by
Harald Bathelt and Johannes Gllickler in their wammkeconomic geography can
serve as a precedent. In the context of a critify@evious approaches to
economic geography, which they see as neo-positiviee authors advocate
instead looking at economic relations through a¢gaphical lens’: ‘we use space
as a basis for asking particular questions abari@oic phenomena but space is
not our primary object of knowledg®&This research project occupies a similar
position: spatial methodologies are used, and grgebical awareness informs the
conceptual horizon of the project, but the physizatieological configuration of

space is not the object of enquiry.

One of the methodological consequences of thisadgiproach is the use

of Geographic Information Systems (GIS) tools. /@ a software package that

6 Bakker,Entertainment Industrialiseg. 2.
" Moore,Now Playing p. 8.

8 Harald Bathelt and Johannes Gluckler, ‘Toward mfRmal Economic Geographylpurnal of
Economic Geograph$ (2003), 117-144 (p. 124).
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combines digital mapping and database managemehinkng rows in tables of
‘attribute data’ (all sorts of information abouteature) to its geographical location.
A ‘GIS approach’ involves handling spatial andibtite data in order to look for
patterns’ It can be thought of as a spatial strategy foa @aalysis, one that can
support fact-based historical interpretation. Ag arethodology, it has limitations
and ideological biases. In particular, the fantaisgbjectivity and rigour projected
by the software can be dangerous when dealinghigtiorical processes rather than
strictly quantifiable ones. As lan Gregory and F&allishow, ‘GIS originated in
disciplines that use quantitative and scientifipragches in a data-rich
environment,” whilst most historians have to usentyagualitative and incomplete
data’® The following sections will consider the methodgital implications of the
two components of the GIS — the maps and the dsgabas implemented in this

project.

In a pragmatic sense, working with GIS embodiesthteon of relational
space that sees space as the dimension wheradaktajectories are ‘thrown
together’ by happenstance, in the words of Doreasddy"* As both historians and
geographers have noticed, however, new tools gengraat enthusiasm, and they
can blunt the historian’s critical respon$eghe fact that GIS were not created with
historical research in mind means that the histonas to consider carefully the

extent to which these tools can be useful. Itigial to avoid being seduced either

® lan N Gregory and Paul S EMijstorical GIS: Technologies, Methodologies and @atship
(Cambridge: Cambridge University Press, 2007),30p.

9 Gregory and EllHistorical GIS p. 1.
1 MasseyFor Spacep. 151.
2 Anne K. Knowles, ‘Introduction’Social Science Historg4.3 (2000), 451-470 (p. 452).
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by GIS'’s appearance of hard science, or by fanaytéddo cartography’; instead,
mapping can be understood as a more fluid probassrtaintains a dialogue with

more discursive forms of knowing, as Jeff Klendtits recently argueld.

2.2. The GIS approach: Mapping

Despite the intimidating name, for most effectsem@aphical Information System
is simply a database that can be visualized aspa ona map where each feature
connects to a series of attributes. In that seheg,combine the suspicions aroused
both by maps and by databases as technologiesvafrgbat have been at the
service of surveillance, colonialism, and the ogifion of social experien&é.ln
some quarters, the rise of GIS technologies has $een as a return to the most
naive and reactionary forms and ideologies of gagalyy. The high cost of
acquiring GIS software, training and data meant tiesides being open to the
same critique as mapping in general, in most cdiggtsl cartography remains a
tool of the privileged and powerful. It has emergsdan instrument of technocracy
and social control, while critical geographers ledlelsewhere for alternative ways
to represent space. However, to refuse to use lzochéecause it has been aligned
with a hegemonic world view is to renounce the gty of appropriating it for
other ends. The same reductive processes that geakdatabases so suspect also
create tools for communication and collaboratiame Tormal restrictions imposed
by Euclidean geo-coding (where place is a pointh widordinates, not a notion or a

memory) provide a carrier signal; if our maps tepaak the hegemonic language,

13 Gregory and EllHistorical GIS p. 118; Jeffrey Klenotic, ‘Putting Cinema Histary the Map:
Using GIS to Explore the Spatiality of Cinema’ Brplorations in New Cinema Histqrgd. by
Maltby, Biltereyst, and Meers, pp. 58-84 (pp. 59-61

14 MasseyFor Spacep. 106.
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this at least makes them widely readable. In histbresearch, after all,

cartography is one of several tools, not an ents@if.

In a geo-database model, the map is only one dhtegaces through
which the user can view, edit, and analyse the nlyidg data tables. It is not,
however, a decorative addition; working with anttilgh maps has an impact on
the kinds of operations and hypotheses one is dtawm. In the first place, it
facilitates the approaches suggested by spatialyr@theory and historiography,
asking questions about centre-periphery relatigrssitrade networks, and
demographics, for instance. These questions pe@l8 methods, and there are
other ways of seeking answers, but the actualtipeaavork with digital maps has
four characteristics that make it particularly ahle: it gives the same importance
to each point, it handles changes of scale, iergiive, and it provides a point of

connection to other materials.

If the ‘new cinema history’ is concerned with detgry the historian’s
perspective, and engaging with the diversity oéoatic practices outside the
metropolis, the ‘flatness’ of digital maps, wheeelk item can be represented by an
identical dot, becomes an asset. By making allgsddcok the same (a dot on a map)
GIS can encourage the researcher to look at tham agd to see all of them rather
than the ones known to be ‘important’. In this senisforegrounds the multiplicity
made possible by spatial separation, accordingasddy. Interesting findings can
emerge at the local level, or an intriguing patteerevealed on a broader view.
These spheres of discovery can then be kept iltetfsrough a dialectics of
zooming — going from the general pattern to théigaar case with more detailed

archival stories, and vice versa. Those archivalgythat are so rewarding for the
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researcher’s imagination can be seen in contexhatadt becomes easier to tell
whether this was a typical or exceptional cases Thstandard historiographical
practice, but it becomes a concrete proceduredigital map. The ease with which
the data can be sorted and visualised in diffesgyls encourages an experimental
approach: many modest hypotheses can be testadtigseind the questions can be
refined in a feedback loop that keeps the reseguebtions open. Finally, the use of
location data can facilitate the use of other sesignd categories of analysis
relating to the social and geographical contextguthe growing amount of data

currently available in those areas.

This research project, for instance, would havenbegossible without the
availability of Ordnance Survey data, through tlién& Digimap service. The
1:50,000 Gazetteer was used as the basic tootadeldowns on the map, and for
finer placement of some cinemas (in the four méirg) historical maps were
used'® Census data tables were obtained from the Histofiata Service and
connected to a boundary map representing the Slcqitirishes as they existed in
1890, while burgh population was connected to gegepoints? In those cases
where boundary changes seemed to present a prolleeme longer population
series were useful, or where historical descrifgtioheconomic activity were

informative, theGreat Britain Historical GlSportal, developed at the University of

!5 EDINA Digimap Collections: http://edina.ac.uk/digimap/fviewed Feb 25 2012]

18 bata table ‘Parish level statistics arranged byilijaand sex for Scotland taken from the 1911
census’, data input by the Centre for Data Diditisaand Analysis at the Queen’s University of
Belfast, downloaded from the Contemporary and Hiisab Census Collections (CHCC) at the
History Data Service kttp://hds.essex.ac.uk/history/data/chcc.gsmeessed 20 October 2009].
The boundary map, a SHP file of Scottish Civil Blagis 1890 (digitised from Black’s Atlas), was
downloaded from UKBORDERShttp://edina.ac.uk/ukborders[accessed 20 October 2009].




35

Portsmouth, proved invaluabiéA very useful website and a 1912 geo-referenced
map provided by the National Library of Scotlankbakd me to dispense with the
need to map railway routes, a very considerablettest has already been

undertaken, in a more comprehensive way, by a Gagegteant?

The ability to access and incorporate material ged by other research
projects, and to make my own data available torsthe a strong motivation for the
use of geo-databases. Thousands of internet uderagt daily with ‘mash-up’
maps, in which layers of user-generated contenbegpiotted over basic map
layouts. The popularity of digital cartography fastered an environment in which
a project like this one becomes achievable withalimits of a PhD, by adopting
similar methods but with properly referenced andsistent sources and a more
critical stance. Without access to already-digitisgaps and demographics the task
would be too onerous, and without the popularizatibdigital mapping, the skills
required to foray into cartography would be forbidgfor a non-specialist.
Furthermore, the growth of open-source mapping\so# is removing some of the
costs associated with geo-database developmenk fMothis thesis was initiated
on the ArcGIS platform, a major software packagenbich the University pays a
hefty license fee. Along the way, however, othesgillities became available, and

the project was finalised using mostly an open-e®package, Quantum GIS,

" Great Britain Historical GIS<http://www.gbhgis.org/faccessed 25 February 201&]vision of
Britain through time<http://www.visionofbritain.org.uk/ [accessed 2 July 2012].

18 A History of Britain’s Railwaysis a website maintained by Ewan Crawford whicbvjites
interactive diagrams of all Scottish rail lineshwiheir dates of opening and closure. Although the
data cannot be downloaded, it is an excellent eefss resource htp://www.railbrit.co.uk/>

[ accessed 25 February 2012]. The Department o§apby at the University of Cambridge has
produced GIS maps of the development of railwaygaasof the ESRC-funded project ®he
Occupational Structure of Nineteenth-Century Britai
(http://www.geog.cam.ac.uk/research/projects/océapstbritain19c/[accessed 25 February 2012].
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which provided better connectivity to the projeatabase and had no licensing
costs®® This software allowed me to integrate Ordnance&udata, scanned map
images, census data tables, and my own databagpgengraphical coordinates as
the principal independent variable, and also altbwe to export parts of the

dataset as printed maps or online interactive nog@sh-

For all their practical advantages, it is necessatye critical of this friction-
free incorporation of certain ideologies of spatte everyday life, and even more
in academic research. The accretion of layerscbragtitutes GIS representation can
be subject to Doreen Massey’s critique of the pdetdal metaphor of the map as

palimpsest, which she rejects for its political liogations:

[T]his is to imagine the space being mapped — which
is a space as one simultaneity — as the product of
superimposed horizontal structures rather than full

contemporaneous coexistence and becoffing.

Massey is here drawing attention to issues of olamgl continuity that inform
some of the questions of this thesis. The pasrisgd the present through its
persistence in space. The previous uses of thedit@nema exhibition, for
instance, continue to be relevant to the recepifanoving pictures and to their
social standing. As long as the simplificationsytperform are kept in mind, |
argue that maps provide a useful counterpoint tratige history by drawing

attention to the continuity of these localised elifinces. Primary sources, more

19 Quantum GIS is a project supported by the Opemc®dBeospatial Foundation.
<http://www.qqis.org/> <http://www.osgeo.org/ [accessed 25 February 2012]

20 MasseyFor Spacep. 110.
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often than not, refer to moments of change: whbkuilding license was given,
when companies were created, when a cinema opkfagus can complement these
sources with insights on what did not change ongkd more slowly, highlighting

the asynchrony of historical processes.

On the other hand, the practical and ideologicablgms of the
representation of time in cartography (both digitadl analogue) are known to
historical geographers. The static nature of megis means that they can only
represent a slice of ‘frozen’ time, collapsing ifdtse simultaneity a series of
processes and activities. A case in point is Robkgh’s response to an article in
which Ben Singer challenged Allen’s descriptioMi#dnhattan nickelodeons as less
exclusively working-class than previously thoudhtthe response, Allen argued
that ‘mapping [the nickelodeons] upon a street wfd@danhattan’, as Singer had
done, ‘[does not] enable us to know whether thexeevqualitative differences
between theatres in different or the same neigldual$i, as they are all ‘reduced to
identical dots on a map’. A more worrying ‘flattagi occurs because Singer
condenses the data from 24 months into a single amapthus ‘the icons
representing theatre addressessaiially represented as copresent, whereas in fact

many of them weréemporallysequential®

My own attempt to negotiate these limitations ressiiin a research design
that reflects the changing temporal patterns optihenomena. The data concerning
itinerant exhibition constituted a longer time ssriEvidence from newspapers and
archival sources about the activities of travelkxtpibitors was registered with a

place and date, and the resulting maps tend to st@wiachronic reach of these

2L Robert C. Allen, ‘Manhattan Myopia; Or, Oh! lowaCinema JournaB5.3 (1996), 75-103 (p. 77).
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activities. On the other hand, the analysis of mogning patterns in fixed-site
cinemas was structured around two time-slices: Wata gathered for one single
day in two different years, so that the synchreajresentation of the map reflects
the nature of the evidence. By fixing the time abke, it was possible to gather a

broader range of data from a greater number oeplac

Some degree of simplification is inevitable whealdg with complex
historical processes in a way that aims to be syatie. While a printed map is
often a static bird’s eye view that is radicallgtdnced from lived experience,
digital mapping technologies can offer ways toude more qualitative dimensions,
and to minimize the costs of entering and altennfigrmation so that mapping can
become a more open-ended process. This reliesorettistence as a dataset of
unlimited richness, which is not restricted by tirelimensional conventions of a
map. Furthermore, the connection between maps atadbases can be an answer to

the question of how to handle both multiplicity anterrelationship.

2.3. The GIS approach: Databases

As mentioned before, a GIS is a front-end for atiehal database where data are
connected by location. As lan Gregory and Richagdlely point out, ‘[a]lthough
mapping is one of the key abilities of GIS, it exlpaps better regarded as a
database technolog$’'The use of databases (whether geo-referenced)inno
film studies and cinema history is growing, althibumpt yet widespread, and the
existing examples showcase the potential of a plppenstructed data structure.

There are many obvious advantages of using evesirtifgest of databases, such as

?2]1an N. Gregory and Richard G. Healey, ‘Histori€d5: Structuring, Mapping and Analysing
Geographies of the PasProgress in Human Geograpi®l.5 (2007), 638-653 (p. 638).



39

the instantaneous retrieval of information andabuity to sort, filter, select, and
perform some operations on the data. Althoughah@dlisation required for most
existing database models raises historiograptssakis regarding the completeness
and reliability of sources, it also broadens thepscof data capture and instigates
collaboratior? The higher investment required in systematic datiection is
balanced by a longer lifespan, where data can ée lisyond the limits of

individual research projects.

The most developed scholarly example of a cinerfsed database,
looking at exhibition rather than production, ie tniversity of Amsterdam’s
Cinema Contextwhich logged more than a hundred thousand pr&-196
programmes from newspapers, as well as almosy thiousand censorship files, to
create a searchable and downloadable relationabase, so that one thing (e.g. a
cinema name) leads to the other (e.g. a programithdiim titles in it, or a
managerf* Cinema Contex a large project that has involved a team opfeeo
over a long time, and which relied initially on eogp of relatively stable sources
such as official censorship files and trade dineeso The great care that has gone
into compiling it has produced a dataset thataamlenough to use it within
guantitative approaches, including network analgsid indirect measuring of film

popularity®® In Australia, Deb Verhoeven and her students leen developing

23 | ouis Pelletier and Pierre Véronneau, ‘Database&é#rly Cinema Research’, Bigital Tools in
Media Studiesed. by Michael Ross, Manfred Grauer, and Bermiskeben (Bielefeld: transcript
Verlag, 2009), pp. 17-26 (p. 25).

24 Cinema Contexthttp://www.cinemacontext.nl/fviewed 25 February 2012]

25 Karel Dibbets, ‘Cinema Context and the Genes lof History’, New Review of Film and
Television Studie8.3 (2011), 331-342; Clara Pafort-Overduin, ‘Otaition and Exhibition in the
Netherlands, 1934-1936’, ixplorations in New Cinema Histqrgd. by Maltby, Biltereyst, and
Meers, pp. 125-139.
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very promising applications of statistical techreguo work with data from the
Cinema Audiences in Australia Research Pro{@AARP), a database that
combines data gathered by researchers in four rgities as part of separate
projects on rural cinema-going, distribution in #880s, and diasporic cinema
circuits. Searching the database pulls up dateegadhby any of the projects, in a
consistent format that includes all the relevafgmences. The venues listed have
also been geo-referenced with latitude/longitude,dso that importing them into
any GIS becomes very straightforw&fdUsing these data, Verhoeven has
pioneered interdisciplinary collaborations in paprat propose, for example, the
use of Markov chain analysis to study distributiangd invent new forms of

visualising information in a synoptic and insigttfuay 2’

Showing how the methodology can be adapted tordifteresearch
questions and social contexts, t@ightened Cityproject at the Universities of
Ghent and Antwerp has built a database of film leixlon within a broader remit
that also foregrounds oral histdy/Although this dataset is not available online, it
has supported interesting contributions to Flerstial history, by examining the

position of cinema venues as spaces of distineti@hinteraction within a

%6 Cinema Audiences in Australia Research Projesthegortal,
<http://caarp.flinders.edu.au/homprewed 3 March 2010]

27 Alwyn Davidson, Colin Arrowsmith, and Deb VerhoayéA Method for the Visual
Representation of Historic Multivariate Point Data’ Advances in Cartography and GlScience.
Volume 2ed. by Anne Ruas (Berlin: Springer, 2011), p/8-188.

2 The ‘Enlightened’ City: Screen culture between Idgy, economics and experience. A study on
the social role of film exhibition and film consuiop in Flanders (1895-2004) in interaction with
modernity and urbanizatiorzund for Scientific Research - Flanders, 2005-2Qfiversity of
Antwerp & Ghent University.
<http://www.ua.ac.be/main.aspx?c=*CWONZ&n=393928d6848e=905625viewed Feb 2%
2012]
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‘pillarised’ society?® In Germany, th&iegen Database of Itinerant Cinensasd
theGerman Early Cinema Databasave been brought together under the same
portal, although they are not searchable simultasigd® The successful integration
of data from these sources in Annemone Ligensat& wo perception and
modernity, for instance, shows that the kind ohdatalysis made possible by a
structured collection has a role to play in theoattand historiographical
discussions and not only in quantitative or indakticcounts® Indeed, the
research project under which the Siegen databaselesigned and implemented
was concerned with the ‘industrialisation of pettap, and it has contributed

significantly to recent discussions about cinenth ramdernity?2

The previous examples illustrate the potentiaktdtional databases as an
analytical tool that allows researchers to syst&maarge collections and make
quantitative observations. Another use of geo-degaltechnology is as a point of

access for qualitative material such as photogosdand text, which are seen in

2 Daniel Biltereyst, Philippe Meers, and Lies Vanuier, ‘Social Class, Experiences of
Distinction and Cinema in Postwar Ghent’ Brplorations in New Cinema Histqrgd. by Maltby,
Biltereyst, and Meers, pp. 101-124. Philippe MeB@niel Biltereyst, and Lies Van de Vijver,
‘Lived Experiences of the "Enlightened City" (192975): A Large Scale Oral History Project on
Cinema-going in Flanders (Belgium)lluminace: casopis pro teorii, historii a estetifiimu =
llluminace: the journal of film theory, history aresthetic20.1 (2008), 208-214.

%0 German Early Cinema Databasehttp://www.earlycinema.uni-koeln.de[viewed Feb 25 2012].
For a very informative account of the making of 8iegen database, see Michael Ross, Roger
Sennert, and Jens Wagner, ‘Putting Itinerant Cireeomethe Map’, irDigital Tools in Media Studies
ed. by Ross, Grauer, and Freisleben, pp. 83-92.

31 Annemone Ligensa, ‘Urban Legend: Early Cinema, &taoitation and Urbanization in Germany,
1895-1914’, inCinema, Audiences and Modernigd. by Biltereyst, Maltby, and Meers, pp. 117-
129. Martin LoiperdingerKINtop Schriften 10. Travelling Cinema in Euroffgankfurt: Stroemfeld;
Roter Stern, 2008). Joseph Garncarz, ‘Perceptudt@mments for Films: The Development of
Cinema in Germany, 1895-1914’ kiim 1900: Technology, Perception, Cultues. by Annemone
Ligensa and Klaus Kreimeier (New Barnet: John Lipt#909), pp. 141-150.

32 University of Siegen, ‘Industrialisierung der Wabhmung’ (Industrialisation of Perception)
research projechttp://www.fk615.uni-siegen.de/de/teilprojekt.phpdipkt=A5 [viewed 25
February 2012]
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immediate proximity to a spatial setting and otbemtextual markers in what Jeff
Klenotic has called ‘grounded visualizatidf’An excellent example of this
approach is Robert Allen®oing to the Showroject about moviegoing in North
Carolina, which plots different types of archivalta onto very detailed fire
insurance town mapé.Placing the sites of cinema exhibition in theivam context
has allowed Allen to document the role of raciaigions as ‘the most important
factor in the experience of moviegoing for all No@arolinians between 1896 and
the desegregation of white theatres in the ea$089° Followed by further
research on the ‘experience of downtown’ in snaadiris across the sta®ping to
the Shovhas already provided striking insights into sobiatory. Thought of as a
‘historiographic experimentGoing to the Shovs an interactive digital library
hosted by the State Library of North Carolina, dedigned in close collaboration
with librarians and archivists. Connected to adangroject Documenting the
American Soutfthe collection and website attempt to illuminkigtorical
documents in a way that brings them to a largeresneg. A similar ethos is behind
the City in Film project at the University of Liverpodf.As part of the events that
marked Liverpool’s period as European Capital oft@e in 2008, the project geo-
referenced a trove of professional and amateur mgamages to construct a vision

of the city across tim&. Although the map interface is not as yet parhefanline

¥ Klenotic, ‘Putting Cinema History on the Map’, 6.

34 Going to the Show: Mapping Moviegoing in North Qéara,
<http://docsouth.unc.edu/gtts/index.htnjecessed 25February 2012]

% Robert C. Allen, ‘Getting t6&oing to the Showp. 270.

%6 Mapping the City in Film<http://www.liv.ac.uk/Isa/cityinfilm/catalogue.htmfaccessed 25
February 2012]

37 Julia Hallam and Les Roberts, ‘Mapping, Memory #mel City: Archives, Databases and Film
Historiography’,European Journal of Cultural Studid<.3 (2011), 355-372.
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access to the database, the Liverpool project example of a productive

collaboration between urban studies, film studies @artographic methods.

My project, as the result of an individual PhD¢ossiderably smaller, but it
aims to maintain data standards with a view toriexpansion and interconnection
with comparable projects. The core database wdisdsuthe PostgreSQL platform,
an open-source object-relational database systsing the PGAdmin interfacg.
This database format was chosen because it prothedoest integration with
Quantum GIS, using the PostGIS pludihis allows me to have direct access to
the database via a map interface as well as tthe @ald query views. Furthermore,
by using a low-level open-source package (rathear thore cumbersome
proprietary formats such as MSAccess) it can baredsthat the data will be

compatible across platforms and over time.

The future prospects for collaborative work andrsty of datasets depend
on maintaining common standards for the formattihgata and the creation of
metadata. If the data are organized with a viewatd& connectivity, the project
becomes scalable: The work of a single researarebe integrated into a group
project, and the limited frame of analysis canrbadformed into a point in a
broader triangulation. Data integration becomesaatjral answer to the question
of what to do with all the local studies mentiomedhe previous chapter. Several
scholars have recognised the potential of usingtioe data in order to integrate

disparate datasets, to weave together what iséretyucalled the Semantic Web or,

38 pGAdmin, <ttp://www.pgadmin.org/Faccessed 5February 2012]

%9 PostGIS, Http:/postgis.refractions.netfaccessed 25February 2012]




44

on a more limited scale, a data dfidlthough that prospect is too remote at the
moment, some attempts have been made by film sshiolshe last couple of years
to agree on a core set of data that could be ¢etldocally and then used for

comparative or integrated analy$is.

A functioning database tends to be a highly abstepresentation of the
real-world entities with which the data are conedctVhat is more important about
structured databases is that they are able tomeaptume of the relationships
between those entities. The way the databaseauististed is crucial to the way these
connections will work, and it carries plenty ofaftuntheorised assumptions. In my
case, at the hub of everything is the cinema veldaderstood broadly as any site
where film exhibition has been documented as taglageregularly before 1918,
the six hundred rows of data represent the endigpaimd nodes of film circulation,
and thus give a concrete spatial dimension to liempmenon of distribution.
Having approximate location information for the ues it then becomes relatively
easy to work with other kinds of data by using aegeer, so that everything can be
connected back to a point on the map. Linking versue gazetteer, there are a
number of other tables, containing different aspetthe two programming

snapshots as well as census data and informataut #ie venues. More precise

40 Trevor M. Harris, L. Jesse Rouse, and Susan Bengérhe Geospatial Semantic Web, Pareto
GIS, and the Humanities’ ifhe Spatial Humanities: GIS and the Future of Huities Scholarship
ed. by David J. Bodenhamer, John Corrigan, andofrsk Harris (Bloomington: Indiana University
Press, 2010), pp. 124-142. Paul S Ell, ‘GIS, e4#8meand the Humanities Grid’, The Spatial
Humanities pp. 143-166.

“1 Elise Moore, a graduate student at the Universityorth Carolina who worked as project
coordinator ofGoing to the Showecently wrote a Master’s dissertation that sougkestablish the
basis for a common semantics that can facilitategyimg and comparing data, after conducting a
study among researchers that used database ttieésDE Moore, ‘Towards a Common Schema in
Distributed Humanities Research’ (unpublished mi&sthesis, University of North Carolina at
Chapel Hill, 2010).
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definitions of these tables and the fields theytaionis given in the Appendix.
What | want to highlight is that having this retatal structure allowed me to tackle
the challenge of reconstructing the emergencestfibution patterns without
having, as far as | am aware, any kind of systenaatd complete source that could
tell me who was renting films to what theatres.dging programmes worked as a

tangential approach to understand distribution.

2.4. Sources and the ‘problem of the empirical’

In an article about the film supply to a cinemdiew South Wales in the 1950s,
Ross Thorne noted ‘the frustrating lack of detafecbrds that deal with the
mechanism of how films (or indeed any product) waispersed? In the absence

of comprehensive sources, it would be possiblaisstion the value of a database
approach. After all, the quantitative analyses thativate the use of databases in
other disciplines would be pointless and misleadwity patchy data. This is a valid
reservation, and the weight of the programmingluizga as a quantitative source is
always problematized throughout the thesis. Howewvangue that relational
databases are actually a good way to address #nthd¥é specific sources, because
they allow us to cast a wider net and still be ablmake sense of disparate findings.
If cinema is understood as an experience ground#ekicomplex web of social
relationships, a spatially-oriented approach caiaéixthe methodological potential

of these connections.

Widening the field of vision of cinema history istra rhetorical proposition:

it has practical consequences. If the object atémere of enquiry is the event,

2 Ross Thorne, ‘Rethinking Distribution: Developitig Parameters for a Micro-Analysis of the
Movement of Motion PicturesStudies in Australasian Cinena3 (2007), 275-298 (p. 328).
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rather than the film, the researcher is confromtgl two issues: firstly, past events
‘are no longer there and can only be “recalledtl@nbasis of (leftover) contextual
information’*® Scholars then have the responsibility to make thatthe historical
importance of collections of paraphernalia, cinghgatre ledgers, accounts books,
company archives and the like is recognised, satlese documents can be found,
preserved and investigated. One way to work towtridss by contextualizing the
surviving artefacts, including films. In Scotlarsveral indexation and digitisation
projects have made large collections availablenenkither freely or through
educational access providéfsA well-constructed relational database opens the

possibility for integration and collaboration tlzaid value to these public resources.

The second issue the cinema historian must conisomhat Allen has
called ‘the problem of the empirical’: ‘what pladees anything outside of the film
‘itself’ and its analysis by the film scholar havefilm studies?*> As Rick Altman
has pointed out, ‘instead of purifying film studi@ge [now] do our best to find

ways of integrating one cultural phenomenon aftetlaer into the discipline’,

43 Harry van Vliet, Karel Dibbets, and Henk GrassjltGre in Context’, irDigital Tools in Media
Studiesed. by Ross, Grauer, and Freisleben, pp. 27-428)p

*4 The most relevant example, because it integratémedia content according to geographic
criteria and uses a map interfaceStland’s Places partnership between the National Archives
of Scotland and the Royal Commission on the Ancéemnt Historical Monuments of Scotland, which
displays town and building plans, photographs, miilions of scanned pages of government records
of the eighteenth and nineteenth centuries. TheRogmmission is also responsible for Scran, an
educational website that hosts over 360,000 im&ges more than 300 organisations such as
museums, galleries and archiveswsw.scotlandsplaces.gov.ufaccessed 10 Febrruary 2010]. The
National Library of Scotland has a growing, therty organised digital archive atiital.nls.uk>
[viewed 10 February 2010]. The Scottish Screen irchas also completed large digitisation
initiatives <http://ssa.nls.uk [accessed 2 July 2012].

“5 Allen, ‘Relocating American Film History’, p. 49.
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through what he calls a ‘centrifugal’ academic ficas®® This is in turn connected
with the idea of a ‘total history’ of cinema as posed by Barbara Klinger in the
context of reception studies. As she argues, ‘tusbry’ as conceived by the
Annales school is driven by a pursuit of comprehamess that, at the same time,
acknowledges its impossibility: it is ‘a scholadiyn rather than an absolutely

achievable reality*’

Detractors of the idea of total history hold agaihthe accusation of naive
positivism: the illusion that knowledge and undansting of the past is a matter of
gathering enough primary evidence. That is on@@fsuspicions often held by
humanities scholars about research tools thatraigd in the hard sciences, and
Geographic Information Systems are an example. i@ensg the growing amount
of information available online, it is necessankézp in mind Dorling and

Fairbairn’s warnings against

the message, inherent in much writing about GI&, th
if we only had more data we could draw a truer
picture and that, eventually, with enough datawll
be revealed. This way of thinking last held sway at
the turn of the century [from the nineteenth to the
twentieth] when it was thought that, with complete

information, key moral and political problems could

“® Rick Altman, ‘Whither Film Studies (In a Post-Filstudies World)?'Cinema Journat9.1
(2009), 131-135 (p. 134).

“" Barbara Klinger, ‘Film History Terminable and Inteinable: Recovering the Past in Reception
Studies’,Screern38.2 (1997), 107-128 (p. 109).
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be solved through the search for an optimum

solution?®

According to Klinger, however, working with the gpect of ‘total history’
always on the horizon without ever quite reachtrig useful for film studies,
because it broadens the scope of enquiry. In etbeds, it leads the researcher out
of the trade press and the specialised archivelsplamges her into the sea of
documentary detritus of the twentieth century. hesearch area where the
‘problem of the empirical’ is its scarcity, beingla to work with scraps of evidence
from all sorts of different provenances becomesiatuManaging whatever data
can be found in a relational manner is a way toease their evidentiary value. A
cinema advert in a local newspaper does not prawigeh information, but when
contrasted with a hundred others (whether diachediyior synchronically) it
becomes possible to draw inferences about disiibbytractices. This would not be

possible if the locations were considered separatel

If the database is considered as a work in progmnedsan iterative process,
then its incompleteness becomes an asset. Thimnalbstructure permits the
progressive building of layer upon layer of datanirdifferent sources. This is
particularly useful when dealing with fragmentaopsces of varying reliability.
Although more specific discussions about the sauused will appear at relevant
points, an example can illustrate this point. Oatahe two programming snapshots
were gathered in the first instance from more tloaty local newspapers, covering

sixty-two towns and cities across Scotland. Thechagormation about venue

“8 Daniel Dorling and David Fairbairiapping: Ways of Representing the Wtarlow:
Addison Wesley Longman, 1997), p. 125.
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characteristics and film titles on the programme teen enriched with existing
records on the Scottish Cinemas Database, secosdarges (such as the local
exhibition histories mentioned in the previous dkap evidence from historical
maps, and archival material such as the licensingrds of Glasgow Corporation.
The film titles were first investigated using diéat online databases: IMDB, the
BFI Film and TV Database, and the AFI catalogUEurther information on each
film, particularly its release date, marketing micated distributor if known, was
obtained from the trade journdlhe BioscopeWhile none of these sources is
systematic or comprehensive enough to be entiediighie, the triangulation
between them gives the best possible chance dhfjratcurate data. This is a data
collection process that starts from the very ldeatl of the newspaper advert, as
fits the non-metropolitan perspective that thisth@dopts, but that also draws on

more general resources to shed light on those pdwhomena.

2.5. Conclusion: The strategic advantages of researching location

Building a geo-referenced database can be a labtansive task involving a steep
technological learning curve. Capturing informatraanually from primary and
secondary sources, integrating digitized mateaiad, making sure that the data
model is logical and conforms to standards canolsély; both in terms of money and

labour. But any historical research project inveleedata-collection moment, and building
a digital database out of it does not add substigintd its costs. Since it allows other

people to use the data and encourages collaboyatigating some form of digital output is

“9 Internet Movie Databaseh&tp://www.imdb.con#; BFI Film & TV Database
<http://www.bfi.org.uk/filmtvinfo/ftvdb®, AFI Catalog of Feature Films
<http://www.afi.com/members/catalogfall accessed 25 February 2012].
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a more efficient use of resourc@sdowever,in order to incorporate the advantages of
GIS into humanities research, it is necessarydmantle some of its positivist
impulses, in particular the need for comprehenssgsrhat underlies quantitative

analysis.

Given the limitations imposed by the types of sesrused in this project,
my use of GIS tools as a data management methoddr&ed as a way of knitting
together disparate pieces of information, usingtion as a connecting element. As
a tool for data analysis, geo-referenced relatidatdbases have supported an
iterative method — a process of experiment ancbdexy, geared towards
exploration rather than confirmation. New fieldslagelations have been established
as the hypotheses are revised, incorporating difterlassification schemes and
producing visualisations that can in turn triggewmuestions. The constant
revision of data schemes is not common practicaast top-down research designs,
and the structure must certainly be fixed dowrpates point before the dataset is
shared, but I think that approaching small-scal® @bjects with some flexibility is

one way to subvert the ominous, bureaucratic uode# of the technology.

The ease with which one can revise and check hgget) and try different
angles by querying and visualizing the data overarer, is one of the main
advantages of a GIS approach. Adhering too strowglypre-determined set of
attributes or data structures would undermineftaigbility and would pre-empt
the kind of discoveries we can make. Thinking @ ¢tim-going process of discovery,

however, also means that we cannot be content wedmave formatted and printed

*0 Michael Ross, Manfred Grauer, and Bernd Freislgtetmoduction’, inDigital Tools in Media
Studies pp. 7-16 (p. 9).
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a map with a neat wind rose in the corner. Shaheglata to allow other
researchers to repeat experiments or test theirywatheses becomes both
possible and desirable. This collaborative dimansi@ates a field where local
studies become much more relevant as part of a aatipe framework, and where
film history can contribute to broader questionsvali as benefit from inter-
disciplinary approaches. While there is a needfpeed data standards in order to
realise this potential, individual research prggewted to retain their distinctiveness

so that they can continue to be built ‘from thettt up’, as Jeff Klenotic putsit.

Working with GIS does not need to be part of a nf@ganiac project, and
small-scale, modest projects can still benefit finoorporating location-based
methods. This is a point also taken up by critggdgraphers like Jeremy Crampton,
who has written about the developing tensions betvieo approaches to the use
of digital mapping. On the one hand, GIS expemstging to secure their position
by entrenching ‘technical disciplinarity’, focusiog the technical aspects of GIS
and controlling entrance to the field through pssfenal certification. On the other
hand, Crampton sees a growing field of criticakcfice alongside the exponential
growth of amateur, collaborative, and open-sourdme mapping? A mapping
practice that does justice to the critical traditaf film studies needs to retain the
open-endedness and ‘indiscipline’ of amateur mappiis is not to say that
working with professional cartographers is not adymea — rather that it should be

done on our own terms and with a focus on proaaber than product.

51 Klenotic, ‘Putting Cinema History on the Map’, 9.

®2 Jeremy W. CramptomJapping: A Critical Introduction to Cartography ar@IS (Chichester:
Blackwell, 2010), p. 5.
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Just as the field of film studies was transformga lgreater interest on
historically specific audiences rather than theoadly identical spectators, the
recent interest in mapping needs to be kept bathrgted and connected. ‘For there
to be multiplicity there must be space’, said Dordassey to Karen Lur? In
order to shed light on the endless multiplicitytiod historical experiences of
moving pictures we need to be able to situate thdmt adding two coordinate
columns to a massive data table does not do ttie Mapping is not a substitute
for analysis and imagination. Furthermore, thetsnoif inference from incomplete
sources for quantitative data, and the role of naeyusdatabases as technologies of
power that have long served reactionary interestsiand a critical and reflective
stance. Geo-databases and digital mapping aresonig amongst many tools.
Their practical application in the chapters thdibfe is an experimental way to

consider whether their rewards outweigh their castsrisks.

3 Massey and Lury, ‘Making Connections’, p. 232.
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Chapter 3

Film trade in Scotland before permanent cinemas

Before the opening of the first permanent cineniftes 4906, public presentation of
moving pictures in the UK did not take place inealidated space, but in a variety
of impermanent locations. The spaces and praaticesry early film exhibition
signalled the inclusion of the new medium into 8® ‘cultural series’, such as the
fairground and the music halBecause it was subject to other institutional
constraints and paradigms, the radical potentiéilraf- residing in its mechanical
reproduction and transportability — was not fulyalised. Crucially for the present
analysis, the fact that film was embedded withimeotpractices means that the
circulation of film prints was latched on to thmérancy patterns of said forms of
entertainment. Understanding how the various fasfrearly exhibition played out
in the Scottish context, and how they related tfedint methods of film supply,
provides a necessary starting point from whichrt@auel the changes of the

regional film trade networks in the following years

! The concept of ‘cultural series’, already mentibite passing in Chapter 1 but taking greater
significance in this section, was introduced inbm fstudies by André Gaudreault, who defines it as
a subsystem or form of signification within a cuétuparadigm. Gaudreault uses this concept to
elaborate on his influential ideas about the funelatal intermediality of early film practices, which
is an essential part of his definition of ‘kineratttography’ as a polar opposite to institutional
cinema. The apparent restriction of intermedialitypre-institutional practice is problematic,
however, as Burrows shows through his study ottminued ‘cross-cultural co-dependence’ of
silent British cinema. Gaudreaufilm and Attraction pp. 63-64. See also Jon Burrolsegitimate
Cinema: Theatre Stars in Silent British Films, 1908.8 Exeter Studies in Film History (Exeter:
University of Exeter Press, 2003), p. 14.
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This chapter will concentrate on the strands offyeathibition described by
the head of Gaumont, A.C. Bromhead, in a 1933 tedhat has become a reference
point for many more recent studfeBecalling the main groups involved in the film
trade before permanent cinemas, Bromhead spokees tategories: the
fairground travelling showmen, the town hall shownand the music hall
exhibitors. Within each of these groups there veggaificant differences, such as
the varying skill levels identified by Deac Rosselfelation to the marketing of
equipment to experienced and novice entreprerieliis. cultural meanings
associated with the spaces of early film shows waresferred, at least to some
extent, to the reception of the new medium, shapirgic expectations and
discourse about it in very different ways. As menéd before, there is a growing
body of research on the fascinating interface betwéctorian visual culture and
early film. The characteristics of the film tradheits first decade, however, have

remained underexplored.

2 A. C. Bromhead, ‘Reminiscences of the British Fiinade’,Proceedings of the British
Kinematograph Societ®1 (1933) . This lecture, cited by Rachael Lovién first volume, contains
several tropes that have been incorporated mdessrcritically in subsequent historiography. A
recent revision of Bromhead'’s categories in thaextrof Edwardian exhibition is in Vanessa
Toulmin, ‘Cuckoo in the Nest: Edwardian Itineranthiibition Practices and the Transition to
Cinema in the United Kingdom from 1901 to 190Bhe Moving Imagé0.1 (2010), 51-79.

% Rossell used the analytical frame developed byb@/Rijker for a social constructivist approach to
the history of technology, to look at the relatioips between equipment manufacturers and public
entertainers as part of the process of definitiom mew medium. Considering the different

projection technologies produced in the early gerRRossell breaks down the category of ‘town hall
showmen’ into experienced and novice practitiondesalso separates the music-hall showmen who
had steady contracts from those who had to trareeiral seeking short-term engagements. He
finally argues that a sector of the equipment mankaes targeted at novice outsiders attracted by the
‘get-rich-quick’ hype. Deac Rossell, ‘A Slipperyhldravelling Exhibitors in Early Cinema’, in
Visual Deligths: Essays on the Popular and Projddteage in the 19th Centyrgd. by Simon

Popple and Vanessa Toulmin (Trowbridge: Flicks Bp@&000), pp. 50-60.
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This chapter will show how film fitted into the paitns of travel and trade
used by fairground, public-hall and music-hall speaple? It will argue that these
patterns of itinerant exhibition were necessarigrected to different forms of film
supply. As so much additional input was requiredritier to make a saleable
product (the show) out of it, the exceptional natof film as commodity was not
yet evident. Therefore, film was traded as a regedanmodity: sold outright, with
all rights transferring to the buyer who could thexploit or re-sell it as he or she
pleased. The co-existence of several forms of éxbmband trade produced a
complex scenario in which the separation of rdhes s distinctive of institutional
cinema did not apply. As Vanessa Toulmin has sholere was a ‘profound
interrelationship’ between producers such as Mitared Kenyon, and all kinds of

exhibitors around Britain:

Initially built on the itineraries of the fairgrodn
bioscopes, this web of contacts spread to incloee t
burgeoning practices of the stand-alone/town hall
showman. Independent film exhibitors such as
Vernon’s grew out of these networks establishing
their own circuits as a result and variety projrist

such as [Thomas] Barrasford had access to Mitchell

* A version of some parts of this chapter has bedighed as: Maria A. Vélez-Serna, ‘Mapping
Film Exhibition in Scotland before Permanent CinseimBost Script30.3 (2011), pp. 25-37.
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and Kenyon’s expertise as a direct result of thaewi

dissemination of their products.

As this quotation suggests, thetworkstructure of the fairground trade was
connected to theircuit structure of film exhibitors working the varietyage, but
also to the independent nodes of stand-alone shidvesspatial patterns evoked in
this description are as distinctive of pre-instdnal exhibition as the showmanship
practices that have attracted more attention. &laively decentralised structure of
the early film trade supported the diversity of ibxtion contexts in which Scottish

audiences first experienced moving pictures.

3.1. Fairground exhibition

Although the importance of fairground exhibitionBnitain between 1897 and 1914
was recognised by Rachael Low, its historical hald often been dismissed as a
dead end before the pioneering work by Vanessaniowt the University of
Sheffield and the National Fairground Archive. 18394 article, Toulmin argued
that ‘the moving picture industry was shaped inritgal years by the traveling
showmen® Following this hypothesis, this section will loakthe pattern of
fairground traveling in Scotland and the sociahtiehships that it fostered, arguing
that these forms of mobility can be understoodaas qf the informal distribution

channels of early film.

® Vanessa Toulmin, “We Take Them and Make Them"ciMill and Kenyon and the Travelling
Exhibition Showmen’, ifThe Lost World of Mitchell & Kenyored. by Vanessa Toulmin, Simon
Popple, and Patrick Russell (London: BFI, 2004),5868 (p. 65).

€ Vanessa Toulmin, ‘Telling the Tale. The Storylu Fairground Bioscope Shows and the
Showmen who Operated therkijm History 6.2 (1994), 219-237 (p. 236).

" For a fascinating and helpful introduction to tenplex social world of Scottish travelling
showpeople, meticulously mapped and observed, sied Miller's ‘dialectograms’ of the
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Fairground entertainers were in a good positiotake up the new attraction
of the cinematograph, due to their previous expegdranslating a range of
Victorian visual technologies from the sphere aéstific curiosity to that of
popular entertainment. The portable theatres useghost shows, a melodramatic
genre with special effects produced with magicdamd, smoke and mirrors, were
soon adapted for film projectidhAround 1905, competition was already fierce, and
it was not uncommon to find six or more bioscopevehat the same fair, using
showland traditions such as ornate fronts, mechhonigans and variety parades to
attract punters. Several of the first Scottish smew to start bioscope shows, such
as George Biddall, Henry Codona, and John Mcindad,had ghost shows and
were skilled in the use of optical technology, &dlas the sensationalist patter,
sound effects, and other melodramatic devicesdistihguished one show from the
other? Even more importantly, most of them came fromgiaiund families and
were well acquainted with the business. Establgshiniable pattern for travelling
was key to success in the fairgrounds; an estaulisbute was a very valuable

achievement that took years to build.

Backcauseway yard in Parkhead, and of the ‘circaitblood ties between showground families.
Although these drawings reflect the current situratthey give an insight into the practical logic
behind travelling arrangements. See Miller, Mit&rawing a Dialectogram: Backcauseway’ (blog
post dated 23 March 2010 atttp://dialectogram.wordpress.comfaccessed 11 September 2010]

8 Ghost shows used technologies based on Peppenst,Gin attraction which had appeared from
1862 at the Royal Polytechnic in London as pa# eéries of optical illusions, but was taken up by
fairground showmen in the last decades of the e@argh century. Jeremy Brooker, ‘The Polytechnic
Ghost',Early Popular Visual Cultur&.2 (2007), pp. 189-206. Also see ‘The Ghost @n th
Fairground’, National Fairground Archive
<http://www.nfa.dept.shef.ac.uk/history/miscellangcarticles/article 15.htrml[accessed 2 July
2012]

% Brief biographical information for many Scottiskirground families is provided by Kevin
Scrivens and Stephen Smitfhe Travelling Cinematograph Sh¢weedale: New Era, 1999).
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Scottish fairground families formed a distinct coomity, although they had
strong links with the North of England and withléned, and they travelled on
broadly stable but flexible routes. The sequendaids that a particular family
would visit each year was in part determined bgitian and contacts, in part by
commercial reasons, and in part by the viabilityrahsport, which was always a
challenge. Up to 1905, most bioscope shows coujoblo&ed into two or three
horse-drawn wagons, but as the fronts grew moraterand they incorporated
mechanical organs and electrical generators, #garme more difficult’ In some
cases, the wagons were adapted to travel on tixayai; although the rates were
high, the secretary of the Showmen and Van-Dweélkessociation reckoned in
1896 that more than four thousand vans travellegklyeon the British railways'
The turn-of-the-century boom of steam-powered ridésvhich more will be said
below, popularised off-track traction engines frdground transport. However,
traction engines still travelled on roads, notways, and were prone to accidents.
Although they could pull heavier loads, the engiwese not much faster than the
horses, so the geographical constraints for towtidgiot disappear. The goal was
still to find an optimal string of fairs, maximigjrthe potential paying audiences

while minimising the costs of transport and thedzy/s.

Many considerations entered into this planning essc By the end of the

nineteenth century, most small rural fairs wergt@wane, due to the extension of

2 Toulmin, ‘Telling the Tale’, p. 226.

1 Showmen and Van-DwellersThe Era 1 February 1896 [consulted 28" Century British
Library Newspapershttp://find.galegroup.com/bncn/> (4 November 2010
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permanent commerce through railways and cattle etstkVery few of these local
fairs seem to have been relevant to the configuradf the late Victorian
entertainment fair circuit. There were, howevenaadful of fairs that thrived as
regional hubs and became crucial fixtures in thengleople’s calendar. These
included the Races at Paisley and Ayr and the farkarkcaldy Links Market, as
well as several Common Ridings in the Borders. indestrial holidays in the main
towns and seaside resorts were increasingly imporidose dates, established
through tradition, were outside the showpeoplerstiab and underpinned a

travelling pattern that could often be inconvenieninefficient.

The basic template was the ‘Scottish Round’ ofgfaiunds , which, as
described tarhe Eraby an anonymous showman, ran from March to Deceffiber
[Figure 1] Starting from their winter quarters, showpeopleldaisit several towns
before arriving at Kirkcaldy, to the North of Edinigh across the Firth of Forth, in
the second week of April. A tour of Fife followeahd then two weeks on ‘private
business’, which meant renting ground privatelydaouple of attractions, or
attending events like temperance fétes and loadra. Towards the end of May
some shows returned to England for the Cumbrias &iCockermouth, Carlisle,
and Maryport, before converging at the Scottishnt@ivHawick, close to the
border, in time for the Common Riding. July was wineost of the main city
holidays took place, so there were fairs at GrelenGtasgow, Dundee, and Stirling,

and then at Aberdeen and Perth in August. Afteuathononth on private grounds,

12 5ir James David Marwick,ist of Markets and Fairs Now and Formerly HeldSnotland
([London]: 1890).

13The Showman World'The Era,25 March 1899 [consulted 28" Century British Library
Newspapers:http://find.galegroup.com/bncn/> (2 September@p1l
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October brought several fixtures in the Lowlandd Agrshire. The season ended
with a string of dates to the west and south os@dav, reaching Irvine or
Kilmarnock in Ayrshire on the first week of Decempafter which the showmen

started preparing for the Christmas and New Yess.ta

) Fairgrunds:
The Scottish Round

7

= ®h Aberdeen

® Stranraldr — A
Shading represents
population density y ¢ &Cockermouth

according to 1901 census g 2
Parish boundaries map from UKBORDER

Ma
calculat.efj for area of y (through EDINA/JISC)
1890 Civil Parishes Census data from the History Data Service
(category breaks (http://hds.essex.ac.uk)
in quintile partitions) MU LI IMiles
M 0510 20 30 40
i

Figure 1: The Scottish fairground round

4 The Christmas carnival at Edinburgh Waverley Mar&entrolled by E.H. Moss, had been
organised since around 1878. By 1902,3hewman’s Year Bodisted Christmas carnivals at
Aberdeen, Dunfermline, Dundee, Edinburgh, ForfaasErburgh, Galashiels, Glasgow, Govan,
Greenock, Kelso, Kilmarnock, Kirkcaldy, Leith, Mettwell, Paisley, Renfrew, and Stirling.
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Around this template, there was ample room foritikdészidual showman’s
judgment, balancing ease of travel with their krexge of places and audiences,
the conditions of the ground lease, and the kinolpgiosition they were likely to
encounter. Many showmen owned several rides angsstsm part of the expertise
consisted in knowing which towns appreciated thitgcklack rather than the ghost
show and vice-versa. Each attraction had its owterand the owners delegated
the management to other family members or employsegstablished route was a
very valuable achievement that took years to bunld.914, when George Green
decided to quit the fairgrounds and concentratpegmanent cinemas and
distribution, he offered all his machinery for sddat his advertisement emphasised

the chance ‘to buy a Route’:

This is the chance of a lifetime, Machines and Show
with Grounds to put them on. For instance, one
Roundabout has a wonderfully good route on Market
Grounds and Fairs. One machine has only two weeks
in the season when it is not on grounds contrdiled
me. One Machine only two weeks’ private business in

the season, etc., €ft.

Due to the high capital investment required to theyequipment, owners of
bioscope shows tended to be relatively wealthy shemwwho often owned
inheritable rights to occupy plots in several feignds and had a number of shows
on the road at any time. A glimpse of the mix afiabcontacts, personal

experience, business methods, and calendar custtatriafluenced travelling

15 Advert, The World's Fair 4 July 1914, p. 7.
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showmen can be found in a small but fascinating@f letters kept at the
Scottish Screen Archive. In these handwritten papated from 1899 to 1906,
Peter Swallow, who managed bioscope shows for @e@rgen, reports on his

progress and suggests business opportunities:

Dear George | hear that Jimmy Wilmot is going to
Girvan, if he is it would put up your show. Old
Lawrence says Jimmy Wilmot is going & has got the
ground. | looked up the books & I find the showitie
best going we had there [...] Jimmy is nearly sure to
go to Maybole the week before Girvan. Girvan is on
the first Monday in April & you can usually opereth
Friday & Saturday before it[. If] you want Maybole
you write to the lessee at the Old Quarry Show

Ground Maybolé?®

This insider’'s knowledge was shared and updatedinvibe business and
family bonds of the traveling community, making sfearly round of fairs a very
flexible network rather than a strict scheduleiozugt. This network was one of the
main structures underlying the circulation of edilly in Scotland, but the
influence of these patterns on later forms of diistion is harder to prove. The very
specific conditions that shaped fairground rouidswdt necessarily transfer to later
practices, which depended on railway transporerathan free-running traction

engines and were organised in a more deliberate M@yever, when fairground

16 Manuscript letter, Peter Swallow to George Grelated at Kilmarnock, 3 March 1905. Glasgow,
Scottish Screen Archive, 5/8/28.



64

exhibitors moved into the permanent cinema busjrihey tended to do so
following their previous experience and contactse §trong connections retained
by the emerging Scottish cinema trade with Yorleshiancashire and Sunderland

exemplify the geographic continuities inheritednfiréairground practice.

As the description from thBhowman'’s Yearboauggests, the Scottish
round in fact included several dates in the NoftBmgland, where most of the
families that travelled these routes originally hiagir winter basé’ The main
touring routes in Scotland must be seen in theestrtf the Northern English
fairground runs, in an area roughly stretching fidanchester to Perth. This might
explain why no mention is made of the several irtgrdrhorse and feeing fairs that
fell to the north of the central belt, such as Ailkair in Aberdeenshire in late July.
While the routes of the grandest shows overlapp#tdseme of the Midlands
circuits, which in turn might include London datesany showpeople did not travel
so far, relying mostly on local circuits not remgeted here. The fairground trade
can then be seen as a nation-wide network at ‘arsgiales, often held together by
family ties, but with internal regional dynamicsi3 spatial ordering provided the
conditions of possibility for the circulation ofrfis in an open-market, direct-sale

scenario.

7 Some branches of these fairground dynasties fhenNbrth of England ended up settling in
Scotland. George ‘President’ Kemp opened cineméawiime and Saltcoats; Preston-born George
Green had settled in the East End of Glasgow b;188d the Biddalls, who wintered at Gateshead,
opened a permanent picture show in Annan in 18 Frances Browfairground Strollers and
Showfolk(Ronda: Taunton, 2001), p. 86.
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3.1.1. Buying film

The first film producers were apparatus manufacsupemarily; films were sold
almost as an accessory to the machine, which, as Ressell points out, was itself
little more than an accessory to the magic lantefimis was particularly true in the
early days before standardisation, when there wmemmpatibilities between
different brands of projectors and films. The mactidirers’ plan was usually to sell
the complete apparatus, comprising the cinematbgragchanism, the illuminant,
accessories and a set of films. Further films chealghurchased later as they were
released, at varying prices according to topicalitgd quality. George Green, for
instance, bought a machine from RW Paul in Lonawruge in the circus building
at the Carnival at the end of 1896George Biddall, after seeing Green’s show
(now a proper fairground bioscope) at the Ayr Ranel897, ordered a machine
from Haydon and Urry, a popular brand with fairgndiexhibitors?® They were

both showing films of the Queen’s Diamond Jubile¢hie summer and autumn of
that year, for quite a few months. The noveltyhaf medium itself, and the frequent
change of audience, meant that the same stock beudth asset for a relatively long
time, and it was therefore sensible for exhibitorswn films. It was, however, a

substantial investment.

In 1897 each ‘view’, of around 50 ft, cost betwd&@n10s and £4; that is,

more than the weekly salary of a variety perforriéis price would have been out

18 Deac Rossell.iving Pictures: The Origins of the Moviéalbany: State University of New York
Press, 1998), p. 8.

9 This anecdote is told in a letter kept at the SsloScreen Archive, and quoted by Vanessa
Toulmin in ‘Telling the Tale’, p. 221.

20 Brown, Fairground Strollers and Showfqlp. 66; Denis Gifford, ‘Frank Harvey Haydon and
George Urry’, inWho's who of Victorian Cinemavailable online at kttp://www.victorian-
cinema.net/haydon.htraccessed 6 September 2010]
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of reach for all but the most prosperous of showniée situation was radically
altered during the Boer war (1899-1902), when & glwnwanted war films, and
bold moves by the Warwick company, led to a dropwa fifty per cent in the
price of new films, as Richard Brown has explaiffeBy then, having a local film
made by Mitchell and Kenyon cost ten pence per it the operator’s fee and
expenses, which worked out at about the 1897 fa#ssthis time, both Walturdaw
and Paul offered the possibility of renting filnmsiead of buying them, but, with

reduced sale prices, fairground exhibitors stiiferred to buy outright.

London was a hub for the global film trade sinc®@@.8_umiere productions
were marketed in the UK by the Fuerst BrothersRimidipp Wolff, and for some
time, the illusionist-turned-exhibitor David Devardvelled every weekend from
London to Paris to bring Mélies filmi& Edison films were sold by Maguire &
Baucus, and Pathé titles could be obtained diréctBaris, at their London offices,
or through agents such as Cecil Wfajdowever, since the fairgrounds represented
such a substantial part of the British film tradehe first ten years, manufacturers
were prepared to make an extra effort to get thesiness. According to a well-

known remark from A. C. Bromhead, companies likei@ant sent ‘a

2! Richard Brown, ‘War on the Home Front: The AngloeB War and the Growth of Rental in
Britain. An Economic Perspective=ilm History 16.1 (2004), 28-36 (p. 35).

22 Timothy Neal, Vanessa Toulmin, and Rebecca Vibktchell and Kenyon: A Successful,
Pioneering, and “Travelled” Partnership of Productjin The Lost World of Mitchell and Kenyon
ed. by Toulmin, Russell, and Popple, pp. 6-11 {p. 6

2% John BarnesThe Rise of the Cinema in Great Britaiml. 2 (London: Bishopsgate Press, 1983),
pp. 120-1.

%4 The importance and dynamism of provincial agem ihriving regional market is highlighted in
Richard Brown, ‘The Kinetoscope in Yorkshire: Expd¢ion and Innovation’, itvisual Delights:
Essays on the Popular and Projected Image in thk C@ntury ed. by Simon Popple and Vanessa
Toulmin (Trowbridge: Flicks Books, 2000), pp. 10551
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representative with a bag full of films which thes/man would be allowed to try

out on the screen before his audierice.’

In some aspects, the early trade in films was sarmylar to that of other
fairground necessities. The fairground businessahadmber of other ancillary
trades, including the design and construction edirst rides and traction engines;
the making of tilts and painted fronts; poster fnigy and the wholesale of small
prizes, gingerbread and coconuts. A look atShewman'’s Year Bod&r 1902
shows that relatively few of the advertisers weaeda in London. The greatest
concentration of fairground-related traders walsaincashire in the North-West of
England (although this may in part reflect the thett The Showmawas published
in Oldham), while heavy machinery came mostly frihve East of England. The
bigger fairs, such as Nottingham Goose Fair, Aycd®aand Kirkcaldy Links
Market, were important junctions for all these &adThe roundabout engineers,
Savage’s, showcased their new models at King's Lgnrimportant charter fair in
the East of England, where the Van Dweller's Assiien also held an annual
meeting?® The Scottish showmen had a charity concert andingeat Paisley near
Glasgow during the racéSlt was at these kinds of congregations when & |pagt

of the film trade, first- and second-hand, was cmbeld.

Films could also be ordered from a catalotfliehe promises of film

suppliers were the same as those of other whotssaiiéairground paraphernalia:

% Bromhead, ‘Reminiscences of the British Film Trage4.

%6 ‘The Showman World'The Era 13 February 1897 [consulted 23" Century British Library
Newspapershttp://find.galegroup.com/bncn/> (4 November 2010

2" Travellers’ meeting and concert at Paisléjfie World's Fair 23 August 1906.

2 For an interesting analysis of the changing rfietfrearly film catalogues, see lan Christie,
‘Comparing Catalogues’, iNetworks of Entertainmened. by Kessler and Verhoeff, pp. 209-217.
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variety and novelty of their stock, immediate aahility, and prompt dispatch via
railway or parcel post. But in reality sales byatague reflected a market where
both the supply and the demand for films were utag and where films were seen
as durable goods that showmen should stdtk.a 1902 advert, Williamson’s
Kinematograph Film Works, from Hove on the southstmf England, not only
offered films that had been released in 1900, beheuggested that films could be
repaired, which shows how valuable they were fdiilgtors that owned them and

worked them for years:

No showman who values his reputation can afford to
be without a copy ofhe Attack on a China Mission
Station This film has been before the public over a

year, and is still a Trump Card [...]

We are always willing to replace damaged parts of

our long subjects at 8d. per fodt.

The same advert, however, urged showmen to seirchttgresses so they
could be notified at once of ‘any new subject kel interest you'. The double
purpose of the advert is a good example of thenbaldetween dependability and
novelty that exhibitors strived for in their purclea and programmes. Audiences
appreciated the repetition of some favourite filing, needed to be attracted by new
items. The promise of instant notifications showstort to deal with the

uncertainty of the market. An essential part ofittstitutionalisation process was to

2 Richard Brown and Barry Anthon# Victorian Film Enterprise: The History of the Bsh
Mutoscope and Biograph Compafirowbridge: Flick Books, 1997), p. 21.

30 Advert, The ShowmarB January 1902, p. 3.
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improve the flow of information through plannede@$e dates announced in the
trade press, allowing exhibitors to plan their exgiture. A step in that direction
was Gaumont’s monthly ‘Elge’ list of films, a rdiie system of catalogue updates

that probably helped make this one of the mostesgfal firms in the trade.

In comparison with the other fairground trades,filne trade was more
centralised. Although there were several produceking films in the provinces,
small firms tended to sell their product to Londmased dealers like Philipp Wolff,
Gaumont, and the Warwick Trading Company. Howether ability to request titles
from a catalogue and have them sent ‘on approleduigh the parcel post meant
that geographical distance was relatively unimptytas long as the exhibitor was
deemed trustworthy. Highly capitalised, establiseekibitors in Scotland had
immediate access to the films published in Londm, indeed often boasted of

being able to exhibit a particular topical film e same day of release.

This sale model made it impossible for producerngréalict sales and invest
accordingly, and for exhibitors to budget for theghase of particularly good films
which could be released at any time. The extersdeend-hand market created by
the direct sale of films became a problem for pomas, as it impaired demand for
their new output! For most exhibitors, however, it had several athges, as the
complete ownership of the films put them in contban important part of the
means of production of the show. As an asset, fimsd be a form of investment,
so showpeople with available capital accumulatedenfioms than they needed,; for

instance, when Joseph Wingate had to sell alldugpenent after a devastating fire

31 Jon Burrows, ‘When Britain tried to join Europ&arly Popular Visual Culture.1 (20086), pp. 1-
19 (p. 7).
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near Stirling, he offered 60,000 ft of filfh The December 1900 and January 1901
issues ofThe Showmahave classified ads from sellers in several p@airtowns

in England, while in Scotland the Border Kinemasgdr Company was selling used
films out of their public-hall exhibition ventureé Hawick. As noted before, Hawick
was a crucial node in the fairground calendar, dpeme of the points of
convergence between the Northern English and Shatbiunds. Thus, the second-
hand film trade exploited potential network conimats and linked fairground and
public hall exhibitors. The next section will argtimrat the increasing regularization
of the fairgrounds reduced the flexibility of thetwork pattern of movement and
trade. The new conditions favoured the growth d¢fdsecapitalized showpeople and

required different forms of film supply.

3.1.2. The transformation of the fairground

Around the turn of the twentieth century, the feagnd business was in the throes
of a substantial transformation, both in its mamaget practices and in its physical
shape. As Vanessa Toulmin points out, ‘the tectgiocéd changes that transformed
the landscape of the Victorian fair also had counseges for the organizational
aspect of the busines¥ Traditionally, the ground where the rides and siaavs
were pitched was controlled directly by local cailgjavho collected a levy.
Showmen scrambled to get into the grounds as setmeg were open in order to
secure a good location. But in the later decadéiseohineteenth century, local

authorities had started transferring responsibditgr the grounds to a single

32 Scrivens and SmitfThe Travelling Cinematograph Shopp. 160-1.

¥ vanessa ToulmirRleasureland§Hastings: National Fairground Archive / The Potilen Box,
2003), p. 62.



71

private lessee, who would then collect rents andrdene pitches for all the
attractions. Since these were assigned in advérmscame more important to have
a pre-arranged plan. The need for pre-determinatisd@rrangements in the
grounds also reflected a change of emphasis braghtt by the development of
steam-powered rides. The swings and roundaboutgdnioom the sidelines to the
centre of the fairground, and, being expensive nm&sh their owners could not risk
getting an unsuitable location or too much oppositvhen they arrived at the
fair.3* But the spatial reordering of the fairgrounds, #relproliferation of private

business and holiday carnivals, also reflect a gaam their social context.

Throughout the nineteenth century, as Trevor Gnéfihas shown, the
leisure aspect of fairs had surpassed their funatigalue as an opportunity for the
hiring of farm hands and the trading of godtikeisure time and disposable income
were on the increase amongst industrial populatioresting new opportunities for
the so-called ‘amusement caterers’, who were ngdpnbliged to stick to the
traditional calendar of fairs. The permanent oriseenmanent carnival sites that
opened around the turn of the century in Glasgdinegarhill and Portobello links

in Edinburgh were devoted exclusively to amuserifefihe expansion of private

34 Toulmin, Pleasurelandspp. 9-10. Johnnie SwalloRRound-a-Bout Scotland.args: 1989), p. 52.

% Trevor Griffiths, ‘Work, Leisure and Time in theriéteenth Century’, il History of Everyday
Life in Scotland, 1800 to 1906d. by Trevor Griffiths and Graeme Morton (Edirddu Edinburgh
University Press, 2010), pp. 170-195 (p. 181). Balkntertainment Industrialisegp. 72-85.

% George Green’s Old Barracks Carnival in Glasgow w@ntiguous to the Vinegarhill fields where
several fairground families had long had their eirquarters. During the summer of 1897, a penny
would grant admission to the grounds including atdoor circus, several bands, and variety
entertainment on the main stage, besides ridesidadhows owned by other showmen who leased
their space from Green at so much per fotie( Glasgow Weekly ProgramiNe. 28, 26 July 1897)
In 1906, the ground had been divided, with a freéetasion top section and a lower gated section.
Lease charges were three shillings per foot ondhground and 7s 6d on the bottom grourite
World’s Fair, 23 June 1906; ‘The Showman Worl@ihe Era 25 March 1899 [consulted 2¢"
Century British Library Newspapershttp://ffind.galegroup.com/bncn/> (2 September®@p1l
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grounds encouraged some showpeople to developememagerial side, without
giving up touring. One of the most important in &@od was John Wilmot, who
was a highly respected figure in the trade and geehahe indoor Christmas
carnival at Edinburgh Waverley market for the miusal magnate, H.E. Moss, as

well as running a series of other faifs.

Bridging the gap between theatrical seasons, time-germanent carnivals
responded to a steadier demand for entertainmeatthat would eventually
marginalise the fairground as an exhibition sitethle shift towards regularisation,
the fairground business model had a limited rodeaoise, as Vanessa Toulmin has
argued, fairground shows ‘did not create the evayyalidience that would be
required’®® In a non-teleological view of the emergence okaim, the importance
of fairground exhibition should not be measuredtdylirect influence on the
institutional model. Instead, as Toulmin suggestthe article cited above, its
importance may reside in the fairground’s connectiith a more popular audience
which was excluded from other sites of entertainiméhis strict class division of
early exhibition is difficult to maintain, in pactilar for non-metropolitan contexts.
However, it becomes a central factor to understhadhift towards regularisation.
As Griffiths argues, new forms of production andpdmgment emphasized clock-
driven regularity at work, but were also connedtet deliberate project of cultural

and political reform’ which sought to transform tinge of time outside working

73ohn Wilmot, part of a large fairground family divked by marriage to another (he married
Martha Mcindoe), had several steam-powered rourgtapband was said to have pioneered the use
of electricity for mechanical rides. He died in 198wallow,Round-a-bout Scotlang. 54;

McNeill, Carol.Kirkcaldy Links Marke(Fife: Fife Council, Community Services, 2004){ .

38 vanessa Toulmin, “"Within the Reach of All": Trdlileg Cinematograph Shows in British
Fairgrounds 1896-1914’, ikINtop Schriften 10. Travelling Cinema in Eurgeel. by Martin
Loiperdinger, pp. 18-33 (p. 31).
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hours toc®® The punters at the fairground, likely to take g d work in the

middle of the week for a local holiday, did natifitthis picture. The rebalancing of
cinema towards permanent venues and steady forsigppfy was thus an
overdetermined process, which dovetailed with beoadcial preoccupations such
as the notion of ‘rational’ entertainment and tise 1of the temperance movement.
This was expressed most clearly in the other meamg of early exhibition which |

will consider, namely public hall shows.

3.2. Public hall shows

When | travelled with Mr William Walker’s

Company, the country towns did not have the
convenient and commodious halls they boast now-a-
days, and many a time and oft we had to fit uma te
(begged, borrowed, or stolen!) or commandeer a barn
in which to give our “show”. Even on occasions we
improvised a stage in a fish shed, in which the
fishermen and women would stand for two hours and

more without a murmuf®

As the celebrated fiddle player James Scott Skirewlled, speaking about
the late nineteenth century before moving pictutieey,e was a history of winter
entertainments taking place in any enclosed spbsefiicient capacity. During the

second half of that century many Scottish town# Ibew halls with the specific

%9 Griffiths, ‘Work, Leisure and Time in the NinetgbrCentury’, inA History of Everyday Life in
Scotland, 1800 to 190@riffiths and Morton, pp. 170-195 (171).

0 James Scott Skinnevly Life and Adventure@Aberdeen: City of Aberdeen, Arts and Recreation
Division in association with Wallace Music, 1994),53.
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purpose of serving as meeting places. The origthede buildings varied; some
were private investments, some belonged to theslariBurgh council, and others
were erected by a temperance or friendly societh s1s the Good Templars, as a
source of income as well as a meeting place. al areas, the halls were governed
by committee instead of managed by a single erdgrequr or lessee. This collective
control is an important difference between pubitihand music halls, making the
former closer to the kind of small-town Americareog houses described by Robert
Allen, rather than to more commercial venues susctha Melodeon Hall in
Lexington, Kentucky, described by Greg Waflehe Scottish examples I will

refer to show that, while these halls aimed toustasnable and to yield some profit,
the committees tended to foster a strong commusgityice ethos. The types of
activities that took place in them depended toembextent on the criteria of the
governing board; some were wary of purely recreati@events such as dances,
whereas others were more liberal or profit-orienttien travelling film exhibitors
approached the managers of these venues in ordegdaise a show, they had to

negotiate such local attitudes and expectations.

The minute books and plans of many of these hafiskept in local and
regional archives all over Scotland. One exampleserve to illustrate the context
in which the first traveling cinema shows were reeé in smaller towns. The
accounts of the Uphall Public Hall are kept at\tiest Lothian Archives, on the
outskirts of Livingston, halfway between Glasgovd &dinburgh. The village of

Uphall was not very far from this location, anevis at the heart of the shale

“1 Allen, ‘Relocating American Film History’, pp. 689. Gregory A. Waller, ‘Introducing the
"Marvellous Invention” to the Provinces: Film Exhibn in Lexington, Kentucky, 1896-1897ilm
History 3.3 (1989), pp. 223-234.
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mining district which supplied the paraffin oil instry. Following the establishment
of Young's paraffin works, the population tripladthe twenty years to 1891,
reaching 9222 This industrial workforce was, as so often, thrgeafor a series of
organizations, most of them aligned with a selfiaying ethos (although there was
also a football club). The hall, a stone buildiradinlg from 1875, had been built
primarily to house the Sunday school, but it wasdu®r all other social functions,
from weddings to political meetings. In 1902, theNimen’s Union had monthly
meetings; the Rechabites and the Shepherds ha@tange concerts; there were

bazaars, flower shows, and weekly dances duringuhemer.

This diversity of uses, together with the goverreabg committee, helped to
protect public halls from moral suspicion, and lreareated a reception context for
cinema that was arguably far removed from metrégolconcerns over the
immorality of popular entertainment. The constduatof the Dunrossness
Temperance Hall in Shetland, for instance, stiualdhat ‘in no case shall the Hall
be available for purposes of a disreputable nahaeshall the Hall be available for
propagating sectarianism’; this gave grounds feirttejection of a Salvation Army
meeting in 1908 For a showman, falling out of favour with the hedimmittees
could mean being shut out of the public hall ciraliogether, as well as losing
private contracts. Although the character of thegpgammes varied greatly, and
objections were sometimes raised, in general thegmce exercised by Scottish

exhibitors in their choice of subject allowed theimematograph shows to reach

*2 Francis H. Groome, ‘UphallQrdnance Gazetteer of Scotland: A survey of Seattisography,
statistical, biographical and historica(Edinburgh: Mackenzie, 1896) . Facsimile copy at
<http://www.gazetteerofscotland.org.uatcessed 17 September 2010]

3 The Story of the Dunrossness Central Public H&ID5:1960(Dunrossness: Committee of the
Dunrossness Central Public Hall, 2002), pp. 14, 19.
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conservative rural areas without the controversy sarrounded cinema in some
urban contexts. By staking so much on their repartat exhibitors in this guise

served as mediators, assuaging potential anxigiest the new medium, as Joe
Kember has argue€d.The spaces where their shows took place playéhgortant

part in legitimising moving picture entertainment.

Paul Maloney has argued that the popular concegenized by religious,
improving, and municipal societies in Glasgow’slfidroadened the audience for
variety entertainment in the city by setting itamsecure, publicly regulated
environment’ with ‘the unmistakable imprimatur espectability* This
contrasted with the more disreputable associagenked by music halls. The
village hall was an inclusive space, at least syioalty, since tickets were not
cheap (usually starting from six pence - aroundidalay’s wages for a rural
labourer). The permanence of these stark stoneifgs contributed to the sense of
seamless continuity from legitimised pre-cinematactices, through travelling

film shows, to the transformation of the hall irt@icture palace.

In contrast to the decentralised interactions nadsible by the fairground
network, Scottish public hall showmen worked outegfional centres, and they
seem to have had relatively little contact withlreather. While the fairground
round operated as a flexible network, with persaoatacts acting on top of
traditional constraints, itinerant exhibition irrdéd venues showed a more sparse,

disconnected operation on smaller scales. Publieklibition worked within three

4 Joe KembernVarketing ModernityExeter: University of Exeter Press, 2009), pp834
“5 Maloney,Scotland and the Music Halpp. 7, 192.



77

patterns of travelling with corresponding businesslels, which could however be

implemented at different times by the same comp&hgse were:

a. The lantern lecturer modeSingle engagements — either at
showman'’s financial risk or for a set fee. Operatwachines
and films went back to company headquarters imnelglial he
show could be a complete programme including musicis, a
stand-alone film programme, or an addition to hduitside the

showman’s control.

b. The concert party modeA company was assembled
temporarily to tour in a region for a few monthsthwlive
performers and films. The owner of the cinema eaeipt
could be the manager of the company, or the cinegnaph

could have been hired as a variety turn.

c. Longer runs in large urban hallsired by the exhibitor. This
was typical of larger, nation-wide organizationdoting what
Richard Brown has called the ‘hunter-gatherer’ niedgtaying

in one place for as long as it was profitaffle.

Based on existing cultural series, these pattefritgierancy were able to
adjust to an irregular film supply by exploitingcéatitle intensively. The first two
types of show did this by visiting many differeaqes, and the latter by using
large auditoria and a broad, cross-class appeakeltiverging strategies imposed

their own demands on emerging distribution prastidde tensions between urban

“® Richard Brown, ‘New Century Pictures: RegionaldEptse in Early British Film Exhibition’, in
The Lost World of Michell and Kenyoed. by Toulmin, Russell, and Popple, pp. 69-§2 {0-71).
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and peripheral locations, and between cinema asvenyday form of commercial
leisure or as a distinct event, played out as lessidecisions in the years leading

up to the widespread establishment of permaneets in Scotland.

3.2.1. Lantern lecturing

Shows based on the combination of projected imagddive elocution had a very
long history, but by the late nineteenth centumesal institutionalised practices
had evolved around those two basic elements. Theeg thighly diversified in
content and showmanship, but also in their econampération. There was a large
non-commercial sector connected with the Temperammement and self-
improvement societi€$. The magic lantern also appealed to wealthy amsteur

magicians, and journalists, amongst other grdtips.

I will focus on the commercial sector, and in parkar on two types of
exhibition in public halls: on-demand presentatiand stand-alone shows
organised by the cinematograph owner. On-demandrtashows were often
offered by opticians, photographers, and appadgaters such as J. Lizars or
Fraser and Elrick, who did not depend on a regeleenue stream from exhibition.
They advertised their lantern services in the neywsps and directories, alongside

their other trades, and waited to be hired by sewahge of clients, from wealthy

47 Elspeth King Scotland Sober and Fré6lasgow: Glasgow Museums and Art Galleries, 19@p)
28-29. See also Alan Burton, “"To Gain the Wholenf@and Lose our Soul": Visual Spectacle and
the Politics of Working-Class Consumption beford4'9in Visual Delightsed. by Popple and
Toulmin, pp. 25-37.

“8 Deac Rossell, ‘Double Think: The Cinema and Magintern Culture’, irCelebrating 1895: the
Centenary of Cinemad. by John Fullerton (Sydney: John Libbey, 1968) 27-36 (p. 29).
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individuals to Sunday schools and friendly socitierhey charged a flat rate and
did not intervene in hiring the venue or engagingpdementary entertainments.
These were therefore low-risk ventures with irregichedules. The same firms
often offered lanterns and slides for hire at seimper night; their whole operation
was based in the notion of a one-off event. Lomggagements and repeat visits
were not altogether uncommon, but it is still thsesthat the equipment was not
installed permanently. Lanternists travelled topleee of their engagement and

back immediately, their expenses often paid byhirers.

Perhaps the most celebrated of early Scottish gglsbwas a bookseller-
turned-lanternist from Aberdeen, William Walker. By time he acquired a
Wrench cinematograph projector, in September 188&laimed to have ten
thousand lantern slides which he offered on hingrédessionals and amateurs at
sixpenceper dozen per night. He also had several skillatetaists who could
provide a complete show on request, for privatéigmrparish concerts, and school
events? The tone and appeal of these lantern shows is iciéds 1893 advertising

copy, addressing

[m]anagers of mutual improvement societies, of
charitable and benevolent institutions, of soirees,

school treats, or the like, who wish to provide an

“9 The 1900 Post Office directory for Glasgow lisseen magic lantern specialists, of which at
least three (W. W. Scott, W. A. C. Smith and Jdhotter) could also provide cinematograph
entertainments. Edinburgh-based cinematograph tmpsrannouncing before 1905 included Craig
Lumsden, Fraser and Elrick, James Buncle, Macgrdgoderson and T. J. West (of whom more
below). Glasgow, Mitchell Library, Glasgow City Arnves.

** ThomsonSilver Screen in the Silver City. 7.
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evening entertainment at once cheap, interestidg an

instructive or amusing}

This mix of entertainment and instruction, alrepdgsent in lantern shows,
was crucial to ensure the acceptance of movingig@stin the controlled spaces of
rural public halls. While the films themselves ntithe the same being shown in the
fairgrounds, the reception context created arohathtwas completely different,
and it may explain why moving pictures did not emtter too much opposition
even in rather conservative Scottish communitiealké&f’'s shows usually included
his own local films, privileging the attractions m@fcognition over those of shock
and novelty. Furthermore, these events were présider by some respected local
gentleman, often the minister but also sometimesttool headmaster, bank
manager or postmaster, and included local amatfwmqmers. This example from
New Pitsligo, a town of under 2,000 people, is espntative of the mix of local
talent, lantern views, lecturing, phonograph, laad national films that comprised

these showgFigure 2]

°1 ‘Messrs Walker & Company’s Christmas displayherdeen Weekly Journdl4 December 1893
[consulted afl9" Century British Library Newspapersttp://find.galegroup.com/bncn/> (19
August 2010)]
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I raser, ANG BN, .
- Ty OiNBuaTuoEier' Avp' ‘PHONOERAFE. LS
Mesars, Walker-& Co,; Bridge Street, Aherdeen, .
gave two exhibitions of the cinemajograph.snd |
phonogtaph on Wedneaday afteirioon ahd evening’
n she Public Hall, under the auspices of the Publhio
Library Oommittee. Dr Traill presided, snd
spoke of the benefits dorived from the librasy,
and henoe the reason of getting up this entertain- |
ment for providing funds for new books, 'The
hall was. crowded. The einematograph exhibi-
tion wae groatly enjoyed, especially the views
of the Diamond Jubilee celebration and Lord
Provost Mearns's garden party. Mr Beveridge,
a4 lecturer, gave a very Interesting desoription '
of Nanoen's ‘“Farthest North,” which was illus.
trated by some splendid photographs and charts, !
The phonograph, being new to thiy quarier, was-
greatly appreciated. this remarkable instrument
repeating the shairman's opening remarke. Songs '
| were ocontributed by Miss Blake and Mr Brown; |
while Miss I Sinclair (pianoforte) and dJ. B, |
Binelair (violin) played appropriate seleclzons dur- |
ing the evening. - e

o S

Figure 2: Review of Walker & Co’s exhibition in NewPitsligo

Source: Aberdeen Weekly Journ&2 December 1897

19" Century British Library Newspaperhttp:/find.galegroup.com/bnen/> [accessed 19usig
2010]

Working, as in the above show, ‘under the auspatdise Public Library
Committee’, William Walker’s career as a booksellers not wholly unconnected
to his involvement with moving pictures. In faa/l;ng books and giving lantern
entertainments were economic activities that céesdl into each other. As the
advertisement that ran on tAberdeen Journahows, there was a market for
wholesome but popular shows that could be usedise funds. One of the more
common civic drives of the time was the endowmériitez libraries, which were
being built with money gifted by Andrew Carnegiee tScots-born millionaire
founder of the Carnegie Steel Company in Pittshu@strnegie insisted that his

libraries should be places for improvement, noegatnment; in places like
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Dunrossness, the implicit tension between the twdets led to protracted
discussions over the distribution and partitionifighe floor are&? If the project

for a town’s library met Carnegie’s strict standarde would send the money to
start building, but the committee had to finanagrtbwn book acquisitions. As a
bookseller, then, Walker was in for a double gaivewhe offered fund-raising
shows. Its educational overtones meant that librargmittees might look to
‘Walker & Company’s Unique Cinematograph Exhibitias an appropriate means
to raise funds, which could then be invested inksodoought from Walker, of
course[Figure 3] Walker and Co.’s reputation was cemented by itgaRapproval,
as in 1898 they had been called to Balmoral togutdjims of the Braemar
gathering for Queen Victoria, having provided lantentertainments to the
monarchical visitors in previous yeardn this market, such a seal of respectability

was an important asset.

2 The Story of the Dunrossness Central Public H&ID5:1960 p. 7; see also Leslie Nobbs,
Corstorphine Public Hall Movement, 188€Edinburgh: Leslie Nobbs, 2002), pp. 8-9.

%3 In the holiday season Walker & Co were frequenéljed to give private shows at country estates
for the workers and tenants, within a traditiorpafernalistic benevolence from the landowners. For
instance, at Durris House, between Aberdeen andtgay, Walker's Cinematograph was part of a
programme of entertainments lasting ten hours, vaiso included singing, sketches, a lottery, gifts
for the children and dancing for the adults. ‘Gdédg at Durris HouseAberdeen Journal23
December 1896 [consulted H" Century British Library Newspapers
<http://find.galegroup.com/bncn/> (29 June 2012)]
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FREE LIBRARIES.

HOW TO RAISE AND AUGMENT THEM,

COMMITTEES AND MANAGERS WILL FIND
WALEKER & COMPANY'S UNIQUE
CINEMATOGRAPH EXHI-ITION

The beat Money-Ruising Entertainment in existenco.

Royal Pictures, Aberdeen snd Looal Scenes. London and

Absrdesu Diamoud Jubiles Celebrations, Greco.-Tuikish

War, London Fire Brigade, Gordon Highlanders, Fools
ball JMateh, e, de,

NEW ELRCTRO.DRAMA LECTURETTES — “WITH
NAMNSEN IN PCLAR SHAS."

This 5 & unique Lecturette, and containg many
specinlly painted pictures. ‘Ihe {nterast {n thik faecinate
fng subject is intensifled biv recent events ; alsc,

THE RECORD REIGK O HER MAJESTY QUEER VIOTORIL.

Iibrary Books for prlva;e_:\;d ublic, at lowest prices
—many &t bhelf-price, Second-Hand Books in great
abundance. Boxes of Books aent on approbation. -

WALKER ¢ COMPANY

BOOKSELLERS AND TANTERN OPTICIANS
(Under Eoyal Patronage),

18 BRIDGE STREET, ABRRUEREN.

Figure 3: Advert for Walker & Co’s cinematograph exhibition service

Source: Aberdeen Weekly Journ@3 September 1897
19" Century British Library Newspaperttp://find.galegroup.com/bncn/>
[accessed 19 August 2010]

In this kind of low-risk arrangement, the exhibithd not need to arrange
hall bookings or bill-posting, and would not sustany losses if the event turned
out to be a failure; however, he was not paid ntlea@ the flat rate either if it was
successful. Walker & Co combined these on-requgstaances with their own
shows, for which they engaged musicians and eloaistis. These shows were run
as single engagements in small towns, but incrghsas longer stays in Aberdeen,
Dundee and other larger settlements, sliding iméothird mode of itinerant
exhibition. The relatively low rents charged byvynzial public halls and the

network of contacts established within previoudésasuch as Walker's book
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business allowed the cinematograph to reach ewpnisagly small villages and

remote locations.

3.2.2. Concert parties

A more risky venture, but one also firmly set witlgixisting patterns, saw the
integration of the cinematograph into touring cahparties. Concert parties had
long been an important part in the life of ruraheounities. A typical show
included vocal and instrumental music, artisticalag, and one or two humorists.
In addition, before cinematography, lantern slidese used at the start of the
show?* Consistent with magic lantern practice as disalifyeDeac Rossell,
moving pictures were easily added to the concemdd. The importance of the
cinematograph within the show surpassed that eétarslides, and thus owners of
film equipment like Walker and his main competit@gbert Calder, started
organising their own tourS. Other managers of concert parties who were nut fil
exhibitors themselves had to hire a machine andatpeat a flat rate through the
usual channels to find entertainers, i.e. clas#igs or variety agents. Tours lasted
from three to thirteen weeks approximately, andvitreues tended to be small rural

halls such as the Uphall site mentioned above.

One company that planned to visit Uphall was Ale@earMathieson’s in
1903, as part of a three-week tour of Linlithgowsland Lanarkshire. This is the
best documented example of this type of arrangeme®totland, due to a Court of

Session case brought by Mathieson against J. Fe@a] a variety agent in

** ‘It was the custom to open the show with a shimtiopial entertainment, consisting of a few ‘still
lantern slides, generally of an educative chara8iénner,My Life and Adventurepp. 53-54.

%5 Calder toured in Aberdeenshire, but also as fetcaéis Kirkwall, Lerwick, Scalloway and
Stromness. Skinnely Life and Adventureg. 58.
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Glasgow who had provided a cinematograph appataasiid not work? The
correspondence submitted for the legal process;hwims already been studied by
Paul Maloney and Trevor Griffiths, shows the lomgl @omplex preparation
involved, with Mathieson contacting hall managenstérms and dates, and then
local printers and billposters in each toWmBefore the start of the tour a
considerable sum had already been paid out fontadegposit and advertising —
almost sixty-four pounds, according to the damaggsested in Court. Mathieson
had also engaged an award-winning dancer, Jeammdrii as well as a contralto
singer, a highland dancer and a humourist, whoggsvand travel expenses needed

to be paid.

The risk that the manager of a concert party iremiwas thus considerable.
For ambitious exhibitors, however, these tours veegeod opportunity to identify
receptive audiences and make contact with the nemsag the halls. With time,
longer-term relationships could be built, such &gmvconcert parties were
stationed at seaside resorts for the sedsBnt with their limited stock of films,
touring companies depended on a constant charmedggnce. Their business
model was built on the assumption that people dicgo to a film show on a
regular basis. Presented mainly to a rural audidmetehad few other opportunities
to see films, the programme did not need to belatedp up-to-date. Concert

parties operated mostly outside the fairground@gaand did not face the same

%8 Alexander Mathieson, letter books, productioniiogess against JF Calverto. Edinburgh, National
Archives of Scotland, CS96/1482.

" Maloney,Scotland and the Music Halpp. 107-8, GriffithsThe Cinema and Cinemagoing in
Scotland Chapter 2.

®8 Frank BruceScottish Showbusiness: Music Hall, Variety and Bamime(Edinburgh: NMS
Publishing Ltd, 2000), pp. 51-59.
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competitive pressuréd Therefore, they constituted a way to extract ewene
revenue from films that had been exhibited to uradiences, and thus enabled
exhibitors to slowly build up their stock througatalogue sales, second-hand

dealers or local production.

The availability of appropriate venues, the perigmneof the railway
network, and the discourses of respectability inderfrom previous cultural forms,
created the conditions for the success of touiingghows within a particular
centre-periphery dynamic in Scotland. They contgtituparallel history that ran
alongside fairground exhibition, but that addregfedaudience differently, with a
discourse that was closer to that of rational i@&twa than to the carnivalesque
aesthetic, and that was key to the acceptanceeaohtidern medium in small-town
contexts. As Asa Jernudd has written about the &hexse, film screenings in
church halls, temperance lodges and clubs crehgedpaces of a provincial
modernity’ that embraced cooperation between coroi@ezntertainment and the
civic society® Like the fairgrounds, however, the itinerancytwge shows,
dictated by the need to amortise the expendituri@ros by finding new publics,
made them inadequate for the task of building alezgnass audience. Just as the
establishment of permanent carnival sites refleatellange in the patterns of the
fairground trade to cater for expanding urban pafpoihs, there was also an
increasingly static strand in public hall showsriDg the first few years of the
twentieth century, a different exhibition practemerged in the cities: twice-nightly

shows, around two hours long and featuring moviotupes as the main attraction,

%9 Brown and AnthonyA Victorian Film Enterprisep. 21.

60 Asa Jernudd, ‘Spaces of Early Film Exhibition ineslen 1897-1911’, i€inema, Audiences and
Modernity, ed. by Biltereyst, Maltby, and Meers, pp. 19-8.(30,25).
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in large, well-appointed public halls with relatiydigh entrance prices, and
staying put for weeks or even months. Althoughekleibitors taking on these
longer leases were the same people who touredrtak towns, their slowed-down
itinerancy brought a whole new set of conditiond ahallenges that can be seen to

co-evolve with new forms of film supply and prodoat

3.2.3. Stand-alone exhibition in urban halls

The role of public hall exhibitors in the yearsde® up to the emergence of the
cinema as a specialised space, as well as anutiwsiitis only starting to receive the
attention it seems to merit. As Jon Burrows argtesgnising the influence of
Edwardian public hall exhibition demands a subs&hntvision of established
narratives in early cinema history, in terms of tineng and characteristics of the
‘second birth’ of cinema, but also of the relatioips between provincial and
metropolitan practice®.In part because of its aspirational middle-clagseal,
founded on discourses of uplift and instructiorhlguhall shows have been seen as

a dead end. Richard Brown has described them as

an advanced form of early cinema which was
incapable of further development, and whose basic
economies were antipathic to later investors and
unsuitable for incorporation into the pattern o th
‘industrialisation’ of film exhibition considerecsa

marketing procesg.

51 Jon Burrows, ‘West is Best!; or, what we can leaom Bournemouth’Early Popular Visual
Culture 8.4 (2010), 351-362 (pp. 351-2).

%2 Brown, ‘New Century Pictures’, p. 69.
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While public hall exhibition was not entirely contjide with the notion of
cinema as mass commercial entertainment, it repteden opposing vector that
was equally important in shaping the emerging tustins. Instead of the gaudy
fronts and exuberant merriment of the fairgrouhe, gites where longer-term,
stand-alone public hall shows flourished were emibliic spaces of civic
improvement. In Glasgow, for instance, the St AmdseHall, which hosted the first
film seasons by Pringle’s and the New Century @as an impressive building
towards the West End of the city centre, with asileal facade and room for 4,500
people®® Built privately, it had been bought by the GlasgBuarporation in 1890,
and had become the cornerstone of the municipattamment calendar after the
establishment of the Saturday evening concerts;iwigatured prestigious
musicians and artists while keeping the very loiggs of one and three pence for
admissiorf? In the same way in which small-town public halhibitors obtained
legitimacy by occupying community-controlled, miflinctional spaces, the stand-
alone urban shows associated themselves with thesraf temperance and civic
culture that the buildings represented. The bestsobf public hall shows embodied
an ideal of distinction that predated the suppagadrification of cinema (see
Chapter 7, section 4) by at least a decade, anavimcoded as social
respectability rather than affluence. Such symbmdisociations were maintained
through practices of programming and showmanslapftinctioned as a

counterpoint to the more overt commercialism okotparts of the industry, with

83 1St Andrew’s Halls at Charing Cross, ¢ 1920he Glasgow Story
http://www.theglasgowstory.com/image.php?inum=TG8Z8D[accessed 4 July 2012)

% The story of the acquisition of the Hall by therfaration, and of the origins of the Saturday
evening concerts, has been written about by thedation’s halls curator at the time: Walter Freer,
My Life and Memorie§Glasgow: Civic Press Limited, 1929), p. 89.
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various consequences. Burrows suggests, for instdmat the resistance to ‘cheap’
shows and the prevalence of feature-led programmuagtices by stand-alone

public hall exhibitors can be seen to prefigurelesige renting in the 19105.

Interestingly, the case study from which Burrowaves these conclusions, T.
J. West's show in Bournemouth, has its roots noftime border. During the last
two decades of the nineteenth century, Thomas Jdvess had been a lantern
lecturer touring in Scotlan®.In the winter holiday season of 1897-8 he was
engaged by the Edinburgh-based Modern Marvel Cosnpara lecturer for their
shows, which included moving pictur¥sBurrows follows West's trajectory from
the autumn season of 1902, when he first ran ai@ak-long show at the YMCA
hall in Bournemouth. This show became a very pyasis feature in the relatively
wealthy town, and West went on to establish hugabicessful ventures in
Australia and New Zealand. The whole enterprisgjdwer, had started with
Modern Marvel’s holiday show at the Queen Stredt iH&Edinburgh’s New Town.
After the Hogmanay season, West advertised hidedoitity for private
cinematograph entertainments. The holiday shovestégr longer each year, and
in early 1900, after more than five weeks at the€uStreet Hall, West had to find
other local venues in order to exploit his newyvyeopular Boer war films. After a
few more weeks at the Freemasons’ Hall, West pteddris show as a variety turn

at the Pavilion theat/® When he returned to Queen Street at the end ofethe

% Burrows, ‘West is Best!’, p. 359.

8 yWest's Pictures: Look on this Picture, and on fTlea, how | Lost my WhiskersThe Bioscope
12 December 1912, pp.815-7.

7 Burrows, ‘West is Best!’, p. 353.

68 ‘Amusements’The Scotsmar24 April 1900, p.5. AProQuest Historical Newspapers
<http://search.proquest.com/hnpscotsman> [accedssétarch 2012]
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his show was no longer unique: Walker and Co. laddht their ‘cinematograph
and electro drama’ to a venue just around the camné&eorge Street, and the

Operetta House had A. D. Thomas’s show.

At least as far as can be inferred from their atisiag, the differences
between the shows were not substantial, with athef showing films from the
war in South Africa accompanied by musical and gaitne numberé® How then
did West regain the upper hand? Queen Victoriaiefal came conveniently just
towards the end of the season, which he then eatktidtough February while his
competitors had closed. This flexibility with leadates, made possible by the
extensive provision of suitable venues in Scotiistns, was a great asset for
independent public hall exhibitors. At some poilit&st ran a parallel show in
other parts of the city, showing the same filmsug;la multiple-venue strategy
started to emerge, with the films circulating whte show stayed put. By 1902,
this was already the case for some larger Engbsipanies, such as New Century
and Pringle’s, which ran several shows simultankoucluding one in either
Glasgow or Edinburgh. Indeed, West would go onotatiol exhibition venues in
different continents; however, the 1902 seasostilates a rather more humble
approach. Just like other locally-based exhibisursh as Walker in Aberdeen and
Peter Feathers in Dundee, T.J. West took the Mokamrel show on a two-month
tour of central and south-east Scotland. The ok tn towns of very different

sizes, staying for two or three nights in the lamgees such as Falkirk and

% Classified adsThe ScotsmarB1 December 1900, p.1. RroQuest Historical Newspapers
<http://search.proquest.com/hnpscotsman> [accesdaly 2012]
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Dalkeith/° If the populations of the sixteen towns visitecta@rding to the 1901
census, are added up and divided over the numisdrosis, the average potential
audience for each night was around 5000 peopleiehwias roughly the minimum
town size for the establishment of fixed-site ciasna few years latét.All the
locations visited were served by the railways,@ltih several were on small
branches that have since disappeared. Howeveoydee in which they were
visited did not follow a sequential route, suggestihat West might go back to

Edinburgh between showigure 4]

The success ultimately achieved by T. J. West th@dimilar strategies
attempted by other showmen, show that some forair@dlation was indispensable
for public hall exhibitors. Fixed exhibition sitdemanded more frequent changes
of programme, and given the cost of buying filmsright this could only pay if the
films could be circulated. The way in which thissaschieved showed significant
differences between two types of company — theslangtional firms that could
afford to run several shows at the same time, b@dmaller regional companies
that were better at touring. An interesting relasioip was thus established between
the prestigious shows in large urban venues, aatbilring parties that visited
market towns and villages. By providing a seconaanyet for the stock that
exhibitors had to buy outright, small-town exhibitiallowed urban shows to have

more frequent programme changes, and thus tobstdaling a regular audience for

"® programme for show at Town Hall, Falkirk, 5-8 Ar902, Falkirk, Falkirk Council Archives, ref.
A510.030.

n Although the Bournemouth show was establishechbyend of 1902, the Modern Marvel
continued to appear in Edinburgh during the holiglayder the management of experienced
Scottish exhibitors, Thomas Haddow and Mackenzieddeson. ‘West's Pictures: Look on this
picture, and on that: or, how | lost my whiskefe Bioscopgl2 December 1912, pp.815-7.
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moving pictures. (A similar co-dependence will lilserved in the renting market

as described in the following chapters.)
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Figure 4: Locations visited during the Spring 1902our of the Modern Marvel Company.

Note: Numbers next to the dots represent the sequenehiah the tour proceeded.

Source: The ScotsmaAt ProQuest Historical Newspapers
<http://search.proquest.com/hnpscotsman> [accesbéaich 2012]

Background map: John G. Bartholomew (edRailway and Route map with Countidhe
Edinburgh Geographical Institute, 1912. © Nationi&kary of Scotland.

This pattern of gradual re-investment in filmsva&dent in the published
reviews of Walker’s shows, which show little chartlyging each season but a
substantial recasting twice a year, around lotralsfimade by Walker and his
cameraman, Paul Robello. Factual films still caot#id the bulk of the programme

for Walker’'s 1904 Holiday Carnival, held at the NuBlall in Aberdeen, according
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to a printed brochure kept at the Scottish Scremhife? The programme
included prestigious variety acts, such as Matm&ssdancer, Jeannie Hendry, as
support for a long session of films by Gaumont, Welk, Paul, and Mélies, as well
as Walker’s own productions of royal and militasents. The brochure also
promises that ‘any new pictures of interest whicyrbe published during the
Carnival’ would be added, while a selection of thesll be shown during each
performance. The variation of the programme using»xaof new and older stock
suggests an attempt to encourage repeated attendeaniée operating with an
irregular and costly film supply. At about two heustand-alone programmes in
turn-of-the-century public halls were much londaart the usual twenty-to-thirty-
minute shows in fairground booths or bioscope timnsriety entertainment.

Putting together a programme this long was, thegefmuch more expensive.

One of the ways in which public hall exhibitors twtreshen up their
programmes was through the production or commigsjoof local films.
Lanternists, opticians and scientific instrumenkarg, like Walker and Peter
Feathers of Dundee, had the necessary technidlal tskmake their own records of
local events. This gave them a competitive edge naade them less dependent on
London-based manufacturers and agents, althougtoften had to send the
negatives away for processing and printing. Sinceramercial production sector
did not develop in Scotland during these yearslltapicals are a particularly

important part of the national early film colleai® This has been recognised by

2 ‘programme of Walker & Company’s Royal Cinematqiradoliday Carnival in the Music Hall,
Aberdeen, 30 Dec 1904-7 Jan 1905, Glasgow, Scottish Screen Archive Rob@bllection,
SSA5/2/7.
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archivists and researchers at the Scottish Scregmnv&, where around 400

examples of this genre are preser{ed.

Some of these are part of the Mitchell and Kenyaliection, a group of
about 800 films produced by the Blackburn firm, thosn commission for
travelling exhibitors around Britaiff. The issues raised by this corpus, discovered
and made accessible during the past decade, asfamaing our understanding of
early cinema practice, both in terms of productod of exhibition and
showmanship. The remarkable work done on the Miteimel Kenyon collection by
researchers at the National Fairground ArchivethadJniversity of Sheffield
shows that stand-alone public hall exhibitors wesponsible for the
commissioning of most of the films in the collectjavith a peak of activity in 1901
and 1902. Fairground exhibitors constitute the sddargest group, but their
activity peaked in 1906 Janet McBain has written about the use of Mitcard
Kenyon films by two Scottish fairground familieeetGreens and the Kemps, both
of which continued to produce or commission andl@klocal topical films after

establishing permanent cinentés.

Mitchell and Kenyon'’s films for Green’s fairgroumdibscopes were mostly
taken in the North of England and focus on paraf@és, and factory gate scenes —
the kind of subjects where large crowds could lmedfd and then lured into the

booths to see themselves. However, with the rigaubfic hall exhibition there was

& McBain, ‘Mitchell and Kenyon’s Legacy in Scotlandi The Lost World of Mitchell & Kenyon
Toulmin, Popple, and Russell, p. 120.

" vanessa Toulmin, Patrick Russell, and Timothy N&dle Mitchell and Kenyon Collection:
Rewriting Film History’,The Moving Imagé¢2003), 1-18 (p. 12).

S Toulmin, ‘Cuckoo in the Nest’, pp. 69-70.
® McBain, ‘Mitchell and Kenyon'’s Legacy in Scotlangp. 113-121.
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a significant change of emphasis, away from theifpehrill of self-recognition

and towards more objective attractions such agspuents and tram rides. The
pleasure in recognising one’s own surroundingseeing municipal worthies, was
still predicated on the experience of locality, huteployed a different mode of
address from that of factory gate films. By focgsom externally-defined,
extraordinary events, these new films reaffirmddesarchy of experience where
the everyday (e.g. the end of a regular work shit¥ less worthy of representation
than the leisure pursuits of the middle classessformed into visual spectacle.
This repackaging and alienation of the local fitthough only incipient during
these years, must be seen in the context of tampts by exhibitors to attract a

relatively diverse, but also regular, audiencehtrtlarge venues.

The interdependence between urban public hall é@driband touring
introduced further considerations that affectedpiegluction of local films. From
the point of view of distribution, local films seemmhave little importance, since
they were not marketed. As Stephen Bottomore hqgedr they ‘offer a certain
challenge to the conventional economic models ®@fitm industry’, because they
do not depend on a mass, national or internatiandience.” The narrow
circulation of local films, and the blurring of badaries between producer,
distributor and exhibitor that they imply, makertha prime example of a non-
institutional practice. The regional patterns dfiekion of local films reveal the
small-scale spatial hierarchies that governed aggans about the kinds of films

that would attract peripheral audiences. Walkentsng for instance, gave

" Stephen Bottomore, ‘From the Factory Gate to thertie Talent” Drama: An International
Overview of Local Films in the Silent Era’, ithe Lost World of Mitchell and Kenyaed. by
Toulmin, Russell, and Popple, pp. 33-48 (p. 43).



96

prominence to royal visits to Balmoral and paraafedighland regiments, which
had the double attraction of imperial spectacle @otdntial sightings of local
recruits and locations. T. J. West’'s Modern Masfew, in its 1902 season, had a
very different strategy: it included films madedifferent locations near some of
the towns included in the spring tour, which hagapntly been made towards the
end of the Edinburgh run. Thus, films of a lifebtatnch in Dunbar, and of ice
skating in Loch Leven, Fife, combined some genattaaction value for Edinburgh
audiences with the appeal of the local for thoseilfar with the locations. The
complementary nature of urban and small-town exbifj and the expected
patterns of circulation, was then a determinartbfafor the subject matter of the

films made or commissioned by this particular comypa

Discussing the absence of factory gate films inpifeyrammes of Bradford-
based New Century Pictures, Richard Brown has drgue this corresponded with
the company’s attempt to attract a middle-classemoe’® At six pence at its
lowest, admission to public hall shows was iniyialuch more expensive than
either the fairground or the music hall. The Iddats used by public hall
exhibitors from 1902 on sought a middle groundefeyal interest, instead of
exploiting the specifically popular appeal of filmepicting working-class crowds.
Repeated patronage became a central part of thelsgasnodel, and to this effect
prices were eventually dropped in an effort toaattthe very young. To this extent,

as Vanessa Toulmin argues, public hall exhibitprevided the model for the

®Richard Brown, ‘New Century Pictures’, p. 71.
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purpose-built cinema’, inventing the film-only (ar least film-with-support) show

as a distinct form of entertainméfit.

More pertinently for the present discussion, thgkerm stays in urban
halls exerted pressure on the economic model #ihshstained travelling
exhibition up to that point, namely the outrighlesaf film to showmen. The need
for more frequent programme changes or circulatioiims gave advantage to
those showmen who controlled several projectiotsyappearing simultaneously
in different places, as they could move the filresAeen them. The simultaneous
control of multiple venues emerged as an efficrategy for large, UK-wide
companies with enough capital to implement thesa@wmies of scale. Scottish
exhibitors like Walker, Feathers, and West, ondttier hand, rarely had more than
one show going at any one time, so their businestehdepended on a small-town
touring circuit to cover the costs of film purchas&hese two patterns — circulation
between metropolitan centres, and inter-dependeeiveeen regional centres and

peripheries — would find echoes in later configiarad of the Scottish trade.

3.3. Music halls

The role played by film exhibition in music hallarthg the years before permanent
cinemas is an area of substantial disagreementkethistorians. As Robert Allen
has argued, the modular format of American vautie(gimilar but not identical to
British music hall) made it a particularly suitalslentext for the incorporation of

the new medium of moving pictures into an exiseémgertainment practicg It

® Toulmin, ‘Cuckoo in the Nest’, p. 71.

8 Robert C AllenVaudeville and Film, 1895-1915: a Study in Meditetaction(New York: Arno,
1980), p. 65.
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provided the infrastructure for the first outingdfte cinematograph as a
showman'’s tool rather than a scientific curiositythe cities. On the other hand,
that structure was as rigid as it was commercligcessful, constraining
exhibition practice so that, as Vanessa Toulmini@sg‘[m]usic hall showings in
the early 1900s in particular did not advance eithe entertainment context or the
film program itself.** The ‘bioscope turn’ as a discrete segment of aierhasl
programme did not change much before the War. Heweéhke extent of the
influence of music-hall practice on early exhihitim Scotland cannot be

discounted.

One reason to pay attention to Scottish musicig# relationship with
cine-variety, a mode of film exhibition that was magrominent north of the border
and which will be discussed further in the follogiichapters. Paul Maloney has
identified cine-variety as a survival of ‘unrecamsted’ popular music-hall in
Scotland, after its other expressions had beerptedaor gentrified” While some
of the showmanship styles and the acts that app@aopular music hall
transferred to cine-variety, | would argue thas tiwas an entirely new format. The
patterns of its presence in Scotland after thebskement of permanent cinemas
will be discussed in chapters 4 and 6. This sedfiifocus instead on the itinerant
nature of bioscope turns in the early years, antiérdivisions in the marketplace

that can be seen to prefigure similar splits irdbsite exhibition later.

The presentation of moving pictures in many (peshapst) music halls in

Scotland was organised as a ‘complete servicehatan effect each bioscope turn

81 Toulmin, ‘Cuckoo in the Nest’, p. 57.

82 Maloney,Scotland and the Music Halpp. 16-7.
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acted as an independent travelling exhibitor, géingrusic halls in different cities
with a projector and a stock of films; it was tlaksn to the ‘small-time vaudeville’
practice described by Robert Allen in the Uniteat&®® Since the exhibitor got
paid a flat rate and did not have to manage orréideghe show, this was a low-
risk approach; Allen has called this approach ipistrial’ as it did not require

the division of labour within the cinema busin&sis.was initially preferred by
international, highly capitalised companies thatmibt have much experience in the
entertainment business, such as Lumiére, who hedithés strategy in 1896, and
the Biograph comparfj.Richard Brown and Barry Anthony have provided a
thorough examination of Biograph’s activities intBin, which explores in great
detail the business model of this high-end, largegg form of exhibition. Having
entered into an agreement with the Moss, StollEHmtnton circuit of music halls

in April 1897, the Biograph company made theirtfappearance outside of London

at the Edinburgh Empire Theatre that May.

The Biograph company based their success on tleeiped higher visual
quality of their larger scope, and ‘a professicarad premium “image” far removed
from the standards connected with most native ptit showmen of the timé’.
Charging as much as £200 per week, the Biographappeared at big halls with

higher admission prices, hence its contract wighNtoss circuit. With twenty halls

8 Allen, Vaudeville and Filmpp. 111-3.

8 Robert C Allen, ‘Vitascope/Cinématographe: Inifatterns of American Film Industrial Practice’,
in Film Before Griffith ed. by John L Fell (Berkeley and Los Angeles:vgnsity of California Press,
1983), pp. 144-152 (p. 152).

8 Richard Brown, ‘Marketing the Cinématographe iit#n’, in Cinema: the Beginnings and the
Future, ed. by Christopher Williams (London: UniversitiWestminster Press, 1996), pp. 63-71.

8 Brown and AnthonyA Victorian Film Enterprisep. 44.
7 Ibid.
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in 1900 and thirty-six in 1906, Moss’ Empires wadkwide operation that
epitomised the commercialisation and concentragfamusic-hall ownership that
had taken place in the late nineteenth cerffuRpunded by H.E. Moss, the son of a
Greenock theatre manager, Moss'’ first ventures weEslinburgh, Leith, and
Glasgow?®® The circuit expanded southwards as far as Birhvang and then joined
its bookings with the Stoll and Thornton circuitéie Victorian reinvention of the
music hall as a more controlled and structured fofmntertainment (relative to the
earlier ‘free-and-easy’ shows in the back roompudfs) depended on higher capital
investment and encouraged a concentration of oWwipensto a few syndicates.
While the main music halls in Glasgow and Edinbupglonged to the Moss circuit,
Dundee and Aberdeen were enclaves of the LiverfAorthers, who controlled a
circuit reaching as far as Bristol and Plymotitiihese kinds of organisations owed
their success to the ability to co-ordinate thewation of music-hall turns both on
a national and local scale. They were able to imposger contracts and
exclusivity clauses on star performers, thus chgiitg the publicity generated by
London West End openings. On a local level, theuiiis often had more than one
venue in the same town, and the turns could apddaoth during the same night,

without commanding a double salary.

The circuits’ ‘national organising infrastructura’s Adrienne Scullion has
argued, ‘was at the root of the success of therdeaagnates of the music-hall

era.®® It introduced modern business methods to the pimviof live entertainment,

8 Bakker,Entertainment Industrialisecp. 35.

8 Bruce,Scottish Showbusinesg. 22.

% Maloney,Scotland and the Music Halp. 70.

%1 Scullion, “"The Cinematograph Still Reigns Supremn¢he Skating Palace™, p. 82.
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making it ‘highly organised, formalised, nationaihyegrated and standardisétlit
constituted, in effect, an industrialised distribatsystem for music-hall turns, but
one that rewarded oligopolistic tendencies. Inddpanhalls found it very hard to
compete with the lavish buildings erected with fjestock capital, and to book the
most popular act§. This consequence of concentration resonates hétl¢bates
around film booking in the following decade, whée influence of cinema circuits
curtailed access to film supply for independentileixbrs. In a vicious circle,
independent showpeople had no option but to programhesser fare, which

continued to drag down their reputation in a higtdynpetitive environment.

As long as there were struggling independent mhiis, there were small-
time exhibitors, the ‘standard gauge men’ of Broadis reminiscences, who
showed films for an average fee of three poundsekpwand sometimes as little as
thirty shillings — with a corresponding impact & technical quality of the show
and the freshness of the pictuféklnable to get the long-term contracts and circuit
engagements that seemed the holy grail of thertbebprofession, these bioscope
operators offered their services through variegmasg or classified ads just like any
other music-hall act. Each act or their agent riatet their terms with each music-
hall manager. It is hardly possible to find out hilnese piecemeal negotiations
proceeded, since they were conducted informallyiamerson. Even the precise
equipment being used by the majority of music hhlid listed a bioscope turn is

often not identifiable from newspaper ads.

92 Bakker,Entertainment Industrialisecp. 14.
93 ChananThe Dream That Kickpp. 158-60.

% Bromhead, ‘Reminiscences of the British Film Trage9.
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The example of the Glasgow Tivoli shows that marmapad access to a
large pool of suppliers that criss-crossed the trguom the railway systefi.The
Tivoli manager, Thomas Colguhon, remembered thaBB0 he had engaged ‘a
man called Del Montel [presumably one of the Mdmtethers, who worked for
Haydon & Urry] to bring his film of a Spanish biijht to the Tivoli.” Later that
year, he ‘secured the rights for Glasgow from Madymond, the London agent’
for a brand new Boer war film. Here things get coged: Raymond was
probably Matt, not Mark, and was acting in représgon of the Warwick Film
Company, who had made the film. However, the atsartent on th&lasgow
Herald states this film will be shown by the Edison-Thor@asematograpf®
Given that the week before the Edison-Thomas w&siatlerland with a different
set of pictures (and the war had barely starte)] fres case suggests that new titles
could be secured if topicality was important. Thafasing nature of the
advertising and the arrangements it describessaiggest that the practices of
independent music hall exhibitors were more complex incoherent than those of

the main circuits, the fairgrounds, or even thertdall showmen.

In part this complexity is due to the fact thatréherere more layers of
intermediation between the film and the show, simesic-hall managers did not,
on the whole, buy films outright. Both the largecaits and most independent

exhibitors functioned within a model that did nohsider films as standalone

% | am indebted to Paul Maloney for mentioning tteiference and providing me with his notes, as
the original document is unavailable for conseoratieasons. ‘My Memories of Glasgow Music
Halls’ by T. J. Colquhour’, iThomson’s Weekly NewWEhe Weekly News), Saturday 9 June 1928,
p. 20. Transcribed by Paul Maloney in an email todated 23 August 2010.

% Glasgow Herald 16 October 1899, [consulted}" Century British Library Newspapers
<http://find.galegroup.com/bncn/> (9 September 3pTBe Edison-Thomas Cinematograph was the
trade name of showman Arthur Duncan Thomas.
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commodities, paying a flat rate to the bioscopa g performance. This was only
possible, however, because the providers of theicgewere able to buy films
themselves, and offer their packaged show throbghtarket infrastructure of the
music hall business, using its agents, professiassciations, and travelling routes.
While absorbing the cost of renewing the programtme owners of bioscope turns
had the advantage of avoiding financial risk arelttbuble of organising a
programme and running a venue. This arrangemenhuatagery lucrative for either
side, and some music hall managers started disgensih these services to
acquire their own cinematograph equipment and bedbmfirst clients of film
renters. A good example of this in Scotland isBhiéannia Panopticon, still
standing to this day on Glasgow’s Trongate. ArtHubner, who has been credited
with giving the first film show in the city, was maging the Britannia in 1897.
Hubner had his own cinematograph apparatus, whealskd at the Britannia, but
also in other Glasgow venues and in neighbourimgngo On Sundays, he went over
to the Wellington Palace to screen films sucfilae life of Chris{version
unidentifiable) at Martinengo’s sacred concéftdis successor as manager of the
Britannia Panopticon was A. E. Pickard, a largemtlife character who ran the
venue with great success as a popular cine-vasfeiw, and went on to build a
circuit of cinemas® When the Panopticon was registered as a limitetpemy in
1910, one of the shareholders was ‘Prince’ Bentdmnfirst Scottish film renter and

usual supplier of Pickard’s hafld Pickard’s case, however, was rather unique. The

% The Glasgow Programmé&8 October 1897.

%8 judith BowersStan Laurel and Other Stars of the Panopti¢Bdinburgh: Birlinn Limited, 2007),
pp. 109-129.

9 ‘Limited companies’The Bioscope30 June 1910
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significance of his early association with a filemter is beguiling, but many other
factors — including his outrageous personality sease of showmanship — may

have contributed to his success.

The music hall format offered limited opportunities the development of
cinema as a separate cultural practice, in paduseit did not deal with films as
standalone commodities. It might seem, therefdwa, inusic hall exhibition was a
dead end. However, the organisational structuréiseomusic hall circuits set a
precedent for the development of commercial fixieel-axhibition on a large scale.
The ‘complete service’ model in music-hall exhibitishowed a tendency towards
regularity that took on other expressions laterfonijnstance in the establishment
of film services. It also set the template for tlision of the market between high-

capital halls in national or regional circuits, ardall-time independent venues.

3.4. Conclusion

The direct sale of films to exhibitors enabled lesv medium to be integrated into
diverse showmanship practices, and thus circulatédferent ways. Since some of
the functions of distribution, including transpartd programming, were assumed
by the exhibitor rather than the manufacturer mriddleman, the distribution
patterns cannot be separated from the movemehedfavelling exhibitors, which

is in turn closely related to earlier models ofegtatinment. In the case of fairground
travellers, strong connections with the North ofland were maintained,
constituting the basis for the reciprocal relatidps between film rental agencies
that were established in the years before World Maublic hall exhibitors were

able to use their reputable tradition to legitimseving pictures and expand their
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market, while the advanced commercial structurghefate-Victorian music hall

supported a low-risk form of exhibition.

These synergies between existing cultural seriddt@emerging practices
of early film exhibition had a geographical dimemsthat is just as significant as
the better-known continuities in showmanship styldss chapter has covered a
period when film distribution did not exist as g@amte practice, but instead the
circulation of films was tied to the itinerancy@thibitors. Their different patterns
of movement were, in turn, adaptations of previmaglels to the changing
marketplace — both catering for the more structlgelire habits of urban
populations, and finding ways to recoup the higstsof film purchase. In Scotland,
the circuits and networks of film distribution beéathe establishment of fixed-site
cinemas repurposed existing structures, utilisiigrmal links and a great deal of
accumulated personal skills to adapt to econonctachnological innovation.
Although the commercial practices were to undergonentous transformations in
the transition to fixed-site exhibition, as the nelxapter discusses, the main
structuring tensions of the later trade were alygadsent in itinerant shows. The
emergence of regional hubs and of centre/peripthgmamics is visible at this scale,
and the programming shows the need to balancegbabdity and innovation. The
longer stays of those public hall shows that wertequite permanent yet represent a
watershed moment in the tension between regulanitiuniqueness in exhibition

practice.

The next step in redefining that balance of foreegiired the decoupling of
film circulation and travelling exhibition, as tinext chapter will discuss. The

emerging film rental sector eventually supplantesldistribution function of the
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fairground routes, creating the chain of supply sustained permanent cinemas.
Since many fairground bioscope owners became cipgom@ietors and even film
renters, some of their personal connections amihparrangements were imported
into the new trade, so that something of the fawgd remained in the spatial
patterns and personal relationships that configaneeima culture in the decades to
come. However, the delivery of films to fixed locais was a fundamentally
different operation. If each stop in a travellirjendar could be considered as a
node in a circuit or network, the longer stays ssaély disrupted the whole
structure. As the trade grasped the particularadtaristics of the film commodity,
namely its mechanical reproducibility and portapjlthe drive to build a
predictable mass market around it intensified. Thavement is the overarching
plotline of the following chapter, which sees newnfiis of trade emerging to supply

a new abundance of film-hungry exhibition sites.



107

Chapter 4

The transformation of exhibition and distribution in

Scotland, c. 1907-1915

As long as touring exhibition was the mode of opera
it continued to be — no matter how obscure — aqfart
traditional show business. Movies became a distinct
industry when a fixed-location movie show becanee th

dominant choicé.

The patterns and causes of the transition fromaspoto permanent film exhibition,
and of the proliferation of dedicated cinema buidg all over Britain between 1907
and 1914, are at the centre of interesting polemidéitm historiography. The
‘cinema boom’ phenomenon has been interpretech®one hand, as the
inexorable triumph of a democratic art, and ondtier, as a product of speculative
finance in a capitalist bull market. The scale apéed of the expansion process is
therefore at the heart of our understanding okti@al position of the cinema in the
early decades of the twentieth century, and thezedbits relationship to questions
of ideology and class. These are complex issues#mmot be answered by the
blunt force of evidence alone. As Robert Allen @djso vehemently in his debate

with Ben Singer over Manhattan nickelodeons, whées and more precise data

! Calvin Pryluck, ‘The Itinerant Movie Show and thevelopment of the Film Industry’, in
Hollywood in the Neighborhoo@d. by Kathryn Fuller-Seeley (Berkeley; Los AreglLondon:
University of California Press, 2008), pp. 37-524p).
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can provide important correctives to received risses, evidence does not ‘explain
itself’.? Changing the frame of enquiry or shifting its fecufrom the urban to the

rural, for instance — is just as important to gateenew knowledge.

The disparate nature of primary sources for thigesit and period means
that basic factual matters, such as the total nuwibygermanent cinemas in the UK
throughout these years, are not settled. Justddieroutbreak of war, Frank W.
Ogden Smith estimated that Britain had seven thalflan theatres, with a
combined capital of around thirteen million pouridsowever, only about half as
many venues are listed in the 1915 edition ofBlescope Annuaincluding four
hundred in Scotland. This number can be takenrafeeence point, but there are
reasons to believe that it is not comprehensivé,laaves out smaller shows whose

owners did not have contact with the trade press.

For the earlier years of this period the figureseren less reliable. In his
article about London ‘penny gaffs’, Jon Burrows Baswn how the licensing and
trade figures underestimate or deliberately playrdthe number of these humble
shop-front venues in the capital, leading to tledniographical myth of Britain
somehow having skipped the nickelodeon pHase Burrows himself wrote,
however, the prevalence of penny cinemas in la@4 % ondon cannot be taken as
an indicator of broader trends in the rest of thientry” Besides, as the previous
chapter argued (also following Burrows), the nickigon or shop-front show was

not the only precedent to fixed-site cinemas. @etshe main cities, the emphasis

2 Allen, ‘Manhattan Myopia’, p. 76.
% Frank W. Ogden Smith, ‘Picture Theatre Finan@ée Bioscope4 June 1914, pp. 1008-09.
4 Burrows, ‘Penny Pleasures’, p. 63.

® Burrows, ‘West is Best!’, p. 52.
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on the archetypical ‘proletarian’ show, with itsasiations with the sensory
environment of urban modernity, becomes probleniafite expansion of
permanent film exhibition in Scotland must be ustierd in the context of a very
uneven geographical distribution of the populatwhich was concentrated along
the central belt (on the axis connecting Glasgow Edinburgh), the West coast
south of the river Clyde, and the East coast frife 6 Inverness. In 1911,
Scotland had four cities with a population over, 000, which correspond to the
US Census office’s category of ‘metropolitan’, aner 56 per cent of the
population lived in towns of more than 10,000that is taken as a yardstick for
urbanisation, Scotland lagged considerably behimgldhd, but was ahead of the
United States, where more than half the populatias considered rural. What is
particularly interesting about Scottish urbanisatiocowever, is the abundance of
small towns of between two and ten thousand, waadounted for 21 per cent of
the population, a much higher figure than in Endldihable 1] Although forms of
industrialization reached deep into the Scottigmtryside, these small towns were
not the hyper-stimulating metropolises often imadimas the experiential backdrop

for the rocketing popularity of cinema.

® Allen, ‘Manhattan Myopia’, p. 96, and by the saahor, ‘Decentering Historical Audience
Studies: A Modest Proposal’, Hollywood in the Neighborhooed. by Fuller-Seeley, pp. 20-33 (pp.
21-22).

Al demographic data in this chapter, unless statberwise, refer to the 1911 census, available in
digital formats from th&€ontemporary and Historical Census Collectigestion of the History

Data Service kittp://chcc.essex.ac.uk/checind from the websit& vision of Britain through time
<http://www.visionofbritain.org.uk¥ [both accessed 27 April 2011]
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Table 1: Demographic comparison between US, Englarehd Scotland

United States, 1910

Total

population

Cities over
100,000

Large towns
(pop. 25,000-
100,000)

Towns (pop.
2,500-25,000)

Rural Districts

91,972,266

20,302,138
(22%)

(50 cities)

8,241,678 (9%)

14,079,587
(15,3%)

49,348,883
(53,6%)

Total

population

Cities over
100,000

Principal Town
Districts (pop.
30,000-
100,000)

Large Town
Districts (pop.
10,000-30,000)

Small Town
Districts (pop.
2,000-10,000)

Under 2,000

Rural Districts

Insular Rural

Districts

England, 1911

36,075,269

13,696,609
(38%)

(44 cities)

6,425,670
(17,8%)

5,011,114
(13,9%)

2,898,611 (8%)

136,966 (0,4%)

7,906,299
(21,9%)

Scotland, 1911

4,759,445

1,304,925
(27,4%)

(4 cities)

757,667
(15,9%)

638,891
(13,4%)

999,884 (21%)

947,939
(19,9%)

110,139 (2,3%)

Sources:J. Patten MacDougall and James C. DunRygliminary Report on the twelfth Census of
Scotland(London: His Majesty’s Stationery Office, 1911) shttp://www.visionofbritain.org.ukf
[accessed 27 April 2011Thirteenth Census of the United States taken ilye¢lae 1910, Volume 1:
Population(Washington: Government Printing Office, 1913) , at
<http://www.census.gov/prod/www/abs/decennial/19tfilh [accessed 5 July 2012]
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The expansion of permanent exhibition to small towuas a parallel
process to the multiplication of venues within ditees, and equally important. The
wholesale transformation of the film trade durihgge years can only be
understood if both facets are taken into accoustthds chapter will show, the
interdependence between different types of exbifjtieatured in the conclusions
from the previous chapter, took a new form with ¢heergence of fixed-site
cinemas. The need to optimise the circulationlof firints in order to exploit the
particularities of film as a commodity encouragedain forms of organisation.
The cautious and organic nature of the transitio8dotland shows interesting
variations from standard historical accounts, asiited in a very diverse range of

exhibition and distribution practices.

4.1. Quantifying the cinema boom in Scotland

The first stage of expansion did not look much Bk&oom’. In a rather more
sedate manner, public hall exhibitors had beemelitg the length of their seasons,
as described in Chapter 3. The winter season of #i#0not draw to a close in the
next summer, and several companies remained opaugththe year for the first
time. The Operetta House in Edinburgh had alreainishowing films as a main
attraction for nine months a year since 1901, bysthe Thomas Edison Animated
Photo Co and then by Joe Ellis’s ‘National Pion&eimated Pictures Co.’,
according to advertisementsThe Scotsmarn Aberdeen, Dove Paterson had had
a show in the Gaiety Theatre since October 190Gl&sgow, the Britannia
Panopticon music hall, Moss’s Empire theatre, aost&ck’'s Zoo-Hippodrome

were amongst the variety venues that included fitntkeir regular programmes,
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while long picture seasons had run at Green'’s zalsite and the St Andrew’s Hall

in previous years.

The gradual pace of the transition to permanenibéidn suggests that it
was an organic process, driven by cautious andriexed exhibitors that only
committed to full-time film shows once they wereta@ that public demand would
support them. This situation is at a remove fromhigh-risk, ‘get-rich-quick’
image that emerged later in relation to cinemastment. In an influential article,
Nicholas Hiley’s analysis of company registratiomshe UK between 1909 and
1914 arrived at the conclusion that the buildingioEmas during those years was
fuelled by speculative capital rather than by iasetl deman@iHiley painted a
picture of empty auditoria and falling dividends fbe hundreds of limited liability
companies established in connection with purposie¢inema venues, and in
doing so it challenged the notion of cinema aspufa art, avidly embraced by the

British public.

This narrative has been contested recently by doro#s and Richard
Brown, who argue that the over-capitalised, riséptures described by Hiley were
exceptional. Instead, they show that the cinemarbaas driven by ‘small-time
businesspersons’ who were relatively risk-averserasponsiblé.Board of Trade
records show a large number of small private conggaor unincorporated
partnerships which conducted the bulk of the tradpecially outside major cities.

This description seems to fit the Scottish situabetter, according to the annual

& Nicholas Hiley, “Nothing More than a “Craze™: @&ma Building in Britain from 1909 to 1914’
in Young and Innocent? The Cinema in Britain, 189601 @8l. by Andrew Higson (Exeter:
University of Exeter Press, 2002), pp. 111-1271g4#).

® Jon Burrows and Richard Brown, ‘Financing the Ediisn Cinema Boom, 1909-1914jstorical
Journal of Film, Radio and Televisi@®.1 (2010), 1-20 (p. 17).
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company registration figures published frdime Scotsmarnn Scotland, the number
of joint-stock companies registered during a yeitin ¥he purpose of either building
or ‘carrying on’ a permanent film show peaked i13@t 52. Although the data are
patchy, the median capital of these private congsawas three thousand pounds,

which was roughly the cost of erecting a purposié-binema.[Figure 5]
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Figure 5: Joint-stock companies and new cinemas facotland, 1909-1914

Source: Yearly trade reports ofihe ScotsmaatProQuest Historical Newspapers
<http://search.proquest.com/hnpscotsmfaccessed 25 March 2011]

Trevor Griffiths has conducted a more systemataiyais of Board of Trade

records comprising forty-six cinema companies éisfadd in Scotland from 1909

to 1914 that offers a different perspective. Hialgsis of the shareholder lists

reveals that most investors and board members nagngreviously connected with
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the entertainment business. The lists were, acogtdi Griffiths, ‘dominated by a
professional and commercial middle class attunetlég@mergence of new
investment opportunities® In a boom-and-bust economy, with a depressed hgusi
market, investment in cinema ventures was geneaiaiyund option. The
willingness of middle-class women to invest in llggizgture houses, also identified
by Griffiths, reflects the social acceptability@hema in Scottish towns, cemented
by a history of optical entertainments within ameational context. Furthermore,
the piecemeal nature of the move to purpose-beiiues is evidence of a cautious
approach which at first tried to minimize sunk sdsy adapting existing venues,

drawing on the proved success of temporary exhibith the same spaces.

4.1.1. The gradual transition to permanent venues

Registering a company can be seen as a resuk atdbilisation of an existing
situation at least as often as it was a speculativee. Many of the companies were
constituted to lease or take over existing venueh 8s skating rinks and public
halls, most often places where a show was alreathglyun. In fact, the largest of
the early Scottish companies, the B. B. Picturels, lregistered in 1910, produced a

brochure with photographs of the halls it contriend stating:

It will be seen that the policy of the managemeag h
been to secure the use of existing halls — test tife

successful, retain them, if not, abandon them.

This policy is intended to continue, as it is bedid to

be more prudent than to erect buildings, which, if

19 Griffiths, The Cinema and Cinemagoing in ScotlaBtapter 1, Section II1.
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unsuccessful, might become a permanent loss of

revenue-!

In contrast with the situation in other parts oit&@n, in Scotland purpose-
built cinemas were only a fraction of exhibitiomues before the war. It was
unusual for the first cinema in a medium-sized tdwbe purpose-built. The
infrastructure left behind by a half-century of Tgenance movements and by the
schism and reforming of the Scottish Presbyterfarrches provided the first home
for moving pictures. In addition to this, the deelin popular interest in roller
skating also left a scattering of large, adaptabi&ings already associated with
commercialised leisure. Companies needed a muchesroapital to install some
lights on the fagade of the local hall, pavilionsiating rink and re-name it an
Electric Theatre. Therefore, focusing on the cartsiton of purpose-built cinemas,

as Hiley does, is not an adequate approach t@énied in the Scottish case.

1 The Story of the B.B. Pictures’, printed pamphlBtasgow, Scottish Screen Archive,
SSA5/7/135. With thanks to Dr Peter Walsh for pdowy me with a scanned copy.
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Figure 6: Previous uses of cinemas open up to 1914

Sources:Scottish Cinemas Databasénttp://www.scottishcinemas.org.uk/trade press.

Background map (general):John G. Bartholomew (edRailway and Route map with Counties
The Edinburgh Geographical Institute, 1912. © Naid_ibrary of Scotland.

Glasgow inset:Ordnance Survey County Series 1:10560, 1910. © €©apyright and Landmark
Information Group Limited (2012). All rights resexd. Supplied by Edina Digimap
http://digimap.edina.ac.uk/
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In Scotland, the first wave of expansion of fixeg-®xhibition, from 1909
to 1912, was characterized by the permanent Idgs®mises already used for
entertainment, in particular skating rinks and pubhlls. Between one quarter and
one third of the permanent exhibition venues ojpegadiy 1912 were existing halls,
with an average capacity over 800 seats. Only arome in every six venues was
purpose-built, although substantial alterationshhitave been carried out. Purpose-
built venues tended to be slightly larger thandyddut converted skating rinks
surpassed both with average capacity over 1,008.SHaeatres, variety theatres
and music halls, which could switch back and fahween different types of
entertainment following popular demand, were suiigty larger, but fewer in

number.

Although the year with the most new cinema openbefere the war was
1912, the building boom only peaked in the follogvirear, when more than forty
purpose-built cinemas opened in Scotland. Thistivasail end of the 1910-2
construction peak identified by Nicolas Hiley foetwhole of Britain? The new
cinemas of 1913 included very few hall or skatimd conversions, but the average
capacity did not increase significantly. This sugjgehat the decision to build new
auditoria was a response to the saturation ofiegispaces, rather than a move to a
different exhibition model or a purely speculativend. This again contrasts with
Hiley’s description, pointing towards significariffdrences in the expansion of
fixed-site cinemas in Scotland and the rest ofdiritHiley argues that a shift from
early smaller venues towards middle-sized and taagditoria before the mid-

1920s ‘changed the whole style and context of cargwing’, sidelining the local,

2 Hiley, “Nothing More Than a “Craze™, pp. 119-21.
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working-class audience that had sustained theviiaste of expansion. However,
the data for Scotland in 1914 portrays a statdfaira that seems closer to that of
1925 according to Hiley, with a predominance of diedsized venues and

relatively few small onegTable 2]

Table 2. Cinema capacity in 1914

Distribution of British cinemas by size in 1914, from Hiley Scottish data for 1914/1915

Seating capacity Percentage of venues Percentage of venues
(Britain) (Scotland)

1-500 28% 17.4%

501-800 35% 38.4%

801-1000 16% 21.6%

1001-2000 18% 21.6%

2000+ 3% 1.1%

Sources:Nicholas Hiley, “'Let’'s Go to the Pictures": Theifish Cinema Audience in the 1920s and
1930s’,Journal of Popular British Cinem2 (1999), pp. 39-53 (p. 41Bjoscope Annual915.

There might be a number of alternative explanatfonghe discrepancy. It
is possible, for instance, that the Scottish dataat reveal a number of smaller
venues. This issue comes back to the question dhe@eixistence of a
‘nickelodeon-like’ sector in Scotland. With onlyaver three possible examples in
Edinburgh and Leith, and a short-lived shop corivaren Glasgow’s Argyle Street
(the Vaudeville, which only opened in 1914), thisrao evidence that there was a
nickelodeon sector in Scotland. Of the five filmhpoahows operating in Glasgow

in 1908, three were in public halls and two in rouslis'® One of the reasons why

13‘Round the ProvincesThe Bioscopge2 October 1908.
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expansion in Scotland took place in larger venuag be the absence of the ‘large
clearing houses dealing in many hundreds of usexd’fthat served the London
trade’ The cost of bringing film up from London meanttthasmall penny show
would struggle to cover its costs; even if cheapdiwere used, a larger audience or

a higher entrance price was needed.

Further evidence of the kind of venue that charastd the expansion phase
in Scotland is provided by the resistance to tr@1@inematograph Films act,
which imposed a number of regulations regardirg limzards. In London, as
Burrows has shown, the Act affected a large nurobgrenny-gaff’ venues, which
in some cases had to close but quite often fouridamtive for stabilisation. The
Act provided a route towards recognition for thesffiront shows that had been
operating in a precarious legal situation durirgphevious years. In Scotland, on
the other hand, the Act caused concern mostltifegrant exhibitors and showmen
using existing halls. This reaction suggests thyatate 1909, fixed-site exhibition
was still uncommon in Scotland, and the travelBegtor was the main force in the

trade.

Showmen had hoped that the Act would clarify tHegtior their trade and
would eliminate uncertainty, but that was not theec Besides the general rules set
out, there was an unspecific clause giving powethé Scottish Secretary to create
further regulations, and local authorities were fit@ impose their own restrictions
and to interpret the Act according to their intéseBor instance, for a while it

seemed that the Scottish magistrates wanted toee regulations to all shows,

14 Jon Burrows, ‘Penny Pleasures II: Indecency, Amaiand Junk Film in London’s ‘Nickelodeons’,
1906-1914' Film History 16.2 (2004), 172-197 (p. 178).

15 Burrows, ‘Penny Pleasures’, p. 84.
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ignoring the exception granted in the Act for piedere films were shown up to
six times a year. According to Edinburgh exhibitdoscing even temporary venues
to comply with the Act by putting up a metal encigesfor the projector, clearing
emergency exits, and so on, would be prohibitivet\&auld lead to the cancellation
of about 500 local shows given every yEakleanwhile, the Glasgow magistrates
held talks with exhibitors to produce whdte Bioscopeonsidered to be sensible
licensing rules, and Dove Paterson boasted ofduos gelationships with the

Aberdeen constablés.

Hiley, following a line of argument frequently reygented in the trade press,
concludes that the conditions demanded by loclaaities under the 1909 Act
favoured wealthy companies that could build cinetoate new specifications,
while forcing small-time shows to clos&While there certainly was a trend for
better-capitalised exhibition ventures, the mafeafof the 1909 Act in Scotland
was not so much to encourage higher investmentpldiscourage itinerant
exhibition. Most of the cases brought before thertsofor contraventions to the Act
referred to the use of unlicensed premises forragket-only shows, or for failing to
give the required notice to local authorities. Inetdeenshire, Walter Mayne, a
small-time showman who ran a traveling bioscopaisrown, was fined twice in

1910 for occupying unlicensed halls; George Melwhp ran the Arbroath Theatre,

18 ywake up, Scotland! Drastic Action by the Auth@#: 500 Edinburgh Entertainments Spoiled’,
The Bioscopel?7 February 17 1910, pp. 39-41.

17 Bravo, Glasgow’The Bioscop@1 April 1910, pp. 4-5. ‘Cinematograph Defence dusa
Conferences at Glasgow and Newcasiié&e Bioscopell August 1910, pp. 5-9.

18 Hiley, “Nothing More Than a “Craze™, p. 120.
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was fined for an unlicensed show in Stonehaven Tdaih'® Making sure that all
the locations for a tour were licensed, and gittmgnecessary notice to each local
council, was too much of a burden given the slinmgims of itinerant exhibition. It

is likely that some showpeople continued to toudarthe radar, but in any case the
most profitable locations often already had a figséd cinema, and were not very
profitable any longer. Those exhibitors that camgidh to visit small towns for short
engagements were usually operating out of a pemtdnase, instead of attempting

longer tours.

The case of Aberdeenshire can serve to illustretednsequences of this
process of stabilisation and centralisation onpifeerision of film shows to
peripheral areas. By the end of 1910 there weleaat five full-time cinemas in
Aberdeen and one in Elgin, but a revision of thistiict News’ column of the
Aberdeen Journalwhere local events were reported, shows thaiy the
number of cinematograph entertainments given caitisid city had plummeted
from its 1890s levels. By 1914 there was a cinemeaviery burgh with a population
over 3,500, but even this expansion did not reaghynof the places where film
shows had been given befoFegure 7 compares the places visited by William

Walker in 1897-8 with the provision of cinemasd#én years later.

19 «Contravention of the Act at AberdeeiThe Bioscopel0 March 1910, p. 43. ‘Away up North’,
The Bioscopeb October 1910, p. 2The Bioscope9 March 1911, p. 53.
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It is interesting that, in Scotland, the changeth@exhibition sector
connected with both the cinema boom and the 19@%vAce not defined in terms
of the ticket price (as a crusade against pennig)gaf the size of the venues. These
two aspects remained relatively stable, since #tls,fskating rinks and theatres
where the first film shows had taken place alrelaaly an average capacity of over
800 and charged a minimum of two or three pencadaonission, with a range of
ticket categories to accommodate a broader audi¢étzan be said that, except for

a few specific examples in industrial districtsisas the East End of Glasgow, the
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expansion of cinema in Scotland cannot be descakexh exclusively working-
class phenomenon, and so it took a form that @iffesignificantly from the
nickelodeon model. The transformation brought albguthe cinema boom did not
necessarily imply a change in the trade’s percapifdhe audience; indeed, the
transition was characterised by the stabilisatioexgsting practices more than by

their sudden demise.

With the 1909 Act, exhibition in halls did not plomet; it became
permanent, so that halls changed their name téuReidrome’ or ‘Electric Theatre’.
The demise of travelling exhibition was undeniablet, the Act was only the final
nail. Transformations in all sectors of the indys$tad cast a new role for exhibitors,
one that was more clearly delineated and less +tagking. As Brown has

explained:

The adjustment [to fixed-site cinemas] involved the
abandonment of a highly personalised transactional
model characterised by bespoke service, low
replacement rates and long periods of time, with a
much more dynamic but impersonal method, more
appropriate for high replacement rates and short

periods of use?’

At the core of this reconfiguration was a changtaownership of films,
with the abandonment of direct transactions betweducers and exhibitors and
the emergence of film renting. The ‘low replacenremes’ of the pre-boom era

reflected the fact that exhibitors had investedisicant amounts to buy the films

20 Brown, ‘The Missing Link, p. 58.
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directly from producers, and could not afford tpleee them until they had
extracted an equivalent value from a long taillaivgs. Under the rental system, the
ownership of film prints passed to the renter, #nb the weekly price paid by the
exhibitor was lowered. Although this fundamentahsformation will be explored

in more detail in another Chapter 6, it is impott@nnote here that the relative low
cost of hiring films had the double effect of makiextended rural tours

unnecessary, and enabling many more exhibitorsttapsshop.

After 1912, fierce competition in urban areas weamd in hand with the
abandonment of rural touring. In 1911, when Willisivalker opened the Coliseum
cinema in Aberdeen, he already faced oppositiot bgn1914 there were no fewer
than twenty cinemas in the c#tyBy that time, Glasgow had eighty-five licensed
venues, of which about fifty were full-time cinenfa®\bout one-third of the
permanent cinemas functioning in Scotland beforl4dere in one of the four
largest cities. The pressures of competition betweban exhibitors set the
conditions in which many of the future developmaeoitthe film trade took shape.
Although the wide network of small-town cinemas e ballast that stabilised the

industry, the interests of those exhibitors weraasingly marginalised.

4.2. Exhibition practices in the single-reel era

The rise of the specialized film venue and of fbstig exhibition can be seen as a

process of standardisation, whereby the film ingusteated a reliable network of

21 | ow, History of British Film vol. 2, p. 51..

22 Office of Public Works, ‘List of premises licensedder the Cinematograph Act, 1909, and the
Accommodation therein’ (12 July 1913). Glasgow,d¥gll Library, Glasgow City Archives, D-

OPW 61/5. This number was up from fifty-seven veslicensed in 1911 according to C. A. Oakley,
Fifty Years at the Picture§Glasgow]: Scottish Film Council/BFI, 1946), p. 7
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outlets with regular supply needs, met through aenstreamlined distribution
system. However, the transformation of exhibitioagbices in Scotland between
1907 and 1914 was far from being so unidirectioHaterogeneity persisted, and in
some cases thrived in the new market conditions.f@thowing analysis is based on
a sample of 106 cinemas that advertised in locakpapers in January 1913. They
represent only about one in every four cinemastfaning in Scotland by that time,
but they are distributed over almost fifty locasdn a manner consistent with the
general urban : rural ratio. Their advertisemergsaxcollected from more than
forty microfilmed newspaper titles held at the Naal Library of Scotland and the
Mitchell Library in Glasgow. This snapshot is interd to capture the characteristics
of the venues as they were being used at the admigsion prices, live
entertainment, opening hours, owners and managerd)the titles of the films
being shown on Thursday, 9 January 1913. Besidemttivation for this method
given in Chapter 2, more details about the datectbn are given in the Technical

Appendix.

Newspaper adverts present many problems as a s&instty, only a
fraction of the cinemas used newspaper advertisiregrest preferred billboards,
posters and handbills. For instance, one of thieeetiand most important cinemas
in Glasgow, the B. B. Pictures’ Wellington Palalas left almost no trace in the
press; the company relied on the distribution ofigands of half-price admission
invitations. Secondly, the existence and survi¥dboal newspapers have their own
determinants. While Irvine in Ayr (pop. 32,986) wasved by at least three weekly
papers, the National Library has very few titlesAberdeenshire and the

Highlands. | am confident, however, that the sangplepresentative enough to
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substantiate a modest quantitative descriptioh@#ihibition landscape on that
date. The resulting dataset is rich, versatile, @rdalways incorporate new
information as it turns up The data present a picture of great complexity and
diversity; no two adverts are identical. What tkeyhave in common is the fact that
the titles of individual films are only one elemémtan advertising rhetoric that
encompasses a range of other appeals. The adfterissay more about the venue
and the surrounding attractions than they do atheutiims being shown. While
this makes them problematic for a study of distidny it serves as a reminder that
cinema was not always, first and foremost, aboaifitm text. The physical
comforts of the venue, the variety acts intersgkvei¢h the films, the musical
accompaniment, or the lecturer’s patter were gtidrtant components of the

experience.

4.2.1. Selling the show

The 1913 snapshot reveals the extent to which @nesxd become assimilated in
local routine across Scotland. A sense of the elanyess of the film show
emanates from most of the adverts in the sampfgedslly in medium-sized and
small towns, they seem to address an audiencestaleady familiar with what
they are offering. Continuity with previous praeticwas evident in the operation

times of these venues. About three quarters ofitienas ran one or two shows a

2 The dataset is included as an OpenOffice Basdasgaon the accompanying CD-ROM. The
scanned newspaper adverts are also included, agcth linked to the map visualisations included
as .kml files (which can be viewed using Googletftand most GIS software), and on the
scotlandcinemaps.htmffile, which can be opened in most standard web beosvwith an internet

connection. See the Technical Appendix for details.
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night, at fixed times (usually 7:00 and 9:00). Oalyninority ran a continuous show.
As discussed above, this was very different pasifiiom that of nickelodeons, and
was possible because from early on Scottish cinepesated in large venues. The
average capacity found in the sample exceeds adnduseats. Therefore, the high-
turnover, small-capacity, short-show model thatabierised nickelodeons and
penny gaffs did not operate in Scotland. Similaithg notion of the dingy shed with
sawdust on the floor was not the norm, as the cdrofdhe venue was a paramount
attraction. Many of the halls may have been hurmaeed, but exhibitors did their
best to hide it with Jeyes fluid and potted palbessause the venue was not an
unimportant component of a fleeting experience,aokey factor in drawing people

to the show.

There is only one example in the snapshot of amténeharging one penny
for admission; the most common pricing strategydg#id the auditorium in three or
four categories ranging from two to six pence cg shilling. Children were often
admitted for half the price, and there were matimédormances aimed at them.
This appeal to the younger audience paid off, &dtiSb children became
notoriously enthusiastic cinemagoers; besidesytenée audience was relied
upon as a vehicle for publicify.As Fife exhibitor, Tom Gilbert, explained to his
renters, spoiling the early show meant spoilingvhele evening and possibly the
week, as the children would take their disappoiminb@ck home to the parents,

who would then talk about it at work the next day.

24 Griffiths, The Cinema and Cinemagoing in ScotlaGtiapter 2, IlI.

% |etter (wet copy), Tom Gilbert to Bios Films, Csgates, 2 December 1918. Edinburgh, National
Archives of Scotland, NAS SC36/79/18, p. 370.
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Programmes were about two hours long, followingddmme structure as
those of the first town hall exhibitors. Both iretlarge cities and in smaller towns,
about a third of the venues in the sample had aoflive and filmed entertainment.
This further determined the need to keep the twightly hours, because
performers charged for two shows a night plus art&vo matinees in the week.
The balance between live acts and films varied,aadiference should be made
between those venues defined primarily as musis tiat included a ‘bioscope
turn’ (which have been discussed in the previoaptdr), and those defined as
picture houses that included a few simple live sufrthe ‘cine-variety’ model
mentioned before. The distinction is relevant beeahe supply model for both
types of show was different, with music halls usuatihering to the ‘complete

service’ provision described before.

In the 1913 sample, cine-variety shows were adseitin thirty towns, from
Alloa to Wick. (A map of the prevalence of cinededy according to the 1915
Bioscope Annuatan be found in Chapter 6). A multitude of comesdjaomic
singers, balladists, dancers, minstrels and ilhists were mentioned, and the
Victoria in Grangemouth even had ‘Pongorila, thexmaonkey?® Films more
often than not appear on an equal footing to adloés — rarely topping the bill, but
not as ‘chasers’ either. This reflected a high pimirihe integration of films as part
of a modular entertainment format, where each vodfgced a new permutation of a

familiar experience. The balance between the ordiaad the extraordinary was

tilted towards the constitution of a regular audierto the extent that five of the

% Grangemouth Advertise# January 1913
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adverts indicate only ‘times and prices as usaaskuming the audience would

know what they were.

Whether the advertisement included film titlesher hames of variety acts,
emphasis was on the permanent characteristice ofahue. In towns with a
population under 20,000, there was likely to beyamle cinema by this time, and
the patrons’ last experience of moving pictured@dave been in a fairground, so
the goal was still to convince the patrons of #ehhical qualities of the show:
‘rock steady and flickerless’ (Darvel), ‘clear agstal, steady as the bass’
(Leven)?’ The comfort of the hall was another selling poamtgl as a manager in
Cupar put it, ‘you get Two Solid Hour's Amusementldnstruction, and you can
smoke your pipe or cigaretté® Within the same ticket price range, some cinemas
would represent themselves as popular and comfertatile others preferred to
be ‘high-class’ and luxurious. Only a few city anas advertised orchestral
accompaniment, although the Edinburgh Olympia hadl @hoir to transport their
screening of a biblical film to a more sublime malAt least two examples can be
found of the practice of ‘talking to the pictureahich has been studied by Trevor
Griffiths.?® This was not simply lecturing in the magic-lantéemalition, as it was
more an exercise in elocution and contained somatisation. In Dumfries, Nicol
Pentland was performing a ‘picture play’ about RoBeirns, while in Aberdeen,
the Gaiety owner Dove Paterson and his wife had peeforming along with their

pictures since 1906.

" |rvine Valley News10 January 1913ail from Leven, Wemyss and FieJanuary 1913
8 Fife Herald 8 January 1913

29 Trevor Griffiths, ‘The Enduring Appeal of the Elgionist: Scotland, Sound and Silent Cinema’,
in The sounds of early cinema in Britaied. by Julie Brown and Annette Davison. (Oxfddaford
University Press, forthcoming [2012]).
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The role of the manager as a ‘cultural intermedjagnstructing the appeal
of moving pictures for a local audience, was eréblethe flexibility of the
modular format and the availability of older praes with which audiences were
familiar.>° Audience interaction was encouraged in events ascho-as-you-
please’ amateur music contests, which appear isahwle week at the Bo’'ness
Electric Theatre, Aberdeen Savoy, and Glasgow’sa@d¥all. Local photographs
and football scores were also included in the shpwnterprising exhibitors, as
were occasional local topicals, although none apipeihe sample. Musical
accompaniment is also highlighted in the advertsenranging from piano to full
orchestra. There were thus many options for a nenago wanted to have an edge

over the opposition, and the selection of films waly one of the variables.

4.2.2. Programming

The timing of the snapshot in January 1913 captilmesituation of Scottish
exhibition in a key moment: the heyday of the sagiel programme. Although a
few longer films had been released, mainly byaraland Danish companies, and
there had even been a three-reel Scottish fedRaie Roy United Films, 1911), the
thousand-foot reel was the standard unit of theetr&Vith a screen time of around
sixteen minutes each, single-reelers were ‘the i@k of the business’, and they
depended on an idea of film as a commutable, sutsttie product! Rooted in
previous traditions of popular entertainment, thadoiarity of the single-reeler
gave great flexibility to exhibitors, who could emtte the appeal of their film

programmes by mixing in variety acts (inherentlitahle for this format), singing

30 van Oort, ‘Christ is Coming to the Elite Cinema’, pp. 52-3.

81 Abel, ‘The "Backbone" of the Business’, p. 170.
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pictures, and other ancillary attractions as dbsdriabove. However, as film
production grew, and the rental system develogeddifferentiation of cinemas
was increasingly a question of programming. Seigdthe films for every change
of programme was the point of interaction betwednitgtor and distributor, and

therefore the crucible of the tensions that shdpedndustry.

If ‘feature’ is understood in its original sendeatis, as the headlining item
in a bill, the typical feature film shown in Scotthin January 1913 was a single-
reeler. A programme rarely included more than tisiagle-reelers, plus two or
three thousand feet’s worth of shorter films, inithg factual titles. There are more
than twenty films of three reels or more in the peanhinting towards a coming
transformation, but at this point they still cohsiéd the exception. There were, on
the other hand, several cinemas that did not adestte titles of the films on show.
This absence can be explained as a result of #teo€advertising space, especially
for city dailies such as thelasgow Evening Newbut it could denote a relative
indifference to the precise contents of a showltlagtbecome a habit; it could also
be the case that the exhibitor did not know in adeavhat the distributor was

going to send.

At the beginning of 1911The Bioscopstarted including in their lists the
films released on the previous, current and foltmwiveek. Their argument to do so

was that

there are in vogue so many different methods of
selecting programs, and whereas one man wants to
know what films were released last week, his next-

door neighbour desires to know precisely what films
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are being released during the current week. Then
there is the man who has a “say” in the selection o
his program; his principal requirement is a list of

subjects which will be released next wéek.

This describes a tiered market where some exhgbdould cherry-pick their
films, whilst others had to rely on a cheaper sypiplalso takes for granted the
need for a weekly change of pictures. By 1913 sthadard practice was to change
the programme twice a week, on Monday and Thurstlaig. had become the norm
throughout Britain, and it marks a significant diffnce with the United States and
with some London penny gaffs, where the programmag ehanged daily. The
lower frequency of programme changes in Scotlafidats the larger size of
exhibition venues. The few cinemas that changeid filras more often tended to
be either smaller in size, or located in more igulglaces such as Crieff and
Lerwick, which suggests that, instead of gettingesv batch of films every day,
they received a larger shipment once a week amddtigeduled them as they saw

fit.

The fact that almost half of the adverts colledtedhe 1913 snapshot omit
to mention film titles, while the write-ups thatrse newspapers included (usually
on Tuesdays) were similarly hit-and-miss, meansdtsystematic analysis of
programming can only be carried out to a limiteteak For the 106 cinemas
considered, then, the current state of the datdlsasd 82 film titles. An attempt

was then made to match these titles to their reldata based on listings ®he

32 "Film Releases,The Bioscopes January 1911, p. 3.
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Bioscope It has not been always possible to identify ilmed, since there might be
several versions under the same title, or the adwigtht not give the exact title
used in the listings. The following analysis ofeede patterns is, therefore, only
exploratory, but it starts to outline hypotheses ttan be tested in a larger-scale

data collection.

4.2.3. Film release dates and the tiered runs syste m

One of the most reviled consequences of the cir®oan was that films became an
extremely time-sensitive good with a short shd#:lAs producers invested more in
advertising, the public became better informed, @anthe proliferation of picture
theatres offered them more choice, they wantedeasly the latest films.
Exhibitors thought that if they did not have th&e# film, and the opposition did,
they would lose business. The ‘fallacy of firstsyrasThe Bioscopeut it in 1910,
was the reigning factor in the stratification ohéition following the runs system.

It traduced geographic and socio-economic distarioea time lag.

Plotting the release dates of the sample filmgjivan on trade journal
listings, against the populations of the burghsnetiee same films were being
exhibited, illustrates the nature of this l&ggure 8 shows one dot for each film,
with its release date on theaxis and the population of the burgh where it was
being shown on thgaxis. Population is plotted on a logarithmic saalerder to
emphasize the difference between small and medwng, while the films shown
in the four largest cities in the sample form tbes towards the top half of the
graph. Although there is considerable spread, laovekhaped pattern is visible: the
oldest films (towards the left-hand extreme of dh&ph) are mostly being shown in

towns of under 25,000 inhabitants. In the town$aipopulation of under ten
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thousand, not a film is mentioned that is not astéwo and a half months old by
January 1913. On the contrary, in Glasgow, Edinbufderdeen, and some of the
satellite burghs (Hamilton, Paisley), only the slidi@ms date from October. Of the
forty-four urban cinemas in the sample, at leaddzen included brand-new
releases in their programmes, although none seeoféer an all-new bill. This is
consistent with the practices described by Burrmgarding cheap London
cinemas, many of which obtained their programmess m$xed package of very old

and not so old films, from renters who in turn bloutpeir stock in the second-hand

market>
Release patterns in relation to population size (logarithmic scale)
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Figure 8: Release patterns for the 1913 snapshot

On closer inspection, the clustering of releasegifdr the different films

within an individual programme presents interespagterns. While some venues

3 Burrows, ‘Penny Pleasures II', p. 179.
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were showing films that were released within a stiore of each other, there are
cinemas that display a greater spread. The diff@lestering patterns point to
alternative programming strategies, and are likelge linked to different modes of
film supply. [Figure 9] compares the programmes of a sample of six cinemas

exemplifying three programming patterns.

On the left side there are highly clustered prognas comprising films
released over a period of about a month. This pat@uld be consistent with the
hire of a ‘film service’ from a major distributaa, practice that will be discussed in
more detail in Chapter 6. More widely-spread rededates, and in particular the
pattern seen on the right-hand side of the graggmgo be more common. In this
pattern, there is a small cluster of relativelyergdilms, and a few older outliers.
Since the cinemas’ advertising tends to highligetnewer films, it can be assumed
that there could be several other older films. Patern of ‘star films’ and ‘filler’
allowed exhibitors to pay more for a small parthed show (the feature) while
getting the rest cheaply, perhaps even from diffiedéstributors, at a fixed price per

thousand feet.
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Release dates of films programmed for January 9,19 13

1913-01-09

1912-12-12 +

1912-11-14 ‘ !

1912-10-17

1912-09-19

1912-08-22

1912-07-25

1912-06-27

w @ -

Cinemas:

1 - Queen’s Cinema, Aberdeen

2 — New Picture and Variety Theatre, Craigneuk
3 — Craigs Electric Theatre, Stirling

4 — Rink, Paisley

5 — Music Hall, Inverness

6 — Picturedrome, Irvine

Figure 9: Release patterns in 1913 snapshot, detail

It must be pointed out that the sample is verylyike be biased towards
newer and longer films, because others would noésearily be mentioned in the
adverts. The same caveat holds for the rankingasfufacturers. The only brand
that was consistently mentioned was Vitagraph, Wwhitests to the success of their

efforts to create brand recognition through ‘qyafitms, and to produce a varied
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output that could be used to programme a complete svith only Vitagraph
films.3* The brands with the most films amongst those ifiabte from the sample
are Vitagraph and Pathé, followed by Lubin, Ediaod Selig. Besides Pathé, the
most popular European makes were Gaumont and Aimbeosl amongst the
British producers Cricks and Martin appears witkefiitles. The sample does not
contain any local topicals or other specially-comsioned films, although these
continued to be produced for a handful of cineriag adverts are, in themselves,
evidence of the increasing importance affordedatdiqular items in the programme

— that is, of the origins of feature programming.
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Figure 10: Adverts for some of the venues in previg figure

34 william Urrichio and Roberta E. Pearsdeframing Culture: The Case of the Vitagraph Qyalit

Films (Princeton: Princeton University Press, 1993),3i).25.
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4.2.4. The division of the market

At the higher end of the market, the imperative walsook first-run films from
recognized brands. This restricted the pool of iptssselections for any given
programme to the thirty or so films released eweegk. The rapid depreciation of
films after the first few weeks meant that rente@ese unwilling to buy more prints

than strictly necessary. As renter, James Williamsaplained inrhe Bioscope

as the demand increases for new or exclusive films,
the demand decreases for older films at a cheaper r
The renter is, therefore, in the position of having
earn the cost of the film in a shorter period, aotl
only increase the rates for first and early rung,tb
limit his purchases as well. The exhibitor, therefo

has some difficulty in getting first run programnies

A contemporary example can be given by lookindhatarchival documents
left behind by two Glasgow cinemas: the Cinema ldausd the Paragon. Open in
December 1911, the Cinema House was an expensiygge-built cinema whose
board of directors was made up of printers andostets rather than showmen.
They wanted to run the cinema on the highest stdndaowing good new films,

and so they hired a local renter, the B. B. Piguute., to supply them with 5,000

3 James Williamson, ‘A Review of Present Conditiofishe Cinematograph Industryrhe
Bioscope 12 December 1912, p. 805.
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feet of first-run pictures, plus a newsreel, foenty pounds a week At this time,
this was relatively good value for a first-run pragyme, which could cost thirty
pounds or more. The renter could offer this prieeduse he was showing the same
films at his main hall, the Wellington Palace, whigas located just across the
River Clyde in the Gorbals. A boy had to run to &dtaking the films between the
two venues, which annoyed the directors of the @mélouse, but the price was a
strong argument to continue this practice. The @rdy in which they could have a

first-run programme was by submitting to the caodi offered by the renter.

On the other hand, the Paragon cinema in Caltaheteast of Glasgow city
centre, had been a music hall — the New Easteramitina, managed by Arthur
Hubner of the Britannia Panopticdhlt was then occupied by the B. B. Pictures
before it was leased to Richard Singleton in 1&Iough it seems that no trace
remains of it, it was a rather large hall seatif2p@ people. The accounts book,
kept at the Scottish Screen Archive, shows thaatlegage weekly expenses for the
year before the start of the First World War addpdo around twenty-five pounds,
of which the price paid to the B. B. Pictures fidmfhire oscillated between two and
eight poundéf3 George Singleton remembered their films were atioee months
old, and they paid roughly 7s 6d per reel for thriegts>° The accounts book

shows that the films hired for the Paragon wereeshaith the other cinema ran by

36 An incomplete series of minute books for the CiaePicture House Ltd exists. Glasgow, Scottish
Screen Archive, SSA5/22.

37 Adrienne Scullion, ‘Geggies, Empires, Cinemas: Shettish Experience of Early FilnPicture
House21, pp. 13-19 (p. 16).
%8 Accounts donated by George Singleton to the Stp8creen Archive, SSA5/26.

39 Andrew Young, ‘Family pictures’, ifrom Limelight to Satelliteed. by Eddie Dick (London:
Scottish Film Council and British Film Institute990), pp. 83-90 (p. 85).
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RV Singleton, the Premier Pictures in Burnbank.réheas a considerable budget
for posters and handbills. Singleton was a pribjetrade, as were many of the
early investors in the Scottish cinema boom. Thadran, consequently, did not
advertise in the local press, and therefore findingwhat exactly was being
screened proves impossible. However, the rangeadgpaid for film rentals
shows that a cinema lower down the pecking linddchave more options for

programming than a city-centre palace committefit$o-run fare.

4.3. Circuits

Splitting the film hire costs between two or moenues, as both the Paragon and
the Cinema House did, was a key part in the busimexlel of many exhibitors.
The ‘change-over’ (as this practice was called@mftappened without the renter’s
knowledge, and was deemed illegitimate in the trétdmmn, however, be seen as a
new appearance of a well-known principle: maxingdime exploitation of a print
by taking it to a different location and audienthkis form of localised micro-
distribution allowed cinemas in the different tieodimit their expenses and turn a
profit. There were clear advantages for exhibiwn® controlled more than one
venue. The fact that a film can be screened mamg<tiin an evening was thus an

encouragement for the concentration of ownership.

The traditional account of the development of tiaelé in Britain highlights
the importance of large horizontally-integratedibition companies (i.e. cinema
circuits), following the model of the music-halfaiit. In this narrative, a few
English companies established during the earlysyehthe cinema boom became

the financial bedrock of the British film trade,dagave rise to various attempts at
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vertical integratiorf’ Some of those UK-wide circuits had Scottish venues
Provincial Cinematograph Theatres Ltd (PCT) haduPécHouses in Edinburgh’s
Princes Street and in Glasgow on Sauchiehall Stféese were large, well-
appointed city-centre venues with first-run prognaes that charged a minimum
admission price of six pence. In contrast, PrirgyRicture Palaces, a company
established in the North of England by Ralph Pengltravelling exhibitor, located
its Glasgow and Edinburgh venues in working-clasason the edges of the city
centre. Converted from music halls and skatinggiitikese venues charged two
pence for admission and showed films that wereupleoof weeks old. These two
chains had been amongst the pioneers of fixedeghéition in Scotland: Open in
1907, Pringle’s Queen Theatre was one of the ggstnanent cinemas in Glasgow,
and PCT'’s Picture House offered continuous showsnemw standards of luxury on
the high street from 1910. However, their presenc&cotland remained limited,
never reaching beyond the main cities; the Scottstues were the periphery of

their circuit, and their film booking arrangemewtsre coordinated centrally.

Burrows and Brown'’s article on the financial aspegtthe cinema boom
challenged the preponderance of the big circuiteénexpansion of permanent
exhibition, pointing out that, after a brief floshing of highly-capitalised company
formation in 1908-9, the trade was dominated byllemarivate companie®. The
Scottish exhibition trade did not undergo suchaarditic spike in investment, as the
largest circuits tended to expand only gradually an the back of already-thriving

concerns. By the start of the war, there were $uettish companies that controlled

“% Low, The History of the British Film 1906-191@p. 20-22.

“1 Burrows and Brown ‘Financing the Edwardian CineBuam’, p. 14.
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six or more venues: B. B. Pictures, Green’s, GStbtt, R. C. Buchanan, and
Bostock’s. Between them, they controlled more thiféy cinemas, mostly on the
central belt. In contrast, at least twice as magyues were owned by a company
controlling only one cinema, while almost half bétvenues were coupled or part

of a small local circuit.

Coupled venues, splitting hire costs and shuttieels back and forth during
the screenings, can be considered as the mostdas®®f horizontal integration in
exhibition. There were several such cases arouatld®d, such as Aberdeen
Picture Palaces, a relatively small company thiitnaake an appearance in later
chapters, or the aforementioned R. V. SingletoghSuodest arrangements
depended on close geographical proximity, not émychange-overs but also
because they often shared a manager. The exhihiida north of the border was
thus dominated by local companies from an earlpfpdVhile the stories of the two
largest circuits, B. B. Pictures and Green'’s, dldiscussed in Chapter 5 in the
context of their emergence as film renters, it @tv considering here other smaller
cases. Lack of programme information, unfortunatefgcludes a closer
examination of more rural circuits not centred updirst-run metropolitan venue.
There are some interesting examples, such as itiecHgitertainments Syndicate in
Aberdeenshire (Huntly, Nairn, Keith and Buckie) and. Scott’'s East Lothian
circuit (Peebles, Dunbar, North Berwick, Linlithgoand Haddington). Comprising
mostly smaller public halls, these peripheral sgatiis are an undocumented part of
the landscape of the early Scottish trade. Meamwtiie cases of the better-known

urban circuits point to the diverse character afigts, showing that the parallel
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tracks and tensions that defined early exhibiti@neralso expressed in their

discourses and programming practice.

A fruitful comparison can be made, for instancaween the R. C.
Buchanan and E. H. Bostock circuits. R.C. Buchamas an actor and theatre
owner who took over music halls and theatres imkigiigh, Dundee, Motherwell
and Coatbridge. Initially hiring from a Glasgow ten(Bendon), programmes at
Buchanan’s Edinburgh venues included prestigiags-fun films, both at the
central Princes cinema and at the more suburbanftatable family house’, the
Coliseum in Fountainbridge. E. H. Bostock was g &rccessful menagerie and
circus showman from Buckinghamshire, who had aiestewing film as part of
the variety entertainment at the Hamilton HippodedfBy 1914, he controlled at
least eight venues, mostly in old music halls aruses, all within ten miles of
Glasgow. At the Paisley Rink, the programme in 3ayd913 included second-
and third-run pictures, supplied by Butcher’s Fiarvice, an important London
distribution company that handled a wide range wiefican and Continental

brands®®

Contracting with a large London renter could bevearient for both parties:
The circuit could get films that local renters wear offering, and the renter got to
do trade in Scotland without establishing a bralocbrganise circuits. Having a
larger number of venues increased the exhibit@sj&ining power in negotiating
hire prices with the renters, and allowed themrésent fairly new films even in

suburban, low-priced venues. Furthermore, as th@nfimg chapter will show, after

42E H. Bostock’, inWho'’s who in Glasgow in 190&lasgow Digital Library
http://gdl.cdIr.strath.ac.uk/eyrwho/eyrwho0331.htimwed 2 April 2012.

3 ‘ltems of Interest’The Bioscope26 October 1911, p. 209.
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a circuit reached a certain number of venues (abigiit) it started to make more
sense to own the films again. Even though the farigeuits comprised a relatively
small proportion of the Scottish cinemas, the daihtary created was particularly
important given the relative scarcity of first-rprints. The 1913 sample shows very
little overlapping of city-centre programmes, whatggests that renters sent only
one or very few prints to Scotland. In the caseshith the snapshot shows two
prints of a new release, they were never playintpénsame city. In the four cases,
furthermore, one of the prints was being shown@ahama belonging to a circuit.

By buying their own first-run films, circuit cinersancreased the availability of

second- and third-run films further down the line.

4.4. Conclusion

This chapter has charted the development of fixiedexhibition across Scotland,
and the emergence of programming and supply pesciicthis context. It has
shown that the process tended to be cautious rtitherspeculative, driven by the
gradual expansion of exhibition concerns with rantsarlier forms of
entertainment. These differences in backgroundtesiy and available capital were
amplified by the competitive conditions of the urbaarket, which became rapidly
crowded but also fragmented. Bostock’s and Bucharases above illustrate how
local distribution practices and the competitiomiofirst-run films encouraged
some degree of concentration of ownership, butetsiled the circulation of
relatively new films to suburban, working-class gedipheral venues. It soon
became apparent that circuit owners that wanteatiact more revenue from films

they had acquired for their own cinemas could tieain out simultaneously. Once
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the link between exhibition and distribution wataefished, the dominance of the

companies that were able to capitalise on it waarge

The heterogeneity that had persisted in exhibpi@ttices was enabled and
mirrored by a diverse regional distribution sectahnjch also emerged organically
and was deeply imbricated with exhibition circuifse following chapter will start
by introducing the two main stories of temporargcass in this field, B. B. Pictures
and Green'’s, and will go on to describe the busipeactices and company

histories of the main figures in the distributie@cr up to 1915.



146

Chapter 5

Rise of the middlemen: Scottish renters in the open-

market years

Scotland [...] has many distinctive claims to what we
might term “special treatment”. Many, indeed the
majority, of the Trade houses are of purely natirigin,
for it requires a Scot to fully understand the 8sbtfolk

and their requirements.

In his study of London’s ‘flicker alley’ (Cecil Coyy where many film-related
businesses had offices from the late 1900s), SiBrown argues that a shift took
place in 1907 from the prevalence in the areaiokimatograph supply stores’ that
stocked films and hardware for sale, towards ‘thme business areas, which were
foreign film sales, the supply of equipment anadhisinings for cinemas, and film
rental.? It is only a few years into this second wave @ffifm trade that Scottish
companies came into the picture. As discussed ap@h 3, film supply for

itinerant exhibition was mostly in the hands of ipguent dealers, and Scottish
exhibitors obtained new films on visits to Londordahe North of England, from
each other on the fairground circuits, from trangllrepresentatives, or through

catalogues.

Lour Scottish sectionThe Bioscope29 April 1915, p. 379.

2 Simon Brown, ‘Flicker Alley: Cecil Court and therfergence of the British Film IndustryZilm
Studiesl0 (2007), pp. 21-33 (p. 26).
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Aside from second-hand dealing and topical wor&,3kottish film trade
was a client of London-based companies, which wetern often agents for
Continental European production companies. Whitdhsalance of trade was
never overturned, during the cinema boom and threyears the Scottish film
business developed at a remarkable rate. A grolgraf companies managed to
capture some of the profits from the expanding miaakd to support the demands
of Scottish exhibitors, while wrestling with theastging conditions of the British
and global film trade. This chapter traces theyegehrs of the most important of
these local renters, from 1908 to around 1915altswith a comparison between
the two largest regional distributors, B. B. Piemiand Green'’s, to show how their
business model was founded on an exhibition ciramid how the companies’
background in different forms of showmanship trated to the new trade
conditions. Smaller independent renters are digcugsxt, highlighting their
reliance on open-market trading and their roleuippdying exhibitors across a range
of venue types and practices. Finally, the presehbeanches of English or
international companies in Scotland is addressiedlyarconsidering the extent of
their autonomy and their relationships to the Sslotrade. These studies of the
working practices of open-market renters are mafgicriptive, but they set the
stage for a further discussion of the consequenicegpply modes for local
programming and exhibition in the following chapteor factual details and trade
press references about the companies mentionaédintapter, please open the
interactive timeline included in the CD-ROMnN{eline.html) using a web browser

with an internet connection.
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5.1. Renter-exhibitors

As the previous chapter explained, during the bgears, investors soon realised
that the joint ownership of multiple cinema venaesld result in economies of
scale and a greater bargaining power. Besideslésm the concentration of real
estate property and capital investment, a cirsudt distribution structure. It allows
exhibitors to spread the cost of film hire or fipurchase. In Scotland, the two
largest local renters of this period came fromrtrks of exhibitors rather than
equipment dealers or film producers as had beeoabe in London and, to some
extent, in the United Statdg his was unavoidable due to the client relatiomshi
noted above, which concentrated investment ant$ skithe exhibition sector. This
bias resulted in the Scottish trade being morenatigwith the interests of exhibitors
than with those of producers. Whether this alliameant that Scottish renters were
more responsive to audience demands is debatahlthebtwo partially integrated
renters-exhibitors, B. B. Pictures and Green’shigstjoyed spectacular popular

success into the 1920s and beyond.

This success was not a product of speculationaeid but of cautious,
gradual investment and expansion based on thefsolidlation provided by an
established circuit. When the B. B. Pictures sthréating out films regularly in
1910, the company controlled eight large cinemaiesnall converted from various
other uses. Two years later, Green’s Film Servias gstablished at the
headquarters of a circuit of comparable size trest st starting to invest in
purpose-built cinemas. Both companies were direlsyegexperienced showmen

who were also financially cautious and savvy. Theparison between them is

% Max Alvarez, ‘The Origins of the Film Exchang&im History, 17 (2005) pp. 431-65 (p. 433).
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particularly interesting, however, because it reterthe parallel discourses and
contexts of early exhibition which were describecChapter 3. While B. B.
Pictures had its roots in public hall shows andtémeperance movement, the

Greens were a fairground family.

Considered side by side, the cases of Green’s $@mice and the B. B.
Pictures seem to encapsulate the forces and pesctedt shaped the development
of local companies before the war. These compatoasnated the exhibition
sector, and their prominent branding means theydidighly in oral history
accounts of cinemagoing, especially in Glasgow. Miess known is their role as
distributors, but as shown above, film renting \wasssential part of the business
model that allowed their cinema circuit to thriidie extent to which their business
methods converged can be seen to illustrate thepiieity of forces that

crystallised around the institutionalisation ofezima.

5.1.1. J.J. Bennell and the B. B. Pictures, Ltd.

It is not clear how James Joseph Bennell came tovodved in the film business,
but by the time of his death in 1922 he was halgdhany as the ‘father’ of the
Scottish film trade. This was not only due to setypbut also to the importance of
the companies he directed, and to his centralinad&#ferent trade defence
organizations. His contemporaries remembered hienkaisd, charitable man, and
his interventions in the rowdy business of the ResitAssociation certainly paint
him as a measured and diplomatic professidoBannell had a background in

Temperance lecturing in the North of England, wigoles some way to explain his

* H. Victor Davies, ‘The late J.J. Bennellhe Scottish Kinema Recoi2B December 1922, pp. 2-3.
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conservative style, so removed from the flamboyamzkexaggeration of other

early showmen.

Bennell claimed to have started touring with adhipgoscope in 1897 with
modest success, before he associated with thedthddsed company, New
Century Pictures, to tour in Scotland and the NofteBngland. Working for that
company, he visited Glasgow twice a year for pubii engagements that grew
steadily longer, until in 1907 he decided to rémat ¥Wellington Palace, in the South
side of Glasgow, from the Good Templars. Bennédrlaonfessed that he had ‘a

limited faith in pictures’:

| had pinned my faith to the working classes ared th
twice nightly house, and | did not dream that the
palatial picture house, as we know it to-day, draywi
its tens of thousands of well-to-do patrons, would

ever become a realify.

This outlook meant that for the initial expansidrhis circuit, Bennell did
not invest in the building of new venues, but iast¢éook leases on large halls in
working-class areas in Glasgow, Dundee, and odveng in the central belt of
Scotland. (Interestingly, the two venues first é&zhs Edinburgh were not
successful). This low-cost strategy was a condittorihe rapid expansion of the B.
B. circuit (the initials stood for ‘Bright and Bet#ul’), which by 1910 controlled
fourteen halls, eight of which were permanent. @ther condition was that Bennell
had a satisfactory supply of films for hire, whiok obtained from Jury’s in London.

As he remembered in a very useful contributioftie Bioscopgt was

®J.J. Bennell, 'The Cult of the Cinemd'lie Bioscope20 September 1917, pp. xxii-xxv.
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impracticable for Scottish exhibitors to choosmélthemselves, as they could only
be watched in advance at the manufacturers’ offidestherefore left the selection
of the programme to his renter; although he reddikeving tried Gaumont’s service
after being approached by the Glasgow managetaofitm, he preferred Jury’s.
Even as early as 1907-8, there were noticeablerdiites between the existing

renters, and J.J. Bennell emphasized the importiregood selection.

Up to this point, Bennell probably had never boughts outright, or only
to a very limited extent, because he had starteuirbyg a complete outfit, and then,
at New Century, had become part of a circuit ofligtiall shows that shared their
film library. But in early 1908, by his own accouht was offered for purchase a

few films that he had not received from Jury’s,

and this was the beginning of the B.B. Film Service
used those films at shows | organized at [the @Glasg
districts of] Govan, Kinning Park, Springburn,
Kingston, Langside, Dixon, and Pollokshaws Public
Halls, and then obtained something more by hiring
them on to other exhibitors, such as Bob Stewart,
Thomas Haddon, and others, who were running

occasional showé.

He repeated the experiment a few times, althougst mfahe programme

still came from Jury’s. Perhaps Bennell did notéhaecess to enough capital to

6J. J. Bennell, ‘The B.B. Film Service From StarEinish’, The Bioscope20 September 1917, pp.
XVi-XVii.

" Ibid.
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switch to outright buying at that moment, becaus¢hien entered into a peculiar
arrangement with his renter: he would hire 10,304 first-run film every week,
and keep it for ten weeks. In this way, Bennelltoaled a changing stock of
100,000 ft of film, enough for at least fifteen grammes. Without actually buying
any film, Bennell was able to start building a ntele as a distributor over the two

years that he kept this arrangement.

The cost of first-run hire at this point was arotwd pounds per 1000 ft. It
is difficult to estimate how much Bennell was payitury’s, because we do not
know precisely how this price diminished over tirhat based on price tables from
another company it is possible to arrive at an @adpration. Over ten weeks, 1000
ft of film might accrue rental fees of around teupds® Since he was keeping ten
times that amount, it is reasonable to think theii®ll was paying at least a
hundred pounds a week. Buying 10,000 ft directyrfthe manufacturers, on the
other hand, would cost £166 at the top rate of faurce a foot, but when trade
discounts are considered, it is possible that tlee glid not differ that much from
what Jury’s was getting. This must have been tke,csince in 1909 Bennell
realised ‘that [he] was paying [Jury] more thanfilmas cost him’, and decided to
end the agreement amicably and start buying fos@ifi Bennell’'s belated
conversion to buying is consistent with the cawiattitude he had adopted
regarding cinema venues: he would not sink capitalmaterial assets such as

films or bricks and mortar until he was certainttihaould pay. His arrangement

8 This is based on the rental prices cited in aregibement for the Royal Film Agencihe
Bioscope2 November 1911, p.370.

° Bennell, ‘The B.B. Film Service From Start to iini, pp. xvi-xvii.
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with Jury’s allowed him to see the developmenthef mmarket and build a client

base gradually.

The experience with Jury’s also demonstrated fHdiris were needed for
long enough, as for a circuit of cinemas, thenatlmsense to buy, even though the
manufacturers’ price was around eight times as nasdhe rental fee. This fact was
the foundation of the success of renter-exhibitBrg/ing enough films to put
together a two-hour/6000 ft programme, at the steshchanufacturers’ rate, would
cost around ninety-six pounds (minus trade dis®)umthile the same amount
could be hired, depending on age and conditiobetteen six and twelve
pounds'® Therefore, if an exhibitor had eight venues topsyiand could rotate the
films amongst them, the cost of buying would beadqo that of renting a good-
guality programme for each hall, and after thethenfilms would continue to

produce revenue when leased to other exhibitors.

The challenge for Bennell in his new role as agenias to obtain a
selection of films that was as attractive as helieah getting from Jury’s. This
meant travelling to the London showrooms, andlieiglid, every other Monday,
watching film after film over four long days anduming to Glasgow on
Thursday'* This work was, again, only justified by the econesrof scale:
independent exhibitors programming for one singlk ¢ould not possibly preview
the films they would show, plus the manufactureosid not be inclined to carry on
private screenings for such small business. Wholedon exhibitors, even small-

time ones, could arrange to attend at least scawle fpreviews, only a few of the

0 «Questions worth answeringThe Bioscopel8 September 1908, p. 10.

1 Bennell, ‘The B.B. Film Service From Start to Fini, pp. xvi-xvii.
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Scottish cinema owners were able to select firaditae films they would put on
their screens. The B. B. Pictures, on the contigmgned in 1911 an office in
London to manage acquisitions, under the direafoBennell’s son, Ritsoff. He
started work after some months of practical trajnimhich consisted in observing
the audiences at the company’s halls and thodeeofdlients in Newcastle,
Manchester and Birmingham, to get an idea of ‘thesof films the public most

appreciated’*®

With the full transition to buying and renting, Beall's business overcame
its initial timidity and it was floated in 1910 #® B.B. Pictures Ltd. The
prospectus for the flotation, issued in Octobet ylear, transcribed a letter from T.
J. West (previously mentioned as the manager oiidern Marvel Company),
who had been called in to value the assets andjkiidhe film library was worth
£7629 1s 9d. He also celebrated the finding thanBk had ‘over 100 customers
on your Hire List'** The B. B. Pictures’ rental side was indeed seessful that,
in the first half of 1910, it had made a net profit2820, which was even greater
than the pre-tax profit of the eight exhibition ves for the same period. The
company attracted investors of all kinds, from¢balminer-turned-founder of the
Labour party, James Keir Hardie MP, to severabfelexhibitors and an array of

cabinetmakers, printers, and typists.

Months later, the company had opened a brancheaffidanchester,

2 The Bioscopel6 March 1911
3 Bennell, ‘The B.B. Film Service From Start to Bini, pp. xvi-xvii.

14 B.B. Pictures Board of Trade files, Edinburgh, ibiaal Archives of Scotland, BT 7670.
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to secure some late bookings, which really were the
only profitable ones — all the earlier income being

absorbed to pay for the filnt3.

A dependent relationship had been created betweedircuit of cinemas
and the renting business. Box office from the ciasmovered the costs of the film
prints, but the profit was made in renting thenctli&ntele that, according to one
source, included the Free Trade Hall in Mancheatad, places in Wolverhampton,
Sutton Coldfield, and South Wales, was unwittinggyping subsidise the first-run
films enjoyed by Glasgow audiencédowever, the economies of scale also
worked to keep prices relatively low for exhibitoasnd secured the acquisition for
Scotland of first-run prints. By 1911, the B. Bcfres were offering a film service
(a regular mixed programme) at prices from tenials to five pounds per 1000
ft.'” The company’s profits for that year reached £4738esides, the exhibition
side continued to thrive, and the B. B. Picturesalpge one of the first recognised
‘brands’ in Scottish film culture. It had managedteate a brand image combining
working-class appeal and respectability, encapsglahe ideals of ‘rational
entertainment’. It had done so by maintaining Vesiimks with temperance
movements and educational efforts scheduled ons&8uexdenings, and by engaging
very successfully with the juvenile audience. S#ayrmatinees at the Wellington

Palace could attract as many as 3000 childrenngaymly a penny each, which was

15 Bennell, ‘The B.B. Film Service From Start to Fini, pp. xvi-xvii.

16 Jack Kissell, ‘Cinema in the By-way#&ducational Film BulletirB3 (1946), pp. 22-31 (p. 26).
7 «away up North’, The Bioscope9 March 1911, p.41

18 <Away up North’, The Bioscope30 November 1911, p.657
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half the adult pricé® J. J. Bennell's public persona was crucial todtapany’s
image. He presided over the matinees personallgdning the children in a
singalong, but also had lasting connections with@Gtasgow Corporation — which
hired his show as a turn in the Saturday evenimgexts at the City Halls — and

with other civic institutions which depended on $gsvices for fundraising events.

The B. B. Pictures’ position of power in the Scsiitirade was entrenched
further by their central role in both the Scottislanch of the Cinematograph
Exhibitors’ Association (CEA) and the national aedional Renters’ Associations.
The membership of renter-exhibitors in these ogmtions was controversial
because it could lead to a conflict of interestd,Bennell’s activism and
connections were so effective for the Scottisherdmt other members rarely
guestioned his views. In the years before the B@nnell’s main campaign was
around licensing issues. Following a fire at Gaunsdiim depot which destroyed
their whole stock, the Glasgow authorities had éespd other renters’ premises.
The B. B. Pictures worked out of the Wellingtondeal itself, and the firemaster
considered it very dangerous to keep so much oskuhitrate (about two million

feet of film) next door to a hall seating 2000 ple&ﬁ

The fact that the Wellington Palace could be saiblet storing two million
feet of film gives an idea of how much the B. BctBres had invested in film stock.
By the end of 1912, they were certainly the largesting concern north of the

border. When the national body of the Incorporatsslociation of Film Renters

19The Story of the B.B. Pictures’ [1910]; Terry Blas,All Pals Together: The Story of Children’s
Cinema(Edinburgh: Edinburgh University Press, 19976 p.

20 Cinematograph Film Stores: Important report te @lasgow CorporationThe Bioscope 19
September 1912.
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created a Buyers’ Section, probably intended asxalusive pressure group to look
after the interests of the largest firms, RitsomiiB#l (J.J.’s son) was elected to the
executive’ The Buyers’ Section included only those membeth@fAssociation
that bought at least 40,000 feet of new film penthpthe B. B. Pictures claimed to
be buying that amount evemeek’? As discussed in the previous chapter in relation
to the Glasgow Cinema House and the Paragon cirtbeawere able to supply

the complete programme needed by clients in thesifends of the pricing scale,
and they were able to do so locally. For a rentéiketor like B. B. it was possible
bothto run a first-run programme in their own hallsdto hire it out, at first-run
prices, on the same days: the films were carrie#t bad forth between the halls, as
happened between the Cinema House and the Welliisitace. This way to
optimise the use of each first-run print becameeiasingly necessary with the
expansion of exhibition and the subsequent pressurempetition, which led to a
sharper pricing curve: the earning potential ohgarint dropped more dramatically
after the first week, because so many exhibitonstada first run and there were

too many prints of older films choking the markét.

Without ever really being intent on complete vetimtegration, the B. B.
Pictures had a stab at production. The productapadment was put under the
direction of Frank Storm Mottershaw, son of Frank e pioneer filmmaker who

had made the legendary 1903 thrillearing Daylight Robberyfor the Sheffield

1 The Bioscope23 January 1913, p. 243.
22The B.B. Film Hiring Service’, advertisemerithe Bioscope8 June 1911, p.466

2 Ritson Bennell, ‘The Film Industry Settles DowBucational Film BulletiB3 (1946), pp. 34-
39 (p. 36).
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Photo Cd** A topical film of the funeral of a famous illusiish Sigmund

Neuberger (‘the Great Lafayette’) has also beaibated to the company, with
Albert Bryant behind the camefaThe following year, cameraman Denver Yates
filmed an amateur drama productionT@m O’Shanteand a scenic film,.and of
Burns shown at B. B.’s Ayr cinent&.It is not known if these films were successful,

but in any case the production activities of thenpany did not develop any further.

As the cinema boom peaked, business conditionsieeazreasingly
hostile for the B. B. Pictures. Their business ficas, as described above,
depended on an open-market model where films dmeijourchased outright and
made to pay over long stretches of time. It algzedded on having privileged
access to the manufacturers in London, mediatihgd®n them and individual
Scottish cinema managers. These two conditions am@ded throughout the war
years by the growth of exclusive dealing and theett®ment of vertical integration,
especially of American firms. Although these changal be discussed in more
detail in Chapter 7, the crucial point is that mamgnufacturers stopped selling
films to independent renters, so their supply cleaitepsed. The impact on the B.
B. Pictures was severe and sudden: their compauoytror 1914 registered a loss
of trading amounting to £7337, which led to thégeation of two directors. The

Kine Weeklyspeculated that the company was very close toégili

% Thanks to Peter Walsh, who has done extensivamesen early cinema in Yorkshire and
provided me with the basic information about the Mottershaws.

% ‘Full record for ‘FUNERAL OF THE GREAT LAFAYETTEEDINBURGH’, Scottish Screen
Archive online catalogue, reference number 162(.//ssa.nls.uk/film.cfim?fid=162%iewed 4 Oct
2011].

% Kissell, ‘Cinema in the By-ways’, p. 27; ‘Away iorth’, The Bioscope8 Aug 1912, p. 413.

27‘The B.B. Pictures, Ltd.’Kinematograph Weekly January 1915, p. 40. From Sydney Carter's
scrapbook, West Yorkshire Archives 46D/84.
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In fact, the company held on, and tried to get theobusiness of exclusive
renting, by acquiring the rights for relatively raimproductions and for some serials.
They probably tried to keep their old film stockdinculation, offering ‘cheap
subjects to suit the smallest h&fl'Tom Gilbert, the manager of the Crossgates
Picturedrome (whose correspondence is discussed extensively in other
chapters), maintained his custom until the enanasy other small-town
independent show owners must have done. But ireSdqar 1917 J. J. Bennell
retired from renting and sold all his stock andldiscustomers to a new company,
Argosy Films. The exhibition side of the B. B. Riets continued to operate and
indeed to thrive; although J. J. Bennell died i22,3he company was only

dissolved in 1971.

5.1.2. Green’s Film Service

The early history of George Green'’s involvementhia film business has been
recounted in Chapter 3, where his quick rise agrgrbund proprietor and bioscope
exhibitor was charted. Having acquired his firgefl venue, the Whitevale Theatre
in the East of Glasgow (close to the Carnival gdjum 1902, Green’s circuit grew
steadily until its heyday in the late 1920s, whiecontrolled twenty-four cinemas in
Scotland?® The expansion had only really started in 1911t dsi8ennell stuck to
leased halls as he waited to see if cinema wassimpfad, Green continued
travelling the fairgrounds and exhibiting in hisgnéicently decorated bioscope
booths until 1914. Only when he was assured, thrdus experience at the

Carnival, that there was a permanent, sustainaat&ehfor pictures did he start

28 Advert, The Bioscopel April 1915, p. 18.
2 Janet McBain, ‘Green’s of Glasgow: ‘We Want "U™ |rFilm Studiesl0 (2007), pp. 54-57 (p. 56).
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investing in bricks and mortar. And there was nadity in his plans: Green set out
to erect huge purpose-built cinemas, initially vitie expertise of John Fairweather,
an architect who had done work for Carnival streegusuch as a switchback

railway.

Like Bennell, George Green opened most of his casmcalled
Picturedromes — in working-class areas, and offerecadmission prices. He used
to buy a large amount of films for his fairgroungkoation, but by 1911 he was
renting them from others, including Jury’s and Bendon Trading Company

(which will be discussed in the next section). Then

demands for his increasing number of halls, and the
fact that other showmen solicited his help in pigki
their programmes, brought him face to face with the

necessity of becoming his own rent&r.

Green'’s Film Service was launched in February 194#&n George Green
controlled eight cinemas. This mirrors the casthefB. B. Pictures, and confirms
that eight was the minimum number of venues forciii made more sense to buy

films outright.

Starting, as it did, in the midst of the cinemaino&reen’s Film Service
expanded rapidly, soon outgrowing its initial preed in the Whitevale’s winding
room. One of George Green’s sons, John Cyril, waharge of the hiring
department until his death of pneumonia in Junet18lwas at this point, on the

eve of war, that George Green decided to get otiteofairground business

30 ‘scottish renter’s rapid riseThe Bioscopie 29 April 1915, p. 459.
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altogether, so that his other sons could ‘stayoatéto assist with my other
business’. This frankly worded advertisement oced full page imhe World’s
Fair of 4 July 1914, and in it George Green declaretiahais fairground
equipment, ground leases and routes were for Baie.was a good moment to
leave the fairground trade, as it was to be seyewgtailed by wartime restrictions
(especially on fuel for the engines, which wereoame cases requisitioned by the
military); but in hindsight it cannot have beenand moment to make a sale. In any
case, the expansion of Green’s circuit and rerdityities continued, so that in
May 1915 the Film Service, now under the directbirred Green, moved to more
central premises. At this pointhe Bioscopelaimed that the firm had ‘over a
hundred customers having complete programmes’{taee motor cars to deliver
the films to then?! It is tempting to think that the proceeds from saée of the
fairground engines were invested in the motor ¢&sh a swap would crystallise a
change in film transport methods that became msinifering the railway strike of
1919, when distributors, in a rare display of tradéy (and unapologetic strike-

breaking), pooled resources to move their filmsdad>?

George Green died on 17 November 1915. At that mgniige assets he left
were valued at £38,393, almost two-fifths of whathiresponded to the cinemas he
owned, their fittings and stock. Most of the rena@ncorresponded to ‘household
property’ in Bolton and Preston, and real estaterigland®® After his death,

business was carried on by Fred and Bert Greerthbdirst years of war proved

31'Scottish renter’s rapid riseThe Bioscople 29 April 1915, p. 459.

%2 Prince Bendon, ‘A message from the found€ihema Club (Glasgow) 1919-1948boklet at
Glasgow Museums collections, PP 1975 197.9, pp.2-3.

¥ ‘George Green deceased. Balance sheet ad'aldember 1915'. Typescript, n.d., Scottish
Screen Archive, 5/8/35.
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difficult, with the company registering losses Bil6 and 1917. Their trading
account for the year ending on 31 March 1918 shawatthe company was on the
mend, and provides a good illustration of the eaaine of renting at that

conjuncture®

An important caveat regarding the following dataveh from documents
prepared by the accountants of Green'’s truste@sé#ie new incorporation of
George Green Ltd in 1918, is that it is not clehether the ‘Purchases’ line
includes other things apart from films. My hypotises that films must at least be
the main component of that item, because many etkggnses (from carbons to
stamps) are itemised separately. With that in rrtimel accounts show that the
‘purchases’ for the fiscal year 1917 amounted b, &27 (that is, if my hypothesis
is right, the amount of film bought by Green’s).eltiotal drawings from the Film
Service were £30,675. Of this sum, the supplylof fo the company’s own houses
was valued at £6298. This must be taken to bedbeaf supplying a year’'s worth
of films to thirteen cinemas. The circuit had draaymost five times that much in
box office takings, and it showed very good margwen after wages and other
expenses are considered. In contrast, when theteapply to their own houses is
deducted from the drawings of the Film Service,l#tr turns out to be about five
hundred pounds in the red. This shows that afpibiist the renting side of the
operation depended on exhibition to stay in prdfitis imbalance increased during

the following year, when income from the Film Seeviiropped by 18 per cefit.

3 George Greens Trustees. Greens Film Serviceuti¢iouses and Carnival. Trading and Profit
and loss account for year ending'3darch, 1918.” Typescript, n.d., Scottish Screenhive, 5/8/35.

% ‘Copy of draft. George Green Ltd. 182 Trongateasgbw. Trading and profit and loss account for
year ending 31March, 1919.” Typescript, n.d., Scottish Screenhfre, 5/8/35.
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The bulk of Green’s trade was in open market prognas, even as the
industry trends turned away from them. Through ficein London, staffed by
Green’s trusted colleague Mr Dearden, they boughbdour prints of the most
popular titles. Green’s advertising continued tpesgd to regular customers through
the provision of open-market films on differentqaribands. As late as 1917, the
company claimed to have bought 1,250,000 feet ehaparket films over the
previous year, and offered a twice-weekly changevofreel featured® (The
amount purchased may have included the whole stbEkbbert’s, an early
Bradford renter bought out by Green’s in Octobet6)3’ Green’s continued
dealing in shorter films resulted from the factttbame of Green’s cinemas still
presented ‘variety’ programmes at a time when festwere starting to dominate.
Indeed, in théioscope Annudbr 1915, Green’s cinemas were listed as presenting
live variety items alongside the films, althougfstpractice seems to have been

occasional and restricted to few of the venues.

The same source allows for a comparison betweean@rand Bennell's
circuits at that point, with both companies listimgelve permanent venues each. As
Figure 11 shows, both companies concentrated alegiities in Glasgow, with
Dundee as a secondary stronghold for the B. BuRtist Green’s circuit reached
into Stranraer, Ayr and Irvine on the west coast, #® Leven in Fife on the east.
This pattern becomes understandable in the ligtiteofairground routes sketched

in Chapter 3, which included all of those locatiofise west-coast bias may also be

36 Advert, The BioscopéScottish section), 11 January 1917, p.181; Adiiére Entertaineiol 4
No 177, 17 February 1917, p.8.

3" Trade jottings’, The Entertainel/ol 3 No 158, 7 October 1916, p.11; McBain, ‘Mitdihend
Kenyon'’s Legacy in Scotland’, p. 115.
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a result of the continued links of the Green famailth Lancashire. They owned
substantial real estate in the Northwest of Englamduding Farringdon Park on
the outskirts of Preston. The two companies hald hatelative proximity in three

working-class areas of Glasgow: Govanhill, Bridgesamd the Gorbals.

The Scottish cinema chains:
Green's and BB Pictures in 1915

@ sathgate
. ©@ ajrdne 3

Ayr

Venues in 1915 Bioscope Annual
@ BB Pictures
@ Green's

Stranraer
A \(\4 2 @“‘}M

Figure 11: Green’s and B. B. Pictures’ venues in 1%

Source:Bioscope AnnuglLondon: Gaines, 1915§lasgow map:Ordnance

Survey County Series 1:10560, 1910. © Crown Copyrasnd Landmark Information Group

Limited (2012). All rights reserved. Supplied byiial Digimaphttp://digimap.edina.ac.uk/

A look at the programmes offered by some of Greemismas on Thursday,
8 January 1913 (the first ‘snapshot’ date, alredidgussed in Chapter 4), can give
an approximate idea about the circulation of filmthin Green’s circui(Table 3
The newest film was being shown at Govan. The stoom was at Irvine, and then
it might pass to other Glasgow cinemas before gtwrigeven and Rutherglen. This

is only a very rough indication of a hierarchy, &ese bookings would be subject to
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demand from other exhibitors, the number of pragguired, and to formed ideas
about what was suitable for different audiencesgRrmmes were unlikely to pass
to the next venue intact; there was a constantegsoof re-arranging and
substituting that could only be understood withchmbroader collection of
exhibition data. This is impracticable at the momént as more and more
newspaper sources get digitized and become se#chtakill not be long before

such endeavour is feasible.

Table 3: Films in Green’s venues on 8 January 1913

Town Venue Title Release date
Glasgow Green’s Govan Forest ranger 1913-01-05
Picturedrome

Irvine Green'’s Picturedrome | Private Hector 1912-12-26
Rube’s mistake 1912-12-19
The alibi 1912-12-18
A child’s devotion 1912-11-24

Leven Green'’s Picturedrome | Nick Winter and the stolen | 1912-12-14
favourite

Rutherglen Green’s Pavilion Sins of the fathers 1912-07-04

If it is hard enough to get a notion of how filmewed within a circuit, it is
much more difficult to examine the broader circialatof these prints through
Green’s Film Service, particularly in regards teopnarket films. Who were the
‘hundred customers’? Unless some new archivesrararthed, this question cannot
be answered. What can be said is that Green’s owuitovas itself hierarchical,
and it accommodated films of different ages frotease date onwards. Because
Green’s cinemas were located outside the city eetitey did not face the same

intense competition as other venues, but were glacdirect rivalry with the B. B.



166

Pictures. Programming strategies are likely to hewadved in response, but these
are impossible to explore in more depth becauskeopaucity of surviving B. B.
handbills. It is worth noting, however, that thése companies’ policies of
exhibiting their new acquisitions in their own dirtcfirst, together with their
concentration on working-class districts, meant ilhaas possible to see the best

and newest films very cheaply in some of Scotlasdisurban and small-town halls.

Green'’s continued support of open-market, mediumgile films was a
dangerous business strategy. As discussed in sigeatdhe B. B. Pictures, high
demand for first-run pictures created a glut inrtierket so the rental price dropped
rapidly. Green’s boasted about the number of pthrty had ordered, in particular
for serials. This reflected the interesting positad serials during the transition to
feature programming; serials could take the rolfeafures, bringing into the
programme a strong, well-publicised attraction withdisrupting established
practices. As Rudmer Canjels has argued, seriaks aveeparate film form that co-
existed with the feature, but that was in tensidth W because serials retained
greater flexibility and were more adaptable toribeds of exhibitors in different

contexts®

While maintaining this foothold on the open mark@&teen’s were
nonetheless moving with the times. In order to ¢teuthe drawbacks of open-
market oversupply, early in the war years the compged become exclusive
booking agents for Nordisk features, the first seaes of deals that allowed

Green'’s to keep a stake in the exclusive markeerlen, they regularly acquired

% Rudmer Canjeldistributing Silent Film Serials: Local Practice€hanging Forms, Cultural
Transformation Routledge Advances in Film Studies (New York ahihgdon: Routledge, 2011),
p. 23.
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exclusive rights for the Red Feather and Blueleatdres marketed by Phillips, and
in 1917, Green'’s received £780 by commission astager Samson films, and
were handling Phillips exclusivé&But these were relatively small fry. Two deals
closed during 1917 attempted to strengthen the aogip position in the changing
market. At the beginning of the year, they becagents for Triangle, the
pioneering Hollywood studio that employed Griffi®ennett and Ince, as well as
Mary Pickford, Douglas Fairbanks, and Roscoe Arbei¢kTowards the end of the
same year, they acquired the rights for the soafibt-new Mutual films, also

known as the ‘million dollar Chaplin§”

In the last year of the decade, Green'’s failed aiema profit, but the
drawings from the Film Service were up and the obgturchases down, helping to
close the gap that had opened before. On the bérat, drawings from the picture
houses had risen much more sharply, but wage isesdaad absorbed part of the
revenue[Table 4] The company was constituted as a trust to given&iieh security
to the Green brothers and sisters who had inhétjtadd it continued to thrive,
although renting played an increasingly minor péthe business. A similar fate
befell the production department, which producegwasreel from 1917 to the early

1920s.

%9 Trade jottings’, The Entertaineiol 4 No 175, 3 Feb 1917, p.10; ‘George GreensfEes.
Greens Film Service. Picture Houses and Carnivaldifig and Profit and loss account for year
ending 3% March, 1918." Typescript, n.d., Scottish Screenhfre, 5/8/35.

“° The Bioscope26 July 1917, p.348
1 The Bioscope29 November 1917, p.97
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Table 4: George Green, Ltd. Extract from trading ard profit and loss accounts.

Paid out Yearto 1 Apr 1918 Yearto 1 Apr1919 Year to1 Apr1920
Purchases 24847 30975 26369

Carriage 731 1006 1266

Wages 16993 22026 31408

Producing 579 1645 2496

London films acct 2915 10589 2900

Drawings

Film Service 24376 19904 21990

Picture Houses 31428 38049 52238

Gross Profit/Loss -118 5580 -4228

Source: Summarised from accountants’ reports, kept at twdtiSh Screen Archive, 5/8/35.

All amounts are in pounds.

In 1927, Green's Playhouse opened in Glasgow alaithest cinema in
Europe and proof of the strength of Scottish exiuibi** Given the vast differences
in the growth rates for Green’s Picture Houses@rekn’'s Film Service already
evident in earlier accounts, it is hardly surpmsihat by then the company had
given up on distribution. The parallels with theB.Pictures are striking, as they
show the retreat of even the largest local comgaoi@ards the ‘retail’ end of the
film business as a rational strategy, dictated bgtthe rising popularity of cinema

and by the changes in trade methods that preveetgahal renters from owning

2 McBain, ‘Green’s of Glasgow’, p. 56.
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film prints for exploitation. For the B. B. Pictigand Green'’s, exhibition was so
profitable that reinvestment was directed to buildliarger, grander cinemas rather
than production facilities. The incipient bottom-ugrtical integration that had been
essayed was abandoned and the client relationsiipltywood and London

consolidated subsequently.

5.2. Independent renters

Although the B. B. Pictures and Green’s Film Sexvicere the largest of the early
Scaottish film renters, they were not the first. Bdstinction lies with William John
‘Prince’ Bendon, a ventriloquist who had given sdm@scope shows in the late
1890s, but had started dealing in films in 190@idky, he worked from his own
home in Cathcart Road in Glasgow’s South side,aateld as an agent for A.D.
Thomas and for Jury’s, which, as mentioned abaygpléed J. J. Bennell’s halls
before the latter started buying directfyin these early days, Bendon hired out
complete bioscope equipment kits and dealt in ptojs and accessories as well as
films.** Through these activities, he built long-lastirestivith many of the Scottish
cinema pioneers, including A.E. Pickard, Georgee@Grand Harry Milne at
Hengler's Circus, as well as Benn&lPickard, the flamboyant manager of the
Britannia Panopticon on Glasgow’s Trongate, seentwmve been a close friend,
and Bendon had shares in his company, as mentiorikd last chapter. Thus,
although the Bendon Trading Company did not havexibition side, it did have
privileged access to Pickard’s growing cinema cirtuGlasgow and suburbs, and

Bendon’s exclusive films were frequently shown éher

*3Jury’s Pictures (Scotland) LimitedThe Bioscop@8 January 1915, p. 369
4 Glasgow’s Oldest Renting FirmThe Bioscopes May 1915, p. 559-61.
“ST. A. Blake, ‘Prince BendonEducational Film BulletirB3 (1946), pp. 31-32.
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Bendon'’s background and his contacts in the livergminment business
meant that the company was more likely than otteessipply films for music halls
and theatres. In 1911, for instance, customerseoBendon Trading Company
included the Century Theatre in Motherwell, the dtine Royal in Coatbridge, and
the Alhambra and the Zoo in Glasg8Bendon supplied complete programmes
for these and other venues, and became known nasstlyoviders of regular open-
market fare. The company marketed mostly Americands. The MPPC brands,
and especially Lubin and Vitagraph, were explo#ggtensively by the larger
Scottish renters, and their films could be obtaifreth B. B., Green’s, Bendon and
Gaumont. These productions, sold to the Britisnaparket by import agents such
as Markt & Co, formed the back-bone of Scottishileiion: the 1913
programming snapshot, for instance, shows twelgatitiable Lubin films being
shown from Aberdeen to Dumfries. The newer one®\waécircuit venues, such as
Green’s Glasgow Picturedrome and R. C. Buchanaolis€lim in Edinburgh.
Because the renter-exhibitors, that is to saydhgel circuits, showed their own
prints first run, independent renters were cruiakxhibitors that were trying to

programme first or second-run films against contjetifrom circuit venues.

While the clients of the B. B. Pictures and Greesaia/ an advantage in
hiring from circuit-owners, because they could guee first-run films on
reasonable rates, the combination of exhibitiondisttibution was contentious.
Showmen working in the same locality as renter{giktiis complained that their
suppliers were at the same time competitors, aeygwould keep all the newest

and best films to their own houses while only dating lesser titles. Making a

“6«Away up North’, The Bioscope21 September 1911, p.615
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virtue out of necessity, independence from extuhiinterests was one of the main
selling points for the smaller companies. UniteldhBiLtd, a short-lived company
established in December 1910 by ex-Bendon empldgeees Bowie, made a point
of it in their advertisement: ‘we are not showmei d&re the best servants of

showmen™’

The tension between independent renters and rerkeipitors peaked
around December 1915, in connection with the folonatf the Scottish Renters’
Association and the question of exclusive and tireating. These were
contentious issues because some renters were nversead in the open market than
others, and sided with the producers or the exdribidepending on what suited
them. Initially, those renters that specialisedopplying a ‘regular programme’,
such as Bendon, were committed to the open markdehand tried to keep a stock
of single- and double-reel films. One of the stdngrmpponents of the Renters’
Association was Jack Carlton Baker, a maverickereand local sales agent for the
Kine WeeklyBaker’s advertisements irhe Entertainedeclared: ‘Il am not on the
panel [the Renters’ Association]. | mind my ownibess and give best value for
money’#® Around the same dates, Baker published a pamehtited The silent
drama seemingly an invective against the Associatidmctvl have been unable to

trace.

Baker’s business worked on similar lines to Bendokfe supplied regular
programmes, and in particular offered a cheap sumafternative, entreating

exhibitors to ‘Say what you caxrFORDto pay for your Summer Programmes —

47 Advert, The United Films LtdThe Bioscopel5 December 1910, p.56
“8 ‘Trade Jottings'The Entertainel/ol 3 No 123 5 February 1916, p.9
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JOIN THESCOTTISH SHOWMENS SPECIALLY SELECTED SUMMER SERVICE™® He also
provided posters, tickets, publications, and sopaguires. Baker’'s main selling
point was lower prices, and therefore his marketwag not directed at first-run
exhibitors. The argument was that newer films ditmean better films, and that it
might be better for a show to get tried-and-teftets that had been selected with a

certain kind of audience in mind:

Let the man down the road run releases and pay big
prices. You pay the small price and get the “Bdst”.
takes a little time to know the “Best” amde

RELEASE HOUSE CANNOT GET THEM ALL
Do You Ever Think of This?

Every film has been viewed and is booked to you by
the viewer. No matter what class of subject you ask

for, you obtain it here to suit your patrons.
Y OU CAN PAY DOUBLE AND FARE WORSE®

Baker did indeed travel to London himself to viemd@uy films. However, his lack
of capital meant that he turned increasingly towavdrking as a booking agent.
The same advertisement quoted above showed thatr Bak an agreement with
the North Eastern Film Service, from Sunderlandn&mage the Scottish bookings
for some Motograph two-reelers and the early IMRdee, Traffic in SoulsSuch

ad-hoc collaborations were common, although theyhtmot have involved

9 Advert, Jack C Bakefhe EntertainerVol 1 No 27, 4 April 1914, p.10
0 Advert, Jack C Bakefhe EntertainerVol 2 No 58, 7 November 1914, p.8
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anything more substantial than reciprocal reprediemt, as when the newly-formed
United Films boasted of having agents in Belfagiwiastle, Leeds and
Middlesbrouglt* In Baker's case, he was the last in the sequehsebsletting and
sub-dividing territories that characterised theiteiggs of exclusive renting, of

which more will be said in Chapter 8.

5.2.1. Small-time Exclusives

As early as 1911, the lower end of the exclusivasket was appealing to renters
with little capital, since it allowed them to start operation without buying any
films. Around the demise of United Films at the efdhat year, one of its
associates, a Paisley exhibitor called Arthur \iyigegistered Vivian Pictures Ltd
with a capital of £2500, and the avowed intentmsupply exclusives from
Andrew’s, Jury’s, Kinematograph Trading Co, Monopot Walturdaw? As the
supply of open market subjects started to dry iadgpendent renters sought refuge
in niche or cheaper exclusives. Baker had beenndgial two- and three-reeler
exclusives from relatively minor brands such as &swContinental, Band C, and
Broncho, and he later assumed the representatidfreftning’s Film Service and
for Lucoque productions. He developed a portfofi(paturizations’, comprising a
few dozen feature films mostly based on plays akpwhose authors were
mentioned in the publicity matter rather than thedpction company. This was
understandable, given that most of these filmdgrigtie-known brands and
featuring no stars; by 1916, they did not soundreappealing proposition. These

were the kind of ‘exclusives’ that other renterargtied because they relied on

51 ‘Away up North’, The Bioscopel8 May 1911, p.305
°2‘Away up North’, The Bioscope23 November 1911, p.575
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moral scandal for attention. For Baker, howevezséh‘film plays’ allowed him to
offer exclusive feature programming to exhibitdrattcould not afford it otherwise.
Furthermore, he introduced (for Lucoque’s productd Rider Haggard’'$he the
notion of ‘sharing terms’ or percentage hirftign order to motivate an exhibitor to
book a film of dubious appeal, the renter offerstodake a flat rate but a set
proportion of the box office. This is, broadly, thgstem that is still in use

nowadays.

As late as 1917, the Bendon Trading Company cdilldeast of buying
thirty new open-market subjects in a moritibiowever, William and Samuel
Bendon, who were now running the business after tatner’s retirement, had
noticed the changing conditions and had alreadyestdo carve a new niche market
that would allow them to stay in business. The canyfs experience in handling
films for legitimate theatres, and their persor@lmections in that field, led to a
strong position handling ‘super’ features latettia decade. D.W. Griffith’8irth
of a Nation(1915) and Thomas InceGvilization (1916) were amongst the big
films handled by Bendon for Scotland and four nemthEnglish counties. Titles
like these were first road-shown outside the regtileema circuits and using
different distribution patterns, and could benffim being handled by a smaller
company that could work more closely with exhitstdndeed, through the spatial
hierarchies of sub-letting, the exploitation of lsfiilms was handled in a very
localised way. The letters of Tom Gilbert, the Fafenibitor that has been

mentioned in previous chapters, show him organibmkings ofCivilizationin

%3 Advert, Jack C Bakefhe Entertaineiol 3 No 129, 25 March 1916, p.8-9
** Trade Notes and NewsThe Bioscopel February 1917, p.510
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1918 for his own halls at Crossgates and Lumphibanalso for other exhibitors in
Dunfermline, Bannockburn, and Kinross, at distarfo@® four to twenty-five

miles approximately to the north and west.

I will come back to the chaotic market of cheaplesiwe renting in Chapter
8. This introduction, however, gives an indicatairhow trade conditions were
changing around the start of the War, squeezinggaddent renters, and their
clients, out of the open-market supply chain. Tdikife of the smaller companies
(only Bendon survived) confirms the extent to whilsl rental trade was in thrall to
exhibition circuits. Furthermore, at least parthed blame for the collapse of these
companies can be attributed to their unsuccestirhats at vertical integration
towards production. Some of Scotland’s earliegirésfin narrative filmmaking
were the product of the budding ambitions of tHeses, and their failure must be
considered another factor in the imbalance of pdwe¢ween exhibition and

production that became a feature of the regioiral dulture.

5.2.2. Independent renters as producers

The demise of United Films Ltd was acceleratedheyrtonly claim to fameRob

Roy, a three-reel production shot during the summer9dfl in the Clachan of
Aberfoyle, Perthshire, and directed by Arthur Vividhe production probably
received some support from the English firm, BatWetion Photography, which
also undertook its distribution south of Leeds. €ameraman, Danver Yates, was a

Barker employee who later went to work for the BPR:tures® Rob Roycan be

% Letters (wet copy). Tom Gilbert to: Fraser andr@liahael, Dunfermline (29 July 1918); Mrs
Paine, Kinross (14 October 1918); James StepheBsomockburn (15 October 1918). NAS
SC36/79/18 pp. 314, 339, 341.

%% Kissell, ‘Cinema in the By-ways’, p. 27.
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considered the first Scottish feature, and it veagjér than almost any other British
film up to that point. It was shot entirely outdspand featured a well-known cast
including John Clyde, who was already famous igestaroductions of the same

story.

In 1915, Jack Baker followed on Bowie’s footstepd atarted a production
company, the Scottish Artistic Film Producing Compdlts first exercise involved
the cameraman, G. E. Brown, filming down the ri@yde for the launch of a P&O
liner, the Kashmir. The first planned release Wid®' crests of Scottish regiments’,
in early 1915, but the first film actually screenatithe Hillhead Salon, wasch
Lomond in early spring430 ft, tinted and toned, camera by G. E. Brov@ther
films covered Lanark and the Clyde falls, GrantawmnSpey, and Loch Awe. The
films were released on the open market, and (iorthet least) could be obtained
from other renters’ Considering Baker’s fractious relationships witk ¢olleagues,

it is hardly surprising that the production effasas short-lived.

Bendon had long had an interest in camera workpanduced some local
topicals and advertising films. He is credited witkving established a studio in a
disused tramway depot at Rouken GigA film was shot here by the Ace Film
Company in 19184 Cotter's Saturday Nightafter Burns’ poem), starring a
Yorkshire-born star of the music hall, Etty Thompsw ‘Vonetta’>® This was

followed by The Harp Kingn 1919, although the level of involvement Benda h

®"‘Cinema Chit-Chat'The Entertaineiol 2 No 70, 30 January 1915, p.5; ‘Cinema ChiaCHThe
EntertainerVol 2 No 73, 20 February 1915, p.Advert, Scottish Artistic Film Producing Cdhe
EntertainerVol 2 No 83, 1 May 1915, p.6; ‘Cinema chit-chathe Entertaineiol 3 No 108, 23
October 1915, p.5

8 T. A. Blake, ‘Prince BendonEducational Film Bulletir83 (1946), pp. 31-32 (p. 32).

9 Amy Dawes, ‘The female of the specigSarly Popular Visual Culturé.2 (2007), pp. 127-150 (p.
146).
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in these two projects is not clear. Ultimately, dlusions Bendon had of breaking
into film production were left unrealised. He be@athe founder of the Glasgow

Cinema Club and his sons continued to run the kssinntil the late 19368,

It is hard to know how successRbb Roywas, but by 1912 United Films
Ltd seemed to be no more, and a new company, eddxt one Hugh Bowie, had
been established at the same address under theafdihe Glasgow Films Ltd.
This too had disappeared from the Post Office thrgdoy 1916. Hugh Bowie was
then running the Bo’'ness Town Hall cinema, and &aBwvie managed another
hall at Bannockburn. Their trajectory followed aifar track; the structure of the
film industry made it extremely difficult for mediusized local companies to
succeed in production or distribution, while extidn continued to provide more
secure returns. But the lowly positions they fotmeimselves in after very
ambitious starts also illustrate the significantéhe transformation of film trade

over less than a generation.

After his stint as a feature-film director, Arthdivian spent some time as
the appointed representative for the New CenturiuRes, and then set up a new
company, Scottish Film Hiring Co, which was mor&pted towards equipment
and cinema-building accessorfésdowever, in 1914 Vivian had gone to
Coatbridge as manager of the Pavilion, and in I#l&®und himself unemployed.

When the reporter fofhe Entertainetransmitted Vivian's request for a job ‘that

80 Bytler, Eamonn. ‘Biography of ‘BENDON, William JohPrince”. Scottish Screen Archive
website http://ssa.nls.uk/biography.cfm?bid=100®%wed 3 Oct 2011]

61 ‘Away up North’, The Bioscope4 April 1912, p.45The Bioscope5 September 1912
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would give him a free hand’, it was with scepticismethods which would have

carried one through yesterday cannot apply totfay’.

5.3. Branch offices

When the Scottish Film Renters’ Association wasiteé in 1915, five of the
seventeen funding members were not, strictly spealScottish film renters. They
were branches of companies with headquartersfierdift parts of England. Branch
companies, and travelling agents for English congsarcontrolled a substantial
part of the Scottish trade from its inception. Atdtiction in terms of working
practice must be made between these agents amtds.eBome companies such as
Ruffell’s appointed local representatives, or saetr own to Glasgow and
Edinburgh every so often, in order to meet withieitars and make bookinds.

But these agents simply relayed the orders babkaolquarters. Often operating
out of a hotel room, they did not have film stogk$&cotland and their autonomy
was very limited; they acted simply as a salesdoftie cases | will mention next,
on the other hand, represent more established fiinich opened a branch office,
kept films in storage for use within the regiondarvere able to provide preview
screenings. In these companies, the local manhgdrautonomy and were well-

known figures in their own right.

%2 Trade jottings’, The EntertainerVol 3 No 141 10 June 1916, p.13

% These travellers called in to cinema managers syittopses and brochures, often driving a hard
sell and using the competition between neighbowemges to persuade managers to book
expensive first-runs or exclusives. The job oféting agent had acquired such a reputation tiet t
Leeds exhibitors, for instance, were trying todduice a standard contract form so that deals agreed
with travellers were honoured by the renters, stheg had been known to scrap agreements if a
better offer appeared later. “A Leeds conferen@nt&s and exhibitors meet in friendly discussion”,
The Bioscope22 February 1917, p791.
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The first company to establish a branch in Scotlead Gaumont, which
had offices at Glasgow’s Trongate by September 1868 probably since 19083.
This was a British affiliate of the French manutaet, with A.C. Bromhead
installed as London director. They saw themselges elearing house and billed as
‘The Scottish Film Bureau’. Through their marketimigequipment, in particular
Chrono projectors, they came into contact with mainghe pioneering exhibitors.
However, as J.J. Bennell recalled, they could ivaays deliver on their promises:
he had switched his supply from Jury’s to Gaumaiut'sa short while, after the

manager, Fred Gent offered

that | should see in advance in Gaumont’s showroom
at Glasgow practically all the films issued, andwdd

have the choice of selecting my own progranime.

Bennell found that Gaumont were not in fact ableupply the range of
films he expected, and went back to receiving asptected programme from
Jury’s. Over time, Gaumont was able to expandatalogue by striking distribution
deals with smaller production companies. But ifieibrs were to be able to select
their own programmes, this meant that the compaiytt keep a large stock of
films. With at least seven branches throughoutarjtand its own factory for
striking positive prints, Gaumont was in a unigusipon to do that. From 1911,
the company offered a cheap film service, fromgtaifiings per 1000 ft, in which

exhibitors could make a selection and were guaeate get all the films they had

®In September 1909, the manager, Fred Gent, wasteepto have presented the Shackleton films
at Balmoral by Royal command (‘ltems of Intere$t\e Bioscope30 September 1909, p.9).
However, J. J. Bennell's reminiscences suggestiieabranch existed in 1908.

®53.3. Bennell, ‘The B.B. Film Service From StarFinish’, The Bioscope20
September 1917, pp. xvi-xvii.
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requested® This was not possible for local renters that migfty own a limited
number of prints (usually just one), and had tdhsbor best to replace the requested
films that were unavailable for other suitable origss flexibility, low prices and
continued support for shorter films made Gaumagmbaular supplier with
managers of smaller halls. As late as 1917, Gaumaststill releasing two

programmes of comedy shorts by assorted Americdependent brand$.

It was on a change night — a Wednesday, whenalilths on hire were
returned to the renters’ offices to be checkedmigét and dispatched to the next
engagement in the morning — when a fire broke m@aumont’s film store in the
heart of Glasgow, destroying the whole st&tRespite this, and a previous
burglary, Gaumont continued to thrive, moving tevr@remises in April 1915. The
new place had, on the ground floor, a suite oteffifor the manager, assistant
manager, cashier, and ‘each of the programme ¢ldrsides the enquiries desk,
phones, typing pool and counting house. Programerkscwere the main actors in
the actual process of distribution — selecting edagroup of films, keeping tabs
on each cinema’s orders, and keeping up with thekiseeleases. In the basement
floor, there was a projection theatre, the filnrage vaults, the poster store,
facilities for examination and repair of the filf@swork often entrusted to women),

and the packing and dispatching rooms. These Wiitenations of distribution and

56 Advert, Supplement tohe Bioscope24 August 1911, p.xiv-xv.
87 Advert, Gaumont Film Hire Servic&he Bioscope4 January1917, p.22
%8 The Bioscope22 August 1912.
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the planning of the office space can give somecattn about the kind and level of

employment that renters creaf&d.

An important part of Gaumont’s output was the nessGaumont Graphic
which had started in 1910. The Glasgow branch, whad developing and printing
facilities, worked in the production of local neitsms and films of local events for
particular exhibitors. In these two lines of workewsreels and local topicals —
Gaumont had a competitor, also of French origia:almighty Pathé Freres. In
many other respects, nonetheless, the two compariesvery different. The main
point of divergence was that while Gaumont wa®riitain, mainly a distribution
company with only a tentative stake in fiction fiproduction, Pathé was a
manufacturer’'s agency. Despite its director’s régeattempts to rein in the British
open market, up to 1913 Pathé films had been tradedgular releases. However,
at the start of that year, Pathé announced theydwatap selling to renters and do
their own distribution instead. To this effect, yreequired the premises and staff of
Fenning’s Film Service in London and Leeds, anchsafterwards opened a
Glasgow branch on Miller Street. A manager, Jolwelp was sent up from
London, and Andrew Reid was hired as a travelleyer later, the number of staff

was said to reach twentf§.

Pathé did not distribute other companies’ filmgj Aad stricter policies on
renting their own. By the time they switched tcedirrenting, their films already
occupied a strange position: they stood apart fiegular programmes. Pathé did

not emphasise the offer of a complete programme&aasnont did, because their

89 ‘Gaumont’'s New PremisesThe Entertaine®:81, 17 April 1915, p.5.
0:Scottish Notes'The Bioscoped April 1914, p.175
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stock could not support it. On the contrary, thegnpoted more distinctive product
lines such as travel and animal films, comedy sedeloured films and pantomime
films, which monopolised Glasgow screens in theuprio Hogmanay year after
year. It was not for the branch office to secondsguwhat kinds of films would get
a better reception in Scotland; their role wasyanhd market the output sent by the
manufacturing interest. These subjects were pffiicad five shillings to £3 10s for

1000 ft, and four pounds for the same length iowad film’*

The other major national company to establish adiran Glasgow before
the war was Jury’s Pictures. As mentioned in séw@mples above, Jury’s had a
strong presence in Scotland from the earliest dé&g/exclusives had been booked
through other companies, including Vivian Films laidd Hibbert's. In 1915, a new
company was constituted with the name of Jury’suPés (Scotland) Ltd. Thomas
Ormiston, an exhibitor who was in the midst of ddgyg a circuit of cinemas
around Lanarkshire, was named as co-diréétdy the time the Glasgow company
was established, Jury’s was concentrating its legsion exclusives. Exclusives
trading, at its prestigious end, depended on pres@eenings, and the premises
designed for the company seemed to reflect thierAin awed commentary on the
firm’s glass-roofed equipment showrooihe Bioscop@rovided a description of

the screening room and film store that merits augpét length:

Rich carpeting covers the floor, comfortable tip-up
chairs give the acme of comfort, walls are paneted

a warm tone of red, and the frieze and roof are

1 Advert, Supplement tdhe Bioscopel5 May 1913, p.xxiii.
2‘New Companies'The Bioscopgl8 February 1915, p.633-4
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decorated with choice designs in fibrous plasterkwo
A convenient “rake” gives all visitors a clear vieiv
the screen, which is enclosed in as natty a little
proscenium as could well be imagined. [...] The
dispatch department is also in the basement, and is
provided with a separate entrance from the adjginin
lane, so that operators and messengers calling for
films can be served without going into the main
offices. The film storerooms have been fitted out
anticipatory of future legislation [...] Separate
fireproof compartments, with fireproof doors anahir

shelving, make a “blaze” almost impossible.

The final piece of detail about the storeroomsoisanly interesting in
connection with the continuing struggles betweentews and the authorities over
licensing and fire hazards, but also because veseio reassure potential clients
that Jury’s kept a permanent stock in the premiBles.transition to exclusive
trading, and the subsequent proliferation of agemt&nglish companies, meant
that renters did not necessarily own the films tb#fgred, or did not have prints in
Scotland. This caused problems for exhibitors,amby in terms of possible delays
and confusion, but also because exhibitors haa@yaprriage from wherever the
film started its journey. On the other hand, ifytlmoked from whatThe Bioscope
called ‘the regular houses’ (Green’s, Gaumont, BJBry’s, Bendon, N.B., or

Pathé), then the films would be sent only fromdbmpany’s storerooms in

3+Jury’s Pictures (Scotland) LimitedThe Bioscope28 January 1915, p.369.
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Glasgow or Edinburgf Some of those companies had stores in Dundee and
Aberdeen too. Local exhibitors could even callariite renters’ offices themselves,
therefore avoiding any carriage charges. As the oa3om Gilbert shows, some
exhibitors from out of town paid regular visits@&asgow in order to be able to

pick up the films themselves and avoid the costsraks of railway delivery®

Besides the distributors mentioned above, there wemy short-lived
attempts at regional distribution, usually statbgdexhibitors, and there were
several smaller companies from the North of Engldwad kept a presence in
Scotland; an overview of the situation is providedable 5 The most important
of these was Newcastle Film Supply, which was #isdargest renting firm in
Edinburgh. When the Edinburgh branch was estaldishboasted of controlling
‘all the bookings for nine theatres in Edinburgld alistrict’.”® A representative in
Glasgow was engaged at the end of 1915. By thergdmpany had acquired
exclusive rights to handle Famous Players and Léskiyires, and had therefore
placed itself at the forefront of the definitivanssition to feature programming.
From this point on, the company became identifiéth these two brands, and acted
as an agent rather than an independent renterisTaipattern that can be observed

in several other cases, but its discussion pertaittse section on direct renting in

the final chapter.

" The railway carriage problemThe Bioscope24 June 1915, p. 1307-9.

> Letter (wet copy), Tom Gilbert to Mr Taylor at t@&arnoustie Pavilion, 7 June 1917. NAS
SC36/79/18, p.78.

¢ ‘Edinburgh jottings’, The Bioscope27 November 1913, p.919.
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Company name Type )Address in Scotland ates*
75 Jamaica Street / 26-28 Wilson
Bendon Trading Co. local Street, Glasgow 1900
142 Trongate / 77-79 Dunlop Street
Gaumont & Co branch [ 77-79 Mitchell Street, Glasgow 1909
Ruffell's branch 80 Mitchell Street, Glasgow 1909
B. B. Pictures Ltd local 81 Dunlop Street, Glasgow 1910
United Films Ltd local 4 Howard Street, Glasgow 1911
Vivian Pictures Ltd local St George’s Theatre, Paisley 1911
Green’s Film Service local 833-901 Gallowgate, Glasgow 1912
Glasgow Films Co local 4 Howard Street, Glasgow 1912
8 Dixon Street / 34 Great Clyde
Hibbert's Pictures, Ltd. branch Street, Glasgow 1912
Scottish Film Hiring Co agent 88 Great Clyde Street 1912
Anglo-American Films, 143 Princes Street / 5-11 West
Limited local Register Street, Edinburgh 1913
JC Baker local 95 Renfield Street, Glasgow 1913
The North British Film 23-24 Prudential Chambers, St
Service Ltd branch Andrew Square, Edinburgh 1913
Ideal Film Renting Co branch 108 Renfield St, Glasgow 1913
12 Dixon Street, Glasgow / 28
Newcastle Film Supply Co branch North Bridge St, Edinburgh 1913
Pathé Freres Cinema Ltd branch 80 Miller Street, Glasgow 1913
Central Film Agency agent 95 Renfield Street, Glasgow 1913
Western Film Service agent 124 St Vincent Street, Glasgow 1913
Edinburgh Film Hire Service | local 1914
Hart’s Film Service local 132 West Nile St, Glasgow 1914
Edinburgh Film Supply /
Leon local Edinburgh and Dundee 1914
Alex Stewart / Star Exclusive 411 Crown St, Glasgow / 73
Film Co exclusives | Dunlop Street 1914
Percy Winocour / St Mungo 43 Garturk Street / 142A St Vincent
Exclusive Film Co exclusives | Street, Glasgow 1914
London Scottish Exclusive
Film Agency agent 1914
N.B. Exclusives Ltd exclusives | 77-79 Dunlop Street, Glasgow 1915
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S and B Exclusives exclusives Edinburgh 1915
West of Scotland Film

Agency exclusives | 86 Neilston Road, Paisley 1915
Scottish Premier Exclusives | exclusives 1915
Jury’s Pictures (Scotland) branch 16 Dixon Street, Glasgow 1915
Thomas Fairlie & Co agent 28 Stockwell Street, Glasgow 1915
Apex Films Ltd local 65 Bath Street, Glasgow 1916
Bruce Film Service local 132 West Nile Street, Glasgow 1916
David Mundell local 95 Gloucester Street, Glasgow 1916
Square Film Co local 57-58 George Square, Glasgow 1916
Lothian Film Service local Edinburgh 1915
Success Film Co local 77 Dunlop St, Glasgow 1916
Classic Film Hiring Co local 1916
Scottish Exclusive Control exclusives | 73 Dunlop Street 1916
Oak Film Ltd exclusives | 52 Howard Street, Glasgow 1916
Globe Films, Ltd branch 77-79 Dunlop Street, Glasgow 1916
London Independent Film

Trading Co branch 65 Bath Street, Glasgow 1916
Fox Film Co agent 1916
Argosy Film Co Ltd local 81 Dunlop Street, Glasgow 1917
RC Buchanan local Palladium, Edinburgh 1917
Pringle’s Film Service branch 49 Jamaica Street, Glasgow 1917

144 St Vincent St/ 34 Great Clyde
Hagen and Double agent St, Glasgow 1917
Percy Humphrys agent 68 Renfield Street, Glasgow 1917
5 Minto Avenue, Newlands,

FC Page Film Co agent Glasgow 1917
Dunedin Film Agency agent 8 North Bridge, Edinburgh 1917
Bolton’s International

Pictures agent 68 Great Clyde Street, Glasgow 1918
Film Booking Offices agent 34 Great Clyde Street, Glasgow 1918

* Date given is that of the first mention in my oeds, which are the product of browsihge

BioscopeandThe Entertainemanually; they are given as an indication only.
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5.4. Conclusion: Sustaining diversity in a booming regional market
In 1914, the Scottish film trade was booming. EWdgnday and Thursday
morning, around two thousand reels of film hadeaoved around Scotland on
foot, on carts, on trams, motorbikes, ferries aaohs for the change of programme.
In Glasgow, Dunlop Street buzzed with activity,iwexhibitors going from one
renter’s office to the next, and from luncheonrtme show at Cranston’s. Pathé’s
premises, with their machinery showroom, privateatre seating three hundred,
and ‘waiting room elegantly panelled in oak for éxiors’, must have been
teeming with managers sealing a bargain, spool bogpping up packages to be
taken to St Enoch’s railway station, and projedstspicking up their programme
before starting their shiff. Business was made via letters, telegrams and phone
calls, but also in chance encounters on Dunlope§tneixed with gossip overheard
on the short walk from Central Station, and passedith the help of an agent’s
choice of whisky. The Scottish trade was small gihatio depend a great deal on

personal trust, but it was a fully-fledged sectdthvits own internal dynamics.

While five or six years earlier exhibitors like Beil struggled to get a good
supply of films locally, there were now around tweoompanies competing with

each other for the business of some three hundinedhas. AsThe Bioscop@oted,

Formerly many exhibitors had to book their specials
from London. Now those who do so are in the
minority, for they have found that they can do diyua
well if not better by placing their bookings witbchl

firms. [...]

""'Glasgow Notes'The Bioscope26 June 1913, p.949.
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[A]s far as film hire is concerned, Scotland isa&

good a position as the rest of the Kingda?n.

It was possible to hire a complete service or imftial exclusives, at a wide
range of prices and from British, European or Aeamibrands. This chapter has
showed how the various backgrounds and trajectofi€sottish exhibitors and
renters had produced a tangle of diverse and mmeexted practices. Each of them
occupied a different position in relation to theusturing tensions between variety-
and feature-centred programming models, shortetarger films, open market
and exclusive dealing, and, importantly, betweexfittst-run urban market and the

peripheral exhibition sites.

Open-market renters operating locally played aiafuole in sustaining the
various tiers in an increasingly segregated maHtewvever, the pressures created
by intense competition amongst urban venues, elatad by the producers’
branding strategies, were shifting power away ftbese local structures and
towards more hegemonic practices that allowed prexduto retain greater control
over both textual meaning and commercial revente.fdllowing chapters trace
the transformations in exhibition and distributjgnactice that characterised the rise
of feature-length films, and consider how this prciibn trend interacted with local

factors to erode the open-market model.

8 Trade Notes’The Bioscopel3 May 1915, p.673.
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PART I

PROGRAMMING AND THE STRUGGLE FOR CONTROL
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Chapter 6

From showmanship to management

The discussions of itinerant exhibition in Chaf@eand single-reel programming
practices in Chapter 4, highlighted the agencyxbflators in fashioning a
particular entertainment experience out of a supphgproducible images. Early
films were not standalone tradable products, siheg were just an input that had
to be integrated into highly skilled showmanshiagbices. The expansion of the
market through the proliferation of outlets, anganrticular the nickelodeon boom
in the United States, required films to become teBant on presentational
strategies as not all the new exhibitors were dledlas the previous generation. In
the space of a few years, between 1908 and 19d¥exhibition in Scotland passed
from being an occasional attraction provided byadiul of experienced
entertainers and lecturers, to being a permanatiri of ordinary life in more than
150 towns. Chapter 5 showed how a regional digichurade emerged alongside
the expansion of fixed-site exhibition, providingferent ways to ensure a steady
and constantly rotating supply of films. These remns of circulation broke the
link between the film and the showman, since thegletheir movements
independent. This chapter considers several aspktis transformation as they

played out in Scotland.

As Martin Sopocy and Charles Musser have writtath developments

such as the use of intertitles films started t@iporate into the text some of the
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functions that had been performed by the exhibiiecoming ever more adept at
fixing interpretation and establishing the framekvfor a mode of address defined
by narrative integratioh Such important transformations in the film text ais
construction of spectatorship were wound togetht#r avcrucial but gradual
change in the commodity status of film. The filsttson of this chapter will argue
that this shift revealed a tension between theywbfilm’, and the service ‘show’.
The next section of the chapter thus considersthevprofession of cinema
management changed as the manager’s role in tdegiron chain was curtailed.
While the cinema of narrative integration madejtieeasier for nickelodeon
owners, it also devalued some of the showmanshdpeassentation skills that
Scottish exhibitors had in abundance, and restrittteir liberty to interpret and
contextualise the images. The new kind of cinenteepreneur that came into the
exhibition business during the cinema boom waslkedkmanager and programmer
rather than a showperson, and the professionalizafithe role was in accordance
with the corporate structures of a mass-producethoodity system. The appeal to
the audience was also informed by an attempt aladgation and legitimation that
is described next as a somewhat paradoxical cguofithe transient audience. The
practice of variety programming is finally discusgeom a distribution perspective,
describing how exhibitors outsourced programmingjsiens with the contracting

of pre-packaged shows as a ‘film service’ in the-war years.

Y Martin Sopocy, ‘The Role of the Intertitle in FilExhibition’, in Cinema: The Beginnings and the
Future, ed. by Christopher Williams (London: UniversitiWestminster Press, 1996), pp. 123-134
(p. 123). Charles Musser, ‘The Nickelodeon Era BegEstablishing the Framework for
Hollywood’s Mode of RepresentatiorFramework22/23 (1983), pp. 4-10 (pp. 9-10).
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6.1. Film as commodity

Although it is not pertinent for this thesis to@ffan extended discussion of film as
a commodity type, some points need to be madederdo establish the terms for
the more localized historical processes descrileéaiAdb The reshaping of the film
trade between the American nickelodeon boom anéhleof the War can be
understood as a redefinition of the commodity reatfrfilm, or rather, as a change
in the role of film as commodity within the broagdgrenomenon of cinema. While
this is a general discussion, such reinventionrhatérial consequences for Scottish
exhibitors and renters, some of which have beerudsed before, mainly in the
context of the transition to renting. Only when fpecial nature of film as a
commodity was grasped — and contained — did filcobee fully an industrial

product and a modern mass medium.

This transformation depended on important changéee film text, as well
as in the organization of the trade. As Musser putser the first few years of the
nickelodeon boom, ‘the reel of film became the basidustry commodity,’
displacing the ‘complete outfit’ model (machindifs and showperson travelling as
a self-contained ‘turn’ or show) which was desadiire Chapter 3.While the
pioneer itinerant exhibitors had of course tradefilins as commodities, it is only
with the expansion of renting that films stop befimgdominantly an accessory to
the projector and capitalise on their particulagtas a commaodity-type. In a useful
article on this subject, John Sedgwick and Miclirorny outline six

characteristics that distinguish film as a commetipe from other forms of mass

2 Musser, ‘The Nickelodeon Era Begins’, p. 4.
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art? Besides reproducibility, one of the technologigdibsed characteristics is at
the basis of Michael Chanan’s own discussion af fils commodity — namely the
fact that film is not ‘spent’ upon viewing, it reina in the markef. This is the
crucial point that allowed film rental to develdut which also kept the trade

searching for ways to control availability.

However, discussing the commodity nature offiine does not exhaust the
matter. In Sedgwick and Pokorny’s formulation,tefitn ‘has its status as a
commodity confirmed, or otherwise, by audience&his posits a linear
relationship between the material transactionsluing strips of celluloid, and the
immaterial consumption of projected images. WHiie thay be the case in the
classical and current distribution systems, whepe diffice percentage contracts
mean that there is a continuous transference oegnfiom viewer to producer in
relation to one particular commodity, it does naivide an appropriate model for
early cinema. Before the 1920s, it makes more sengew films, following
Gerben Bakker, as antermediate good an input for the production of something
else® So while films were indeed traded as a commodity,audience was paying
for something else that was produced using thesfdamongst other things.
Distinguishing between these two moments of pradogtrovides a better starting

point for an understanding of the transformaticat thas taking place.

3 John Sedgwick and Michael Pokorny, ‘The Charasties of Film as a Commodity’, iAn
Economic History of Filmed. by John Sedgwick and Michael Pokorny (Londod New Y ork:
Routledge, 2005), pp. 6-23 (p. 13).

* ChananThe Dream That Kick. 229.
® Sedgwick and Pokorny, ‘The Characteristics of Filsra Commodity’, p.11.
® Bakker,Entertainment Industrialiseg. 320.
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In an early article, Charles Musser identified ¢hseparate practices
(defined as production, exhibition and receptionganstituent of cinema’s mode of
production’ The film print is produced as a material obje@a(ing intellectual
content) with a use value and exchange value +wamlity, but not an ordinary
one, as has been shown before. This object isubed in the production of a show,
in such a way that the film is neither depleted nreonoved from the market. Access
to the show is then sold to the public; Bakker folates this more precisely by
defining the ‘spectator-hour’ as the economic tmt exhibitors trade ihThis
distinction serves to highlight that the produanigeexchanged is not the same at
different stages of this economic chain. Thereaaiteast two distinct moments: the
production (and marketing) of the commaodity ‘filnaind the production (and
marketing) of the service ‘show’ or the ‘spectaltor’. For Musser, a third
moment would concern the social and cognitive petida of a certain experience
(for which the show is both an input and a contdxt} the present discussion will
remain focused on the narrower economic processesioned before. What is
produced through the three processes is ¢cireama which can be a slippery term,

and which must not be confused wifiim.

These theoretical precisions are necessary betaeishifting importance
and the ability to capture revenue at the diffesages in the economic chain are
of great consequence for the balance of power legtweanches of the trade, and
therefore for the position of Scottish exhibitorglaenters. One of the hallmarks of

nickelodeon practice in the American context, adtay to Musser, was the relative

" Musser, ‘The Nickelodeon Era Begins’, p. 4.

8 Bakker,Entertainment Industrialisegh. 320.
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loss of editorial control by exhibitors as compatethe highly performative role
they had had within itinerant practiceShe ‘redefinition’ of the medium as a
narrative form in which Griffith and Ince were egga responded to the need for
regularisation that sought to capitalise on théelmdeon booni® The initial
expansion, however, would not have been possiliteowi an initial standardisation
of the single-reel narrative film as the staple nwdity, as early as 1934 But this
consolidation was a unique, fascinating conjunctunere distribution and

exhibition practices, the economics of the filnd&aits address to audiences and its
textual modes were all transforming each othertHénmore, as a historical process

it played out differently according to context.

Noél Burch has argued, for instance, that Amer@aama moved faster
towards the kind of narrative closure and subjectting that he sees as the
defining characteristics of the Institutional MoafeRepresentation, mainly because
of the nature of class relations in American sgciéthile the original populism and
subsequent courting of the middle classes by Araeréxhibitors has been revised
extensively since the publication of Burch’s bothie differences he points out in
relation to the British context are still relevaBy, the time of the American
nickelodeon boom, Burch argues, British cineméaagierated mainly within a pre-
institutional model, dominated by what he callsexperience oprimitive
externality, where the linearity of narrative was createdsaid the film text —

either through intertextual association, or vimmmentary or other presentational

® Charles MusseBefore the Nickelodeon: Edwin S. Porter and thes&dliManufacturing Company
p. 158. [e-boolhttp://ark.cdlib.org/ark:/13030/ft3g2nb2gactcessed 23 December 2011]

% Tom Gunning, ““Now You See It, Now You Don't": THeemporality of the Cinema of
Attractions’,Velvet Light TraB32 (1993), pp. 3-12 (p. 4).

" Musser, ‘The Nickelodeon Era Begins’, p. 4.
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aids!® According to Burch, this was a consequence otthss ideology that
informed early British film culture, framed by thational recreation and
Temperance movements as middle-class efforts ttvaldeisure time. However,
as the descriptions of itinerant exhibition in poess chapters have suggested, this
narrative constitutes only one of the vectors eghocess of institutionalisation, in
a counterpoint with the more overtly commercial @ogulist traditions of the
fairground and the music-hall that were equallpragrin Scotland. As the following
sections will argue, the tensions around the staligktion of the programme and
the role of the exhibitor can be seen to expresssddeologies, but they are also
very much a pragmatic business matter for peripleersmall-time exhibitors and

renters.

The types of self-contained narrative films thatevenported from the US
from 1906 onwards were the product of an industaaitext that differed
significantly from the British one. As Bakker hagaed, in the US cinema was
more effective as a substitution of the lower ehthe entertainment spectrum,
whereas in Britain cheap, live entertainment wistinely abundant and the
pressure to industrialise it further was not sorgir The incentives to eliminate the
‘human element’ of film presentation were weakehjlevBritish and European
audiences continued to value live entertainmenerhighly’® The mode of address
of ‘narrative integration’, thus, represented nollya change in the way ‘closure’
was thought of and achieved, but was also a mattiesmmercial interest that

transformed the relationship between exhibitorsamtiences, and between films

2 Burch, Life to Those Shadowp. 188.
13 Bakker,Entertainment Industrialisepp. 143-147.
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and spectators. Thomas Elsaesser goes as fargesting that the shift towards
more self-contained textual modes (continuity edind the Institutional Mode of
Representation) can be read, in the light of exbibihistory, ‘as a way of
detaching, unhooking filmic representation andviesving situation from any form
of material presencé”. Of course, part of the argument of this thesthas the
experience of cinema cannot in fact be detached ft® materiality and
situatedness. Nevertheless, the tension highlighydelsaesser — that between the
IMR and ‘material presence’ — becomes very int@mgsn the context of a
historical geography of cinema. While the produttd the text and the control of
its meanings was increasingly monopolised and abse&d in the United States, the

production of theshowcannot be anything but local.

A distinction must be made here between the notibrigm-as-performance,
where live extra-textual elements are central éosjectator’'s comprehension and
enjoyment of the pictures, and film part of a performance alongside other,
separate live attractions. However, the transfaonatof the commodity form
touched on both aspects. The growing elevatioh®iridividual film over the
extra-textual attractions of the show meant thail@tors had fewer opportunities
to add value to their stock-in-trade (spectatorrBpwnless they were prepared to
make significant investments on a par with the skketing budgets of feature
production. In a market such as the Scottish oite, nieh performative traditions
but relatively low capital, this could be a crip@int. On the other hand, it also
created new profit opportunities for those in aifpms to exploit them. The degree

of acceptance or resistance to the changes irothenodity status of films hinged

4 Thomas Elsaesser, ‘Introduction (Second part)Eanly Cinema Space-Frame-Narratjved. by
Elsaesser and Barker, pp. 153-173 (p. 167).
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on particular exhibitors’ ideas of their relatiofstvith audiences, on their
attachment to showmanship skills, and on their sste the new-fangled film
markets. If the previous part of the thesis ended panorama of great diversity,

the drive to standardise the industry found jushsaivaried response in Scotland as

elsewhere.

6.2. The exhibitor’s role

With the development of increasingly self-suffidiéorms of cinematic narration
the role of the exhibitor shifted from internal maa-making or story-telling and
towards modular programming, arranging a satisfgraup of packaged
narratives-> The separation between the two moments of prosfutcame
sharper. As exhibitors were increasingly disengdged internal narrative
functions, their role as mediators between thematigonal film trade and the local
audience’s habits and expectations was reducdttsdiection and advertising of
titles. As the following chapters will show, evéristhad to be done within narrow
constraints dictated by the hierarchised availgtdf the film product and the

growing intervention of production companies in iexiion practice.

With the transference of creative agency away feaimbitors and to film
actors and producers, the exhibitor went from beipgrformer to being a
coordinator, on the model of a music-hall managselecting rather than creating.
While this could be seen as a step up the occuytiadder, it was accompanied

by the loss of ownership over the means of prodacinitiated by the shift from

15 Musser, ‘The Nickelodeon Era Begins’, p. 9. Thorassmesser and Adam Barker, ‘The continuity
system: Griffith and beyond. Introduction’, Harly Cinema Space Frame Narratjwed. by
Elsaesser and Barker, pp. 293-317 (p. 305).
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outright sale to film rental, and exacerbated l®/glowing levels of investment that
new cinema venues requir€dAs outlined in Chapter 4, many of the new venues
were owned by incorporated companies and contrbea board, which was
usually constituted by businesspeople with no bamkgd in public entertainment.
In his study of early exhibition in Toronto, Paubbte also found that the new
situation cleared the path for younger entreprenyetno did not have the same
status as ‘craftsmen’ or the same connectionsci ldvic life as the pioneer
exhibitors. While localising practices and persaeplutation had been key to the

exhibitors’ success in the early years,

those showmen who embraced the transnational
character of movies defined how film showmanship
differed from management of the amusements that
came before it. Later still came another type of
showman in control of corporate boardrooms, in a
sense abdicating showmanship altogether in favbur o

rational management.

Although, as argued in Chapter 4, the companiestezgd to control
cinema venues in Scotland tended to be small arad, ltheir legal configuration as
limited liability companies signalled a shift towlarmore corporate business

models, if only in the sense that it separated osinp from management. The

8 As Pierre Chemartin and André Gaudreault haveeatgihe loss of ownership of the film print
also meant that exhibitors were not free to cuhg re-assemble the views. With this withdrawal of
their editing role, they became excluded from puotidun, so that thexhibiteurof early cinema
becomes thexploitant de salén institutional cinema. Chemartin and Gaudredlu#is consignes de
I'«editeur» pour 'assemblage des vues’, p. 195.

" Moore,Now Playing p. 79.
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present account would differ from Moore’s in thasethat if the cinema manager
can be considered to take the place of the showpeng or she rarely had but a
subordinate place in the boardroom. Even if theaganwas not voluntarily
‘abdicating showmanship’, these committees triestéear the way in which the
manager ran the day-to-day operation of the cinemsizally by restricting expenses
in an attempt to protect their investmé&hin these conditions, the manager’s new
responsibilities differed from those of the tramlital showman. As the 1911

Handbook of Kinematographgdicated,

[The manager] must be a capable organiser, a strict
disciplinarian, able and willing to make himselt]s
popular with every section of his patrons, and abov
all, must judiciously economise so that the prdprie
of the show, or its shareholders, can reap return f

their invested capitaf’

The inflow of external capital thus created workditions that were
markedly different from those of independent trarnglshowpeople. The
generation of city cinema managers that took ugabealuring the cinema boom
seemed more inclined towards a cult of efficienegt atandardisation, through
which a stable patronage could be secured amdmgsletsirable classes. They
frowned upon the old forms of showmanship and #streetics of exaggeration that

some exhibitors had inherited from the fairgrouhley (or, more often, their

18 Examples of these kinds of discussions can bedfauthe minute books of the Glasgow Picture
House (Scottish Screen Archive, SSA/5/22), andettdshe Aberdeen Picture Palaces and the
Queen’s Rooms, at the Cinema Museum, London.

20 Colin N. BennettThe Handbook of Kinematograptiyondon: Kinematograph Weekly, 1911), p.
250.
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employers) were in agreement with the producersitaihe need to see film as a
self-sufficient form of entertainment, a view tlieds common amongst contributors

to the trade press.

In a particularly ungracious article published wilea transformation was
irreversible, W.A. Williamson wrote that ‘the old®vman does not understand the
cinematograph trade, a trade requiring not showhiprsit sympathy®* This
‘sympathy’ suggests an identification with the aundie that is very different from
the extravagant, outsider appeal of fairgroundgrerérs. It will be noted that, as
early as 1911, the author of tHandbook of Kinematograptogjted above did not
mention any performative abilities as desirabletlier picture house manager. His
or her ‘showmanship’ was to be expressed in ‘thrafod, cleanliness and beauty
of his [sic] hall’, in ‘judicious advertising’, anith ‘catering for the continual
education and amusement of regular and chancengatiidhe emphasis here is in
understanding the local audience and integratingmagoing within everyday life,
beginning with the opening ceremony which shoulde¢o ‘[bind] the hall up with

other social affairs*?

Such advice is indicative of the aspirational ttime permeated the trade
press, in which the professionalisation of cinenzagement was a constant topic.
The redefinition of the exhibitor’s job mainly iartns of house-management and
programming meant that originality was encouragdg within certain parameters
— increasingly dictated by middle-class taste. Bessuming that this was a

sudden betrayal of cinema’s popular vocation, aisth be evident that the new

2LeThe Passing of the Old Showmaiihe Bioscope26 August 1917, pp.360-1
22 Bennett,The Handbook of Kinematography. 250.
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corporate structure of exhibition venues demandewbi@ cautious and accountable
style of management, which utilised the increasitagndardisation of both
production and distribution to foster more preditgebusiness results. That said, as
Burch has argued, the ‘economic last instancdiasd to apply in a conjuncture as
overdetermined as this orfé'The drive towards industrialisation was both akear
imperative and an ideological position. However ativance was also exaggerated
by a trade discourse obsessed with legitimacy.h@mtound, and in the provinces,
the process was not as swift or as pervasive asi¢t®politan press liked to

imagine.

The place of live performance in film shows is @gandication of
resistance to full industrialisation, as cine-viri@as one of the established
practices that had fallen foul of the new trendisaAime when this kind of practice
had been almost completely abandoned in Londorl34&Bioscope Annual
described 142 (36 per cent) of the 399 Scottisargms as presenting ‘pictures and
varieties’. The geographical pattern of this motiexhibition was very uneven, and
it can offer some hints on the reasons for itsisatvGlasgow, Dundee, Ayr, and
the mining towns of North Lanarkshire and Linlitiwgghire had a much higher
proportion of cine-variety shows before the wantkalinburgh and Aberdeen,
suggesting a connection with earlier traditions aiitti the economic and

demographic differences between the Scottish reg(&igure 12)

2 Burch, Life to Those Shadowp. 141 (Note 17).
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Proportions in the four cities
Numbers are venues
in each category

Cine-variety
According to Bioscope Annual 1915
pictures and variety

@ pictures onl
a4 4 Aberdeen

Dundee

Edinburgh

Glasgow

Figure 12: Cine-variety in Scotland

Sources:Directory of 399 cinemas from Bioscope Annual 19C6ast outline © Crown Copyright
and Landmark Information Group Limited (2012). Afihts reserved. Supplied by Edina Digimap
http://digimap.edina.ac.uk/

According to Gerben Bakker, the ‘lower end’ of #r@ertainment spectre
was ‘automated away’ by moving pictures; in thetediStates, ‘small-time
vaudeville’, which combined films and live acts,sa@n the way out by 19F0.

This was not the case in Scotland where, accondiftaul Maloney, the working-
class culture of live entertainment survived inusulial districts in the form of cine-
variety®® Such associations explain the dismay expressaoig sectors of the

trade when variety turns made a creeping returimduhe third year of the war.

24 Bakker,Entertainment Industrialisegp. 143-147.

2 Maloney,Scotland and the Music Halbp. 16-17.
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Even when this involved something as respectableeasngagement of vocalists
by several Glasgow cinemas, exhibitors lament&siit is but a step from this to a
full variety programme®® However, variety was being re-introduced as a
competitive decision with which managers triedtand out in a crowded

marketplace.

The 1918 snapshot reveals a surprising increasmefvariety in the
Edinburgh and Aberdeen, contrasting with the gdrEeining trend. The Operetta
House in Edinburgh and the Coliseum in Aberdeerewaenongst the central
cinemas that started showing variety during the Whe spiralling cost of hiring
recently-released features impelled managers toltack to live turns as a
competitive strategy, especially when neighbouviegues preceded them. For
instance, in Aberdeen, the Casino and the Staatdddack-to-back less than 300
yards from the Market Cross, were in direct oppasitWhen the Casino started
programming cine-variety, Bert Gates, the manag#reaStar, noticed the impact
on his box office. Up to that point, Gates had dedlas an elocutionist. This
performance practice, where one or two actors wetadd behind the screen and
create dialogue to match the action in the filnd hacome particularly common in
Aberdeen after the pioneering influence of DoveeRatn and Marie Pascoe at the
Gaiety?’ In 1916, Gates told the board of directors atStee that ‘it was his
opinion that speaking to the pictures had now abssee effective®® Variety

turns were presented throughout the Fall and Wwité®16, but did not work out,

26 ‘Scottish News and NotesThe Bioscopel5 October 1914, p.245.
27 Griffiths, ‘The Enduring Appeal of the Elocutiotiifn. p.].

28 Minute book of the Aberdeen Picture Palaces Ltchuves, 19 Sept 1916. London, Cinema
Museum.
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and on the following February variety was susperatetielocution re-instatéd It
can be presumed that elocution did not survivarfoch longer after that,
considering Gates'’s previous statement and thergledecline in extra-textual
narrative practices that accompanied the developofehe Institutional Mode of

Representation.

As the ‘standard commodity’ of the film trade exdad from the single-reel
format of the nickelodeon period into multi-reehfieres, the pressure on exhibitor-
led, variety-based practices increased. The exingishowmanship skills brought
them into conflict with producer-led strategiestaim a greater portion of the
revenues and greater control over the conditionghich films were presented. The
core of resistance concerned the format of therprome. It was a struggle to keep
control of the second production process (the mtda of a show) after textual

production had been relinquished.

6.3. Regular audiences and variety programming

As Miriam Hansen has argued, the variety format ¢ireema shows inherited from
the first exhibition contexts (vaudeville, fairgms, dime museums) determined
the modes of early spectatorsfiprhe mode of address defined by Gunning as

‘cinema of attractions’, she argues, is ‘predicairdliversity’,

[b]ut the display of diversity also means that the

viewer is solicited in a more direct manner — as a

29 Minute book of the Aberdeen Picture Palaces Ltthuies, 14 Feb 1917.

30 Miriam HansenBabel and Babylon: Spectatorship in American Sikghh (Cambridge, Mass.:
Harvard University Press, 1991), p. 19.
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member of an anticipated social audience and dagubl

rather than an invisible, private consurfer.

After the cinema boom, once it became clear thregroa was not a passing
fad, the challenge was to convert the audiencetidfirst come in for the
technical novelty and the attractions, into a ragaluidience that would provide a
solid foundation for further investment. There wpogentially several ways of
achieving this. The variety mode reflected an aptetm position cinemagoing as an
everyday leisure activity. Michael Hammond has olese that, up to the beginning
of the war, the advertising rhetoric used by Southi@n cinemas emphasised ‘the
social utility of the space as part of the cineroaig experience’, so that working-
class, peripheral venues were presented as ‘watlne@sy’, while city-centre
cinemas provided facilities such as tea rooms andarcontinuous show to enhance
the sense of convenience and respite for urbaliess?f The same emphasis can

be seen in many of the adverts collected in the EohpshotFigure 13)

31 HansenBabel and Babylamp. 34.

32 Michael HammondThe Big Show: British Cinema Culture in the Grean\1914-191§ Exeter:
University of Exeter Press, 2006), pp. 16-21.
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~POPULAR PRICES—2L. 4d., and &d.

Figure 13: Examples of cinema adverts in local neyapers for January 1913

Sources:clockwise from top leftBon Accord 9 January 191#nnandale Herald9 January 1913;

Edinburgh Evening Dispatct® January 1913;anark and Upperward Gazetté January 1913

Even when some titles are mentioned, the permaitamacteristics of the
venue — its luxurious upholstery or magnificent musare highlighted over the
specific films presented on a given week. As halten suggested, in the most
deprived areas such as Candleriggs or the Gom&dsaisgow, people might go to

the cinema just to escape their overcrowded tenernems and to sit in the

"
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warmth for a couple of hours in the winf&iThis does not mean, however, that the
notion of habitual cinemagoing was associated wiitly the working classes. In a
tendentious but interesting editori@ihe Entertainetried to explain ‘the rise of the
picturehouse’ with arguments that seem to conttad@ndard assumptions about

early audiences:

In the aristocratic quarters the audience is isterg
and it is a kind of club rather than a place of
entertainment, while in the industrial neighbourti®o
the people who enter the picturehouses do so to lea
the ways of the world, to see how others live, how

others di¢**

This is a curious inversion of the more establisided of bourgeois
spectatorship as more attentive to the film temtl popular cinemagoing as a social
rather than intellectual activity. In its optimisabout the self-improving aims of
working-class spectators, it might be regardediabfwl thinking. However, the
mention of high-class cinemas as ‘a kind of clghini line with developments in
exhibition that were taking place around the tilme article was published. As
Michael Quinn has pointed out, the trade’s idethef‘transient audience’ did not
define it as lower-clasS. Many of the new, luxurious cinemas that had apgzkan

the central commercial streets of the main Scottsms had entrance prices

¥ Nicholas Hiley, “At the picture palace”: The Bgh cinema audience, 1895-1920’ Gelebrating
1895 ed. by Fullerton, pp. 96-103 (p. 100).

34The rise of the Picturehousé&’he Entertaine(Glasgow), 13 June 1914, p.1.

% Michael Quinn, ‘Distribution, the Transient Audim and the Transition to the Feature Film’, p.
42.
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starting at six pence — three times as much as meaghbourhood halls. Their
appeal to a more affluent audience was foundedowanience and atmosphere;
the addition of tea-rooms, smoking rooms and foy@reany of the larger picture
houses further created club-like social spaceshwiere only loosely connected to
film viewing. Exhibitors imagined that these spasesild attract the businessman
with some time to spare between appointments,erdspectable lady who needed

a break from her shoppirg.

The preferred strategy to cater for these degrab$tomers was the
continuous show, where people could come in anébany point. Returning to
Miriam Hansen’s quote above, this is a view ofdldience as a disaggregated set
of individuals rather than a ‘public’. The polarpmsite of this is the children’s
matinees in neighbourhood cinemas, which startéld mvass sing-alongs and tried
to foster a strong emotional attachment. Considetie subsequent identification
of fragmented, discontinuous forms of entertainnanpredominantly popular, it is
important to notice that most of the oppositiorite demise of variety
programming came from the owners of continuous shitwat catered for more
affluent, transient audiences. As the next chapiéshow, however, such

resistance was short-lived as new ways of sectinaigpatronage were discovered.

% The appeal to middle-class women and childrenamasial for the legitimation of cinema and the
broadening of the audience, at least in the Uriitiades; this target might go some way towards
explaining the privileging of certain genres andrative forms in American film production, as
Noél Burch has argued life to Those Shadowgp. 122-3.
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Saturday Afternson at Wellinzton Palace.

3,000 children pay for admission every Saturday
Afternoon. The constant change of, and variety in,
the Pictures assists materially in the maintenance
of their popularity.

Figure 14: Building a transient/regular audience
A ‘high-class’ cinema foyer and a popular childematinée.

Sources:Left: Entrance Hall, the New Picture House, Edigtymphotographed by Harry Bedford
Lemere in 1914. Royal Commission on the Ancient iedorical Monuments of Scotland; B/64810.
Licensorwww.scran.ac.uk23 December 2011]. Right: Saturday Afternoon atliigton Palace,

Glasgow, cal909, from ‘The Story of the B. B. Pie&l [pamphlet].

6.4. Renting variety programmes: The regular service model

The emphasis on the permanent characteristiceofdhue and its social functions
reflected a system where the individual titles wesethe main preoccupation. This
is hardly surprising considering that each programas made up of seven or
more items, arranged according to a conventiomatdio which is well represented
by the Darvel and Inverness examples bglBigure 15). Both shows have about
the same number of dramatic and comic films, oeaistinterest film, and an
acrobatic/pantomime title. The Central Hall, begnlgirger, urban, more expensive

show, also included the Pathé Gazette and twoitgjngictures’ (presumably
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synchronised recordings). What was important ferekhibitors was to obtain the
right balance of genres so that the programme dgbéa the broadest possible

audience, and to maintain a certain ‘tone’ that aaseptable for that audience.

Darvel Burgh Prize Sifver Band.

ELECTRIC PICTURES,

Absolutely Rock Steady & Flickerless,

i i : .
Progianime forSaturdiy Central Hall Picture House,

t L—Drama.

£ : foQTR R
e TAN, A ACADEMY STREET.

Sl Telepbone—Taverness $23.

FOOTBALL RESULTS. k e A
(1) HALF-BREED'S TREACHERY - Drama N LrT o o
ANUARSY h 3 1913.

12)- Onhefanies ok thedemen, S Seenlc INTLINT L)Al E R(l{ IRM \EJ(IE EVERY 6\[; Tk ut(r:o\( ::lh(:\i 9 ’ﬂlu

4 F CONTLNTC 3 PERFORMANCE EVERY AFTERXN N ROV 2,30 {0 11.
(3 'HE EMPEHDRS MESSENCE Dram:a ANIMATED GA —News from Fver, heve.
t4) Wife for a Day - .- - Comic LETS MAKE T OF PO

ar
; Singing Picture. D—Drawa,
15) THE GIRL AT THE KEY - Drama LIKE YOUR APRON AND YOUR BONNET— | ElComedy.
16) THE DIONNES -  Acrobatic (Coloured) Binging Picture,
b gy io s FUNNIOUS AT LUNA PARK—Comic. | AP
(7). The Detective’s Conscience -  Drama A WASTED SACRIFICE—Drama, 1‘ TIRES—Comic.
(8) Brown moves to Town - Comic JES JOY DAY—Comie . ) ' LOOSE—Pantonine
| 19)  Shocking his Flock - - Comic o T ;
R PRICES OF ADMISSION—
LOUNGE SEats e Adubts, 2 Clillden, id.
6.30 AND 8-30. BALCONY X ls und¥d; Clildren Half-Frice.
| Apmission (Arfn 3d. Children Id !R'.FX-\‘ PR oL ‘ e q.\mm’:«,’z;-l :m'd ad; L‘hs‘l\lrnn, 3.
1 Baicony 6d. 3d EA AND BISCUITS SERVED FREE EVERY AFTERNOON.

Figure 15: Variety programming in Darvel and Inverness

Sources:Irvine Valley Newd 0 January 1913nverness Football Timekl January 1913.

Renters offered ways for exhibitors to reduce & and difficulty
associated with selecting enough short films irghiieily to fill two hours. By
contracting a ‘film service’ or complete programrttee exhibitor received from the
renter a pre-packaged ensemble of films once aetaiweek, ideally containing a
good mix of films of different ages and types. As tinema of narrative integration
had transferred the task of meaning-making frometttebitor to the producer, the
outsourcing of programming decisions was anotherddithe struggle for control

between sectors of the industry. In the UnitedeStgirogramme composition had
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been centralised at the film exchanges, contr@lteer by the MPPC through ‘an
interlocking directorate among manufacturers astridutors’, or by MP Sale¥.

This was a crucial element in the duopolistic colntf the American industry.

In Britain, the use of film services was widespreatinot as generalised as
in the US. One reason for this was that a dailynghaof programme was the norm
in American nickelodeons, and therefore selectingsfindividually was not worth
the exhibitor’s time. In Britain the programme vedmnged only on Monday and
Thursday (plus a special programme on Sunday ifethecases where shows were
allowed), and there was more time for word-of-maaitlout a particular film to
spread, as well as a greater incentive to advdities. Still, selecting each of the
films in a programme of seven or eight items wasconsidered necessary; early
on, the notion of feature or ‘star’ film denotedatiéners, and in some cases these
could be selected separatéeiyn other cases, such as the one presented bélew, t
headliner was simply the newest film of the burwehich would subsequently

descend to the undistinguished category of ‘support

Table 6lists the prices for different categories of pragraes offered by the
Birmingham-based Royal Film Agency in late 1911prAgramme of five reels, of

which the newest was in its fifth run, could beasbed for three pounds, although

37 Staiger, ‘Combination and Litigation’, p. 50.

38 \When Pathé started trading directly to exhibiior$913, they made much of the fact that each
film could be booked individually, effectively mailg every film a feature (‘The Bioscope
Parliament’,The Bioscope28 August 1913, p. 687-9). The French company eff¢his argument
against trade rumours that accused them of tryirtmrtd exhibitors to block-booking contracts.
Although service hiring had some similarities witlock-booking, in fact the two forms of business
responded to differing models. As the next chaptélisshow, block booking tended to be an
imposition from vertically-integrated renters (thgtstudio agents), while service hiring in most
cases was a non-compulsory option offered by oparkeh renters.
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The Bioscopepined that a reasonably good programme cost sitti@alve pounds,

while first-run films went for twice as much.

Table 6: Service Prices, Royal Film Agency, Novembé&911

Price for ‘Star Picture’ Support

programme of

5000ft changed Run Length Price category | Length
twice weekly (per 1000ft)

£3 5th 1 x 1000 ft 10s 4000 ft
£4 5th + 6th 2 x 1000 ft 15s 3000 ft
£5 3"+ 4th 2 x 1000 ft 15s 3000 ft
£7 2"+ 4"+ 4th | 3x 1000 ft 20s 2000 ft
£10 15+ 3 4 3¢ 3 x 1000 ft 20s 2000 ft

Source: Advert inThe Bioscope? November 1911, p.370

One of the advantages of the service model, batbxXbibitors and renters,
is that each delivery combined subjects with défgmelease dates, so that at least a
part of the programme was newer. A renter woulddrigave as many customers in
each service category, in order to keep the filotstang a profit throughout their
shelf life. Having a good circuit of cinemas takedull programme on the different
price categories was the ideal situation for amepearket renter during the single-
reel years. It allowed them to know how many printbuy and to keep them in
circulation for long enough by mixing them intofdifent groupings. This was only
possible while the open-market model allowed renterbuy their films at

competitive prices from all manufacturers, andthsen for as long as possible. The

3 The question of priceThe Bioscope? April 1910, p.3.
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modular format, with the reduced importance of eadividual film, made the

recycling of older titles as ‘filler’ in the programe an acceptable practice.

In order to take over successfully the work of pamgme composition from
exhibitors, renters had to appropriate some elesngfrthe rhetoric of showmanship.
As discussed before, the manager’s connectionlastl audiences was an
essential part of the job. The transference ofskil to renters gave some
advantage to local companies, as exhibitors wene fiileely to trust the judgement
of someone with a good knowledge of Scottish aumienThis is why, as
mentioned in the previous chapter, J. J. Bennsdlishad to spend a few formative
months sitting in the company’s cinemas and tHeints’, to get a sense of what
their patrons preferred; and also why local rentampanies often hired
experienced showpeople as programme managers. ldovesvmuch as they liked
to claim so, in reality renters could not provideespoke service for each cinema,
as they had to exploit the films they had acquicedhe first run. The number of
first-run customers was limited by the capital teeters could invest in new
releases, and conversely, the selection of films mvainly influenced by the
choices of first-run cinemd8.This means that the preferences of audiences in
cheaper cinemas lower down the release hierarchgatihave a proportional
influence on the market, and that the kind of filiegoured by the grandest venues

tended to trickle down and flood the exhibitionrsze

This standing order or complete programme moddroftiire was an option

available locally to Scottish exhibitors. The ficstmpany to offer this arrangement

“0 Cinema Commission of Enquiryhe Cinema: Its Present Position and Future PoB8#s
(London: Williams and Norgate, 1917), p. 193.
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locally was the Glasgow branch of Gaumont, whicti pgogrammes from ten
shillings per 1000 ft. The Bendon Trading Compaag ktarted at around the same
time, and by 1915 they were well known for delimgriordinary programme
films’.** In 1913, Green’s were hiring an assistant withegigmce in ‘selecting

good well balanced programmes’ for their film seef? Jack Baker offered
cheaper summer programmes, alongside his maimlideamatic exclusives. The
short-lived Hart's Film Service claimed to have teapest programmes in
Glasgow in 19153 The local representatives of Hibbert’s, Butcheaitsd New
Century, amongst others, could also arrange c&@uiScotland, even if the stock

was not kept in Glasgow.

The B. B. Pictures offered a film service that dost ten shillings to five
pounds per 1000 ft. The cases of the two B. B.orusets discussed in Chapter 4
(the Glasgow Cinema House and the Paragon) seiighibght how renters
catered for a highly stratified market. First-rilmk were supplied to the Cinema
House for four pounds per 1000 ft (a discountedepbecause they were crossed
over from the Wellington Palace), while the Paragfian paid as little as two
pounds for their whole programme. Because of thefila renting worked within
an open-market system, a cinema like the Paragald aacrease or decrease their
film hire budget according to the circumstances @bcounts book for this cinema
kept at the Scottish Screen Archive records filne payments to the B. B. Pictures

from £4 6s. 1d. for a week in September 1913, sbgwer one pound two months

4l ‘Scottish News and NotesThe Bioscopell March 1915, p.1043.
42 Classified adsThe BioscopeB May 1913, p.451.

43 Hart’'s Film Service adverfhe EntertainerVVol 2 No 68, 16 January 1915.
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later* For both these weeks, the book records two additititles hired
independently, at a price similar to or higher thzat paid to B. B. The Paragon
was a regular customer of the B. B. Pictures andived a supply of non-specific
‘ordinary’ films, but there was still consideralariability; it was not a fixed
contract. The regular service was a baseline wivech meant to be topped up with

additional bookings.

The Cinema House did not have as many options viloame to choosing
a programme, since they were restricted to theyhesibased films acquired by
their renter, but they could add more expensiveltesive’ pictures from other
distributors. In February 1913, for instance, tireators of the cinema company
agreed to pay forty pounds to boGleopatra(Helen Gardner Players, 1912), the
first six-reel film produced in the United Stafé©ther deals are registered around
the same time with companies like Gaumont and Jdelaile maintaining the
regular service from B. B. Pictures. These add#i@xpenses became more risky
after the start of the war, when the board trieduioback the operating costs
wherever possible in the face of falling dividendath less flexibility than the
Paragon, they asked the B. B. Pictures to provisleoater programme (rather than
an older one). Unfortunately, the second minutekb@s not been preserved, and

so we cannot know how the wartime programmes wengosed.

a4 Paragon Accounts book, 1913-4, ms notebook. Glas§oottish Screen Archive, SSA5/26/112.

45 Minutes, 25 February 1913, Glasgow Picture Housrita book. Glasgow, Scottish Screen
Archive, SSA5/22/3. Dorin Gardner Schumacher, ‘@ardHelen’, inEncyclopedia of Early
Cinema ed. by Richard Abel (New York: Routledge, 204%)378..
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6.5. Conclusion

The very flexibility of the modular format alloweke service model to adapt to the
new practices that were undermining it, in paracuhe growing importance of
exclusive and feature renting, which will be disagsin the following chapters.
Instead of depending on a single renter for thelire programme, exhibitors
started to deal with two or three companies eaatky&0 that as the length of
exclusives grew, the proportion of ‘regular’ progmae films shrunk without quite
disappearing. Exhibitors who were willing and atolenake an effort still had
considerable liberty to arrange their programmés femarkable adaptability of
variety programming with open-market subjects demedrtime and skill on the
exhibitor’s part, but it allowed him or her to exipeent with different ways to both

save money and attract audiences.

Film services flourished from around 1909 to befitvewar. Afterwards,
the extended length of films, the availability o€l trade screenings, and the
increased importance of each individual title leaate exhibitors to take charge of
their own selection and to book feature, suppod, @ewsreels separately from
different renters. This reconfiguration of the shawund one main feature put
providers of film services increasingly at a disathage, as the gap between the
prices paid for features and for ‘ordinary’ flmsdened, and the availability of
open-market subjects shrunk. The shift from a @ogning paradigm where
diversity was key to one where a single film togkmost of the time hinges on a
change in the forms of imagining and addressingatitience. The hugely
significant transformations of the film trade tleaystallized around the transition to

feature programming is the subject of the followahgpter.
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Chapter 7

Feature programming

The way films were made, traded and shown was istemt transformation before
the end of the First World War. The growth of pengiat and sometimes purpose-
built places of exhibition was followed by a shiftm a completely modular format
built around a variety of short films, to a lessxible format structured around a
long film. The rise of the feature-length film wiasked with many other
fundamental changes that configured what has corbe known as classical
cinema or the Institutional Mode of Representatidme feature-length fiction film
has proved to be an enduring cultural formatioadieg to the emergence of
teleological discourses in film historiography tkatv it as the medium'’s destiny
and perfection. However, the motivations and prees$ehind this multi-faceted

transformation are still only partially understood.

The popularity of longer narratives must certaimiyye been a factor in the
rise of feature films, but the exhibitors’ longiag scepticism suggests that it was
not fundamentally a demand-led process. Readingtitish trade press, it can be
difficult to see whose interests were served byntne dominant product. This is in
part because the main episodes in the processtakeng part thousands of miles
away on the California coast. Gerben Bakker hasrdes] the transition to feature

films as
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a quality race in which films escalated their costs
sunk in film production and marketing [and which]
resulted in a handful of American companies

dominating the entertainment businéss.

These industrial strategies were mainly enginetrguofit from the
American market. Their impact on British and Satttiilm culture was therefore
mediated by the different structures of distribntéamd exhibition that were already
established here, as well as by the social coimiexhich cinema functioned. While
the previous chapter explored the emergence dettere film as the institutional
commodity-form, this chapter considers the tramsfitions in the second moment
of production (the production of spectator-hounsaiiregional context. A discussion
of some of the findings of the second programmimapshot leads into a broader
engagement with historiographical issues regarttiaglass position of early

cinema.

7.1. Long films, serials, and feature programming

The most durable outcome of the processes thaapestthe film trade between
1913 and 1918 was the establishment of featurdHdiaion films as the dominant
form of cinema. As discussed in the previous chagte rise of the feature film
was an element in a wholesale recasting of cinesyamandustry and as a social
activity. As a production trend and textual modhe, step from single-reel to
multiple-reel dramas may not have been as sigmifiaa the emergence of the

standardised single-reel narrative. Its imbricatgth all other aspects of the film

! Bakker,Entertainment Industrialiseg. xx.
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trade, on the other hand, meant that the riseeofdhture was necessarily
accompanied by profound transformations in extohitnd distribution practices.

As Michael Quinn has written,

the transition from a program-based cinema to one
based on the feature was one of the most signtfioan
film history, on the order of the shift from atttian-

based to narrative cinerfa.

The debate over the threat posed by longer filnteegcestablished practices
that had underpinned the cinema boom started Wiftonsolidation of single-reel
films as the staple of the market. During the gpand summer of 191The
Bioscopeoften ran letters from showmen complaining abbatincreasing length
and slackening pace of features. The editors ojotimmal held the view that
‘variety is the key-note of the success attainethieycinematograph show’, and that
although there seemed to be some demand for filatsatould fill the whole
programme, this trend would be detrimental to thdd as people would soon tire
of it.® Opposition to longer films was stronger in Scadlamd the North of England,
where cine-variety shows were more common, sinag fiims did not seem to fit
easily within the modular format. Live entertainrhams more common in the
provinces, so the disregard of short subjects wasgived as a metropolitan bias.
Contributing to the protracted debateTine BioscopeC. L. Jamieson, an exhibitor

from Newcastle, wrote a letter outlining his extign habits:

2 Michael Quinn, ‘Distribution, the Transient Aude®) and the Transition to the Feature Film’, p.
36.

% ‘The Length of the Film: A Question of Policyfhe Bioscope? September 1911, p. 471.
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At present | show a programme consisting of about
seven subjects (about 4000 ft), interspersed with t
variety turns [...] twice nightly [...] Most of the
Northern picture houses are run on the same lives.
do not want the lengthy film; we want more subjects

of the 500 ft lengtH.

Although the forms of exhibition and distributiossaciated with the
classical system had established complete domirtantee end of the decade, the
shift was gradual and punctuated by many partralstuThe sway that the
attractions model still held was evident in thet that long films were first made to
integrate within the variety paradigm: they weresthing special that would keep
audiences on their toes, but they could not prothéeegularity that was now
sought by the industry. They were in the same cayegs other novelties such as
synchronised-sound or Kinemacolor films, or speea@i-fiction subjects such as
the Delhi Durbar and the polar expeditions. Thempairpose of these films, from
the exhibitors’ perspective, was to enhance thbility of the venue, perhaps by

getting a mention in the press, as liee Weeklyadvised in 1911:

every now and then, say once a month, an exceptiona
film subject should be boomed as a special attacti

No matter who supplies the film service, or on what
basis it is arranged, some presumably rather
extraordinary film of the startling kind now so et

announced in the KINEMATOGRAPH WEEKLY

4 The Bioscope28 September 1911, p. 667
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should be made much of, and it should be presented
with special music and effects, and featured dara s
attraction. This is a fine paying advertising instent,
when carried out with proper preparations and

announcement.

Pantomime films shown over the holiday period, imas with religious
content such asrom Manger to Cros&alem, 1912) were given particular
attention, as they had a role to play in the lewtion of the venue and the conquest
of desirable audiences. In accordance with theicisph character, these films were
distributed on different principles and were bookaakst commonly in addition to a
regular service, as in the Glasgow Cinema Housexking of Cleopatra
mentioned in the previous chapter. Indeed, thalmteaning of the ‘feature’ film
was a film that could be booked individually andswent included in regular
programmes. As such, it was priced outside thedl®t paid for regular
programmes — usually over it, but undercutting isome cases. The individual
negotiations exhibitors had to enter to obtainueafilms complicated the notion
(developed around single-reel narrative produst®xplained before) of a reel of

film as a regular commaodity, interchangeable witly ather.

This was a blow to the regular-service distribmtiodel, which aimed for
dependability rather than uniqueness. In a requaleiety programme, the diversity

of the attractions minimised the risk and allowgdresmall-time exhibitors to

® Bennett,The Handbook of Kinematography. 256.
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include some fresher titles alongside older fandth the concentration on
promoting a single, longer film, rather than thelgies of the venue or the show as
a whole, exhibitors were placing their fate incnegly in the hands of their
suppliers. While in a variety programme the riska@ enjoying a particular film
were dispersed by the diversity of attractions,ilaidrs knew that a dud feature
was a memorable disappointment that would affecbtbx office and long-term
reputation of the cinemaShowing a five-reel feature meant making moshef t
programme depend on a single manufacturer, sdltbatompetitive position that
exhibitors had had before was compromised. It tsogrising, therefore, that
Scottish exhibitors tended to adopt a cautiousagydr, programming features

alongside serials and variety throughout the warge

A Dunfermline cinema that published their wholegnamme provides a
good illustration of this emerging practif@gure 16) The first part of the week of
7 January 1918 featured the five-reel Triangle #imerican Aristocracy1916),
starring Douglas Fairbanks. The rest of the prognamonsisted of two British
comedies, includin@ickles and Pozzif917), a film shot by wounded soldiers; a
cartoon, a travel film, and the Pathé Gazette.chHamnge of pictures on Thursday
brought the first episode of Pathé’s seRatria (1917), which was given more
prominence on the advertising than the longer Ldisky The Yellow Pawi(i1916).

With continuous opening hours, and a pricing strale four pence to one shilling

% As early as 1911, prominent exhibitor and commenterank Ogden Smith (under the pseudonym
‘Tuan Ketchel’) complained, in an open letter tor:MFilm Maker’s Agent'’: ‘I look back upon the

old times when | paid far less for hire, and alwkogked for one new film with each change, and at
a figure that permitted running a small hall arefit, while now he was forced to hire long, bagin
films at higher prices. ‘An open letteiThe Bioscopeb July 1911, p. 7.

’ Singer, ‘Feature Films, Variety Programs’, p. 85.
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after tax, this cinema seems to have been quitealypf the attempt to broaden the
target audience through quietly aspirational progréng. The inclusion of factual
films retained a hint of the educational ethos, @ndngle films, as Rob King has
argued, were pioneering in their attempt to ‘appedhe elitist tastes of America’s
middle class without sacrificing the existing aundie of working- and lower-
middle-class patron§’ Although the Triangle corporation had collapsed9i7,

their releases, handled in Scotland by Green'sn@eis agents rather than renters),

remained amongst the most sought-after titles.

"THE CIN EMA

BEAST PORT.

[PROGRAMMES FOR NEXT WEEK. |

. Mon., Tues., Wed.

Thurs. Fri Sat.

DOUGLAS FAIRBANES
in & Smiling, Whirling
Five Part Trianpglo-Diramwa

American Aristocracy
W. W. Jasoh's Comedy

The Persecution of Bob Pretly

MUTT & JEFF CARTOON.
Cliff Dwellers.

 In Hew Mexico. No. 2.

PATHE GAZETTE.

The Vary Latest Newa in Pictares.

A Bparicling Military Comedy

Pickles and Pozzie.

Yirst Episode of the Serisl Bupreme

PATRIA

Featoring Mrs VERNON OASTLE, The
Warld Famaoos Daneer.

4 A Berinl that lor sustained interest and

breathiless excitement sorpazzesany thiog

of the Lind that has ever I:u.cn' filmeld, " =—

Ere, |

Ciﬁn Rld;:c]y amd Wallace Raid In
A ¥amona Players' Novolty Production

THE YELLOW PAWN,

THE HISTOKY OF THE
GREAT WAR,

PATHE GAZETTE.

Tha Very Latest News in Pictoras,

A CLEVER DUMMY.
A Ecystone “La Ponpes” Gomedy.

_Continuons Daily, 3 till 10.30 p.m.

PRICES - - =

Satardays, 3 fill 11 p.m.
. 1/-, 8d. and dd.

Figure 16: Programme for East Port Cinema, Dunfermine

Source: Dunfermline Press and West of Fife Advertigedanuary 1918.

8 Rob King, “"Made for the Masses with an Appeathe Classes": The Triangle Film Corporation
and the Failure of Highbrow Film CultureZjinema Journa#4.2 (2005), pp. 3-33 (p. 6).
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To compose a programme like the above, the exnibéd to enter into
different arrangements. The Triangle film was hide@ctly through Green’s, who
might have also supplied the open-market comedies rest of the week had a
Keystone comedy (which was distributed throughAgla’s agents), a Famous
Players-Lasky film (which could only booked from ¥alker in London), and
several Pathé titles. The cinema clearly had araontvith Pathé for the Gazette, a
serial, and factual items. In this combinationafd-term regular contracts and
individually-selected features, the Dunfermline wemevealed a dual strategy that
is prevalent throughout the 1918 sample. The ateyn of features and serials that
can be found in many Scottish venues is also a ole@aker of the tension between
standardisation and differentiation, as well asveen the aim to satisfy regular

patrons and attract new ones.

The average length amongst the films surveyed I8 1€as around 3000 ft,
but the most common length was around 2000 ft, whias the standard for most
serials. Almost half of the cinemas in the 1918shat were advertising a serial,
and some of them had programmes composed mosibriads. Since the sample
considers the films being shown on Thursday 10danit is likely that the
number of cinemas showing serials was even highetteer venues ran serials
during the first part of the week. Serials, as Red@anjels has pointed out, were
an autonomous form that existed alongside featuaéser than a transitional stage
leading to the longer film. Their importance religat only in their experiments

with seriality and narrative, but also in the disition and exhibition practices they
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implemented; serials ‘stimulated consistency agdlegion on the film market,

something the feature could not yet provide’.

As a crucial tool in the regularisation of attencirserials were thought to
work better in cinemas with a regular patronagealendxhibitors did not think they
would succeed in those venues depending on ac¢raremidiencé’ By extension,
they were considered more suited for those hatising two shows a night than for
those with continuous opening hours. In that respleey shared the same position
as long films, and indeed served as a feature iéYie®y were only one or two reels
long. The structure of the programme remained dineeswhether the feature was a
long film or a serial; support consisted of a ceupl interest or topical films and
two or three short comics. The feature-length filind the serials had thus replaced
the single-reel dramas of the previous years, wither genres continued to be

produced in short formats.

Towards the end of the war, the supply of shontanmés had dried up to the
point that it was difficult to put together a batad programme of short films
without relying on serial contracts. This was eitimepossible or undesirable for
many smaller exhibitors, who continued to atteropun variety programmes using
the few single-reel films in circulation. By mid-1B, Tom Gilbert, the Crossgates
Picturedrome manager, was writing to fellow exhulstboth near Dunfermline and
in Ireland, to enquire about swapping their singled double-reel dramas, since he

had run his through. In a letter to one of hiseadiues, he pleaded with him to

® Canjels Distributing Silent Film Serialsp. 6.
10The Film Serial: A Remarkable Developmerfthe Bioscope? January 1915, p. 3.

1 0On production trends during the transitional périsee Singer, ‘Feature Films, Variety Programs’,
pp. 76-100.
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return the titles in time, reminding him of the slhge of single-reel film? This
shortage reflected trends in American productidmctyfollowed their own market
logic, but it also reflected the change in stratEgyhigh-street venues in the main
Scottish towns. Given that renters selected thaichmses according to the demand
of first-run venues, if the best halls on SauchieBieet or Princes Street were not

showing short dramas, the local renters would tumtksthem.

If Tom Gilbert found that the metropolitan trendé him lacking a
satisfactory supply of shorter films for his rusalows, other exhibitors had the
opposite perception. In a letterThe Bioscopeountering another showman'’s
complaints about the length of films, John Darlisiiie manager of the Lyceum in
Dumfries, argued that it was only high street ciasrthat wanted the return to
variety programming because of their continuoussshon the contrary, he thought,
‘the vast majority of suburban and provincial andies go to the cinema for an
evening’s entertainment and are rightly unsatisfigé “snippet” programmé? In
fact, by this time most city-centre cinemas hadadly completed their transition to
feature programming and reinvented their appethitsient audiences in the
process. Provincial exhibitors’ positions regardihnig transition were not univocal
or coherent, since they were the product of loedliparticular experiences and
views of the audience. The tension identifiedtmy Newcastle showman quoted at
the start of this section, between urban, subuamahprovincial exhibition practices,

appeared to have changed its orientation in lessd@hdecade. The patterns behind

12 | etter (wet copy), Tom Gilbert to W. Webster, Hak, Yorkshire, dated 22 October 1917 at
Crossgates, Fife. NAS SC36/79/18, p. 185.

13 ‘Correspondence: What Exhibitors Warithe Bioscope?28 August 1917, p.828.
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this shift can shed some light on the economicidedlogical institutionalisation of

cinema in Scotland.

1.2. A geography of the transition to feature programming

As Ben Singer has found for the American case,félaéure craze was not a tidal-
wave phenomenon that instantly wiped out the dilort or the variety
programmé* Feature programming, furthermore, did not becooraidant at the
same time everywhere, and the evidence from Shotésues gathered in the 1918

programme snapshot can shed light on the varyittgmpa of change.

The first thing to notice is that feature programgwas undoubtedly
dominant. Out of the 127 cinemas in the 1918 sanigds than a quarter were
offering a programme of single- and double-reeterly. About half of those were
cine-variety houses; most of the rest simply hapgerot to be showing long films
on the sample day, but had them on other dayseaddime week. Five years earlier,
only ten out of more than a hundred cinemas had bkeewing a three-reel film,
and a higher proportion of the venues included dimtertainment (forty-one per
cent of the 1913 sample, compared to twenty-fivecpat in 1918). A striking
example of the transformation wrought to prograngvpractices is provided by the
Galashiels Pavilion, which went from advertisinghamed ‘pictures and variety’ to
having a ‘Fox week’ (a branded feature-led progranmhile still keeping ‘2 star

turns’ (Figure 17).

14 Singer, ‘Feature Films, Variety Programs’, p. 79.
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EVERY EVENING AT 8.

SATURDAYS—Twice Nightly 8.40& ¢

{

Matinass at 2 Pgll Praocramma

Prices—4d, 6d, 9d. Balcony. U, 1/6

Figure 17: Galashiels Pavilion newspaper ads in 18Jand 1918

Source: Left: Border Standardl11 January 1913. RigtBorder Standarg5 January 1918

Variety programming survived in cinemas like thea@wall Picture House,
which advertised simply their ‘usual varied pictlir¢he Girvan Assembly House
and the Johnstone Pavilion, which included livdgrenances, or the Campbeltown
Picture House, which advertised a ‘four-reel Italasterpiece’ for half of the
week, and a programme of shorter films for the obi@f. Since the sample covers
only one week, it is likely to hide more widesprdad sporadic programming of
features. As they complained about the diminisisimgply of shorter films, even
the managers of cine-variety halls were programrfirggreel features quite

happily, with almost half of the live venues adisintg films of four reels or more.

This persistence of variety turns even as supgp#gats to a feature
programme reveals a strong sense of continuity, @andentioned in the previous
chapter, the geographical pattern of its survigahieresting. Indeed, the fact that it
survives at all, even in war-time conditions whethblabour and transport were

scarce, is remarkable. Although ultimately it is possible to draw general



230

conclusions since the sample is small and uncdethotine-variety retained a
stronger presence in the West Coast and in Fifest diothe advertisements for this
kind of show place some emphasis on the managen®rand personal
responsibility for the show. As these were areaslthd a tradition of travelling
entertainment and were linked into the NorthernliEhdairground circuit, it is
possible that an existing base of skilled enteet@imnd managers facilitated the
survival of those forms of programming that rewakrdeach skills. It can also be that
there was curtailed access to feature hiring, lsxthe distances from Glasgow
and Edinburgh prevented managers from attendinlg tsareenings. Distance was
also a factor in other unorthodox programming pcast The Galston Picture
House, the East Wemyss Empire, and the BreadalDeweena in Wick were
amongst a handful of venues that advertised thHraages of pictures every week,
presenting a different programme on Saturday. Taegnce of this practice in
relatively remote locations, which had been obsi#fee the 1913 snapshot in
Lerwick and Crieff, suggests that the anomaly migghtiue to transport difficulties
preventing these cinemas from operating on the saimedule, probably opting to
get a weekly shipment instead of two. The coexceasf such different practices
shows that programming was still quite fluid astbonjuncture, and local factors

had a decisive influence.

The adoption of feature-length films by suburbareaias displays a very
interesting pattern. Because of the perceived ipatimility between continuous
shows and long films (given that people were exgubtd drop in and out), long
films were first introduced in more peripheral ames, which worked two shows a

night. A look at programmes in Glasgow in Janu&@¥6Lshows an unstable
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arrangement, with most city-centre picture housesing a continuous programme
of newer short films, and longer films startingdmminate in the working-class

districts to the East and South of the cityFagire 18 shows.

Legend
Longest item in programme
il Single-reel programme
2-reeler and support
3-reeler and support

4-reeler and support

e @00COO

S-reeler and support (Feature programmes} *

_ NIA i
e T e R S T

Figure 18: Programme mode in Glasgow cinemas, Jannal916

Source: Background mapOrdnance Survey County Series 1:10560, 1910. © @@opyright and
Landmark Information Group Limited (2012). All ritghreserved. Supplied by Edina Digimap

http://digimap.edina.ac.ukProgrammes: Glasgow Evening TimeRartick and Maryhill Press,

Southern Presd he EntertainerEastern Argus, Clydesdale Catholic Herald

By 1918, however, all of the cinemas in Glasgow céntre represented in
the sample were showing a feature programme, évargh the shows were still
continuous. Only six of the twenty-six cinemas skadpn the broader urban area
were showing a programme of short films. These aéri@ working-class

residential areas in the East End and south sitleedfity. This was a reversal of
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the situation that could be observed only two yéafsre, and showed that
continuous shows and feature films had ceased pefmived as a contradiction.
Once the most prestigious city-centre venues nextlifieir conception of the kind
of trade they wanted to attract, the conditionsengiven for the feature-dominated

era of the picture palace.

7.3. The new transient audience

The shift from variety to feature programming aoainant mode in first-run
cinemas hinges on a change in the forms of imagiaimd addressing the audience.
In the variety mode, the assumption was that sfmrstattended the cinema
regularly, hopefully at least twice a week. As dissed in the previous chapter, in
this model, aimed at catering for a mass audigheegpermanent characteristics and
‘identity’ of the venue were at least as importasthe films on offer. The
exclusive-feature model, on the other hand, assuh@sdpectators would make a
choice on the strength of the films advertiSeWhile feature programming was an
attempt to combine regularisation and differenise,focus was on the uniqueness
and appeal of the main feature. If the transitmfeatures can be considered, after
Gerben Bakker, as a quality race, it was not oetyvken the studios but also
between exhibitors> Understanding and managing audience expectations f
particular films became much more important, améwa style of advertising

reflected this changing relationship.

Scottish managers proved particularly adept ah#ve advertising boom.

They are represented disproportionatelyTbe Bioscope ‘Manager’s bureau’

5 Hammond;The Big Showp. 47.

16 Bakker,Entertainment Industrialisedp. xx.
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section, where the editor distinguished and gavardsvto the keenest manag¥rs.
During the war years, several Glasgow cinemasestatinting publicity bulletins
which were more substantial than the usual harsjlild included synopses of the
films which functioned as a narrative aftFor instance, the Gorbals Cross
Picturedrome had one which included ‘an interessieigal story in Scotch, written

by the Manager*? Although | am only aware of a few loose examplesuzh
publications that have been preserved, it seem$bésides the programmes for the
week or month, they also included adverts for |dzedinesses and some copy which
addressed the local audience. Such forms of promaitactivity can be considered
as an exercise of showmanship skills, and mandgetsubstantial liberty to

implement them.

While many of the adverts collected for the 1918pshot reflect the
continuity of older forms of address, dependentamniliarity and habit-formation,
the emergence of new advertising discourses iseafgient. An example of the shift
that occurred during the war years can be fouridgrcomparison of the
advertisements for the Glasgow Picture House 8 191&Figure 19, Figure
20). The 1913 advert starts by listing opening times ks, and goes on to
mention ‘The Palm Court Smoke Room, Wedgewood Lewryd Palm Court
Balcony. The Finest Tea Rooms in Glasgow.” Therisnention of titles for the

films being shown on that day, but rather of twoee'sial’ films that will be shown

YeThe manager’s bureaulhe Bioscopel March 1917, p.942-3

'8 The Manchester trade jourrRictures & Pleasuresaw the public’s general lack of interest in
printed programmes as a problem, since peopledatidet to find out what was being shown, and
thus the exhibitor’s efforts to secure a good sele®f films were in vain. (‘Our adventRictures

& Pleasuresl7 Nov 1913, p.1-2)

19 ‘Cinema chit-chat’;The Entertainet Vol 2 No 78, 27 March 1915, p.5
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during the following two weeks. These are both pesn productionstes
Misérableg(Pathé, 1912), and the ‘Original German VersionTbé Merry

Widow?® This is at a moment when the popularity of theglrfilms that France,
Italy, Germany and Denmark had been producing si®dd was peaking, and
American manufacturers were only starting to becortezested in this trerfd.

This then captures a moment of transformation, wherfeature was not yet a
regular part of the programme, because longer filiee not produced or marketed
in a systematic wa¥. Instead, they disrupted routine; these two pradostwere
advertised as separate from the flow of the contisyprogramme, with only one
screening every evening. Following the analogy \atiitimate theatre that feature
films often tried to evoke, exhibitors believedtthiwers would not want to come
in halfway through a film, and so preferred to haweet time and booked seats.
These irruptions of more formal traditions of thregbing into high-street cinemas
could provide a distinctive experience, but theyemdtimately viewed as a one-off

‘specials’ that did not displace the highly flexahlariety format.

20 Mentioning the nationality of the film may haveelnea way to emphasise its closeness to the
source material and thus to letigimate musicalttked here were many single-reel film versions of
this popular operetta and | have been unable &rméte which one was shown in Glasgow;
however, the version that was circulating in Eurapthe time may have been Eclaits (veuve
joyeuse 1913). Either the advertisement was misleadinigopa by presenting a French film as
German, or the cinema was showing an older Gerraesion (perhaps Deutsche Bioscop’s 1909
production). BlomJean Desmet and the Early Dutch Film Trage201.

21 Ben Brewster, Traffic in Souls An Experiment in Feature-Length Narrative Condin’,
Cinema JournaB1.1 (1991), pp. 37-56 (p. 38). Abel, ‘The "Backbb of the Business’, pp. 86-88.

22 This is why the regularisation of feature prodaictand distribution by Paramount, studied by
Michael Quinn, was such a pivotal moment. Micha&udinn, ‘Paramount and Early Feature
Distribution: 1914-1921'Film History 11.1 (1999), pp. 98-113 (p. 99).
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Room, W
“Plig: Fiest

Figure 19: Ad for The Picture House, Glasgow

Source: Evening Times9 January 1913

Compare this to the advertisement for the samer@anen the same
newspaper, five years latétigure 20) There is a large block print depicting the
protagonists in a film titletdis Golden Houy distributors provided these printing
blocks for local clients. Standing out in a whitess, the main figure is identified
as Susan Grandaise (sic), although this refetseté-tench actor Suzanne Grandais,
and the copy in the advert goes on to praise héonpeance. The text refers to
characters from the play or novel in which the figtbased, appealing to the
spectator’s previous knowledge of the story. Thgpsuting films are only
identified by genre (comedy and interest), pointmghe generic divide that
developed within the trade, where feature produaationcentrated on dramas or
comedy-dramas, while factual films and comedie<evetitl produced and marketed

as ‘ordinary’ films?®

23 The case of Charlie Chaplin is illustrative instiibntext: having made his fortune with single-
and double-reel films, Chaplin immediately movedoifeature-length productions. Those longer
films, as Michael Hammond explains, introduced nuathos and helped cement Chaplin’s
respectability across class divides. Hammara; Big Showpp. 206-214.
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Figure 20: Ad for The Picture House, 1918

Source: Evening Timesl0 January 1918

In the second advert, the audience was invitesit tand enjoy ‘a wonderful
piece of work’, an ‘artistic triumph’ inscribed Wit theatrical discourse through
the use of the term ‘in Five Acts’ and the centyagiiven to Grandais’s
performance. This rhetoric is a sharp departuma fitve continued use of adjectives

such as ‘thrilling’ and ‘strong’ that were more cmon in adverts for popular
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venues such as the Premier, in the working-classrbwf Shettlestoff* (Figure 21)
The Premier, in common with some other similar \we@dvertised a ‘continuous
performance’, but since the hall only opened foe¢hand a half hours in the
evening, in practice this equalled to two full stsovhe reference to ‘usual prices’
is a reminder of the local, regular audience thad veached through a local

newspaper.

‘SHE'{‘TLESTON OROBB f._

W_éak.prﬁmmencm_g Mouda.y, 7th Janvsry.

'.:Monday Tueaday sod V'Verlnesdsyvj-
A T.hnl]mg 4 Reel Drama o

LLAR MARK.

Mon&n:y ’,:l‘.l.msday a;:d Wadnesﬂay——
: LAST EPIS(OD

“';"-es'lsemsr % SUBMARINE.

Th\u-sday, Fr:day and Su&urda.ym
A Smmg 2 Resl Dra.ma,

UNTIL WE THREE MEET
- HGAIN,

Thursday, ,Frszay and Satu:rday-- :
A. Power[ul 3 Real Dmm

UQUA‘QI; PRICE

Figure 21: Ad for the Premier Picture Theatre, Shetleston

Source:Eastern Arguss January 1918

24 From early on, industry commentators had beeneawthe different aesthetic discourses
required to attract more affluent audiences, sugggsor instance, that ‘the gaudy, bloodthirsty
posters issued by some of the Continental and Axaeninakers are to be avoided in the better-class
neighbourhoods’. Bennefthe Handbook of Kinematography: 252.
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Neighbourhood cinemas such as the Premier haddeeg assimilated
within their audience’s routine. Their opening houeflected the temporal patterns
of a working population rather than a leisured €l&xcept for the serial, the films
on offer were between two and five years old, dnedadvert does not include any
mention of brands, stars, or plot. The advert,afege, would not say much to
anyone trying to select something to watch, othantthe titles are ‘strong’ and
‘thrilling’, that is, conforming to generic expetitans. On the contrary, although
most city-centre cinemas retained their continumpening hours, their embrace of
feature programming required them to reinvent thdudress to the individual,
discriminating customer. The purpose was no long@rovide a resting place for
people going about their daily business, but talgem to leave the house and make
an evening of it. The businessman with an houptwesand the shopping lady (an
aspirational code that, in reality, translated etds the clerk and the shop-girl)
were no longer expected to come in for a half-hbut,to stay through the complete
programme, until the point where they had arrivielteir investment was higher and
the options available were plenty, so the publiaityund the film had to be
persuasive. The assumption of mobility (transiem@sed characteristic of city-centre
audiences was reinterpreted as meaning that spectatuld be drawn in to
particular films, instead of being regulars. Thid dot preclude them being regulars
at their neighbourhood cinema, establishing a weekitine that could lead them
to visit different venues according to their peveei function and social character.
The neighbourhood cinema could retain some ofatsraunity appeal, while up-to-

dateness and choice were sought on the high street.
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Such options were a prerogative of urban, relatie#fluent and mobile
spectators, and those venues that intended tofoatirem had to be highly
competitive. Since differentiation was increasingdgtricted to the choice of film,
this competition required the emergence of distrifsupractices that provided
exclusivity. There were, however, many more verihasdid not face the same
competitive pressures, and which attempted to pterfnequent attendance, such as
the circuit of cinemas operated by Harry Dawsoth@mining towns of
Gorebridge, Loanhead and Penicuik, which offeredily change of programnfg.
When a triple weekly change of pictures had be#@oduced in some provincial
halls in 1913, th&ioscopés Scottishcorrespondent opined that this innovation was
‘a capital scheme for some of our smaller towns fvhgre the triple change is thus
all the more likely to induce continuous “custorf™The concentration of this
practice in industrial and mining districts suggesiat, more than the type of
programme presented, it was the regularity of ddene that defined popular
cinemagoing. The opposition between routine andcehand between collective
and individual experience, carries ideological aiations shaped by the class
system. This apparent dichotomy, however, shoutdeanderstood as a polar
opposition; rather, these are yet more vectorierfield of forces that keep
reshaping the social phenomenon of cinema. Initiergence of feature
programming, these class-based tensions havetatiragnsiderable

historiographical attention, as the next sectiatulses.

5 ltems of interest’The Bioscopel9 February 1914, p. 747.
%6 «Away up North’, The Bioscopel May 1913, p.337.
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7.4. A bourgeois cinema?

According to Ben Singer, one of the reasons whietiaand feature programming
could coexist and share the market for a few ygasbecause they were perceived
as occupying separate niches and serving diffgnemtoses’ As he points out,
feature exhibition in the United States took placmore luxurious and expensive
venues, and the inter-textual reference to liteeemy dramatic works placed feature
films in the context of middle-class culture. Ifgtholds true, then the rise of feature
programming would have profound consequences ing@f audience
demographics. In his article in tEscyclopedia of Early Cinemalico de Klerk
introduces a notion that has caused intense sthdkbate. The shift to feature

programming was, he writes,

a reflection of developments in production,
distribution, and exhibition practices: on the d¢w@ad,
processes of rationalization, standardization, and
increase in scale and, on the other, a process of
“gentrification” in terms of ownership, film subjesc

and target audiencé$.

The first part of this argument has been discuabede. Although
standardisation was a major force, the next chapteshow that it maintained a
dialectic relationship with differentiation, so thhese industrialising processes

cannot be read as unidirectional. The second panecargument, however, is much

%7 Singer, ‘Feature Films, Variety Programs’, p. 84.

% Nico de Klerk, ‘program formats’, iBnclyclopedia of Early Cinemad. by Richard Abel
(London, New York: Routledge, 2005), pp. 533-5355§3).
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more problematic. While the increasing transferesfagvnership of different
entities in the cinema trade towards bourgeoispatid-bourgeois individuals can

be verified throughout the cinema boom (some examghn be found in Chapter 4),
the change of the class position of texts and agdeis much more difficult to
ascertain. In the first place, it requires an aggion of a previous state in which

the cinema was proletarian.

The Allen-Singer controversy over Manhattan nioklelon audiences made
evident some of the problems inherent in tryingad down the class identity of
early cinemagoers. Challenging previous assumptiéiien had argued that, rather
than attracting exclusively a working-class or igraint audience, Manhattan
exhibitors used ‘small-time vaudeville’ to enticema middle-class patroAgin his
1995 article, Ben Singer used different sourcesteal previously undocumented
nickelodeons, and contest the revisionist notian the middle class had quickly
appropriated early cinen’?&.AIthough this discussion has mostly taken a sk
with the growing interest in non-metropolitan prees, it provides a relevant
context for the present argument. As discussedap@r 4, British exhibition
practices are not directly comparable to nickelodedlowever, the debate
surrounding nickelodeons is still relevant, insafarit pertains to broader

institutional and textual transformations.

The opposition between the proletarian and bousgesrsions of cinema is

an important element in understanding the fradbeteveen variety and feature

29 Robert C. Allen, ‘Motion Picture Exhibition in Maattan 1906-1912: Beyond the Nickelodeon’,
Cinema Journall8.2 (1979), pp. 2-15.

30 Ben Singer, ‘Manhattan Nickelodeons: New Data omlidnces and ExhibitorsGinema Journal
34.3 (1995), 5-35.
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programming. On the one hand, the ever-shiftingetions of a variety programme
have been interpreted as offering working-classemegs a way to process the
modern perceptual environment and mechanised esitihurban industrial lif&"

On the other, longer films coincided with produntioends, such as a greater
reliance on actors and texts borrowed from thditegie stage, at a time when the
industry saw an opportunity to draw middle-classathe audiences into the
cinemas? However, the Scottish case shows that varietyrproging held on in
city-centre cinemas, while working-class venues beeh showing longer films
from an early date. The city-centre cinemas’ attetmfproaden the audience to
include some ranks of the middle class was inytiaised as much on extra-textual
qualities such as convenience and tea-rooms &g itmagnsformation of both
product and programme. As discussed above, uptmdrl915 the exhibitors’ idea
of the transient — and more affluent — audiencetbawnore casual form of
engagement that was offered by the cinema as antate over the theatre in
certain circumstances. The variety programme wWasefore, mobilised and
defended by Scottish exhibitors in their attemeptattract a more middle-class

audience before the beginning of the war.

Long films, on the other hand, were not identifietessarily as less

attractive or accessible for working-class audisntfeanything, they could be

31 Although this somewhat romantic idea of early cieas a ‘proletarian public sphere’ is hard to
sustain against the evidence of cross-class inférean be useful as an ideal (inexistent) catggo
that helps define the field of tensions; as Miridansen wrote, early cinema ‘would qualify as an
instance of a proletarian public sphere’ not beeauswas one, but because there was such a
concentrated effort to prevent it being one, ‘tbthe institution of its class-specific stigma’.rddim
Hansen, ‘Early Silent Cinema: Whose Public Sphehd@&v German Critique29 (1983), 147-184
(p. 157).

32 Burrows, Legitimate Cinemap. 185.
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thought of agoo attractive; many of the early features were repebie more
aspirational exhibitors as they tended to contamsationalist or titillating topics.
As Hammond argues, the notion of moral threat westwined with the fear of
adverse physical effects from prolonged eyestfaime regularisation of American
feature production and the studios’ increasinglycsssful control of the discourse
around it, through branding and the star systemetlithe tables by making the
‘transience’ of the middle-class audience a mattehoice between heavily-
advertised features rather than a casual use @héoctable space. Privileging text
over context, feature programming, imbricated agai$ with narrative integration
as a mode of address, tended to make the exhg{@md the distributor’s) work
invisible, and to foster in the individual spectatte illusion that he or she was
choosing freely to consume a unique product, rétiear take part in a collective

event.

7.5. Conclusion

The transition from exhibition and distribution ptiges that valued the diversity
and modularity of attractions, to ones where thébates of a branded narrative
film were foregrounded, is a key moment in the tabeing of the ordinary and
extraordinary dimensions of the cinema experiehaedefined institutionalisation.
On the basis of the evidence gathered for the iShatase, this chapter has shown
that this process was shaped by a tension betvegeiter and selective audiences,
which played out in the spatial politics and dissas of the cinema trade. The
hierarchies that divided a very competitive maskete made acute by city-centre

venues representing their audience as more affarhimobile. This did not

% HammondThe Big Showp. 217.
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happen to the same extent in peripheral cinemashvdontinued to be rooted in
local community life, retaining some of the coligetcharacteristics that Miriam

Hansen identified in attractions-based practices.

Up to the First World War, independent small-towhibitors in Scotland
had had a great deal of control over their progrargimand they mobilised their
direct knowledge of their audiences to create shbasappealed to them on a
regular basis. At least part of the explanatiortiiergreat popularity of
cinemagoing in this nation must lay with them. Hoese the future of cinema was
being decided in relation to the very competitioatext of metropolitan exhibition,
which demanded high brand recognition and investhimegxtra-textual
promotional strategies. Regardless of the actealnre level of the patrons, the
embourgeoisement of the cinema experience durmdréimsition to feature
exhibition resides in its individualisation andtire foregrounding of film as
commodity over the show as labour and event. Thenca was engulfed by the
rising hegemony of urban consumer culture, rathen appropriated by one social

class over another.

The industry’s attempt to create an artificial dsiy through marketing and
monopolistic practices, while at the same timevistg for greater standardisation
and predictability, was at the core of the shiftaods more classical or institutional
models that started happening during the war y¥dhsle some of these processes
have been discussed above from the point of vieexbibition, the following
chapter will focus more explicitly on distributioas it considers the convergence of

feature programming with exclusive and direct remtathods.
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Chapter 8

Feature distribution

According to an industry commentator, by 1917 therage cinema in Britain was
receiving three boxes every half-week — one withakclusive, one with the open-
market short films, and one with the topi?:éﬂhese items not only came from
different companies, but arrived through differdistribution models: the
newsreels as a subscription directly from the mactufer, the short films as a
regular service from an open-market renter, andeheire as an exclusive rental
from a specialised dealer. The tensions and deb@éesvere dividing the industry
played out in the composition of each show. As @ap showed, the exhibitors’
opportunities to distinguish and add value to tpedaduct (the show) were
becoming more restricted, while the pressures ofpaiition in urban centres
increased. This chapter will argue that, in thigiemment, the diminished role of
showmanship and performance contributed to fosarashd for what might be
called standardised differentiation, in which briagdand the star system are key.
This was intertwined with the changes in the comityathture of film that had

started crystallising around multiple-reel works.

There were forces undermining the standard-pripenanarket model
coming from different sectors. On the exhibitiodesithere was the desire to show a

distinctive programme that nearby cinemas couldyett It was therefore a

! cinema Commission of Enquir¥he Cinema: Its Present Position and Future Pobsés, p. 197.
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problem created by the density of cinemas in udraas and the fiercely
competitive market that ensued. On the productide, producers were engaged in
an arms race, with production costs skyrocketingnrattempt to drive smaller
competitors out of business and to cement brarmhrétton. And distributors were
increasingly entering the exclusives market omagctis direct agents of
manufacturers. The struggle for power betweenhheetsectors of the industry
resulted in a constant renegotiation of trade d@r and the overlapping of

contrasting practices.

This chapter will start by considering some of altiempts of film
manufacturers trading in Britain to extend theintcol over the film product and
the revenue it helped generate. Restricting théadoitity of film prints to allow for
higher prices was a long-term ambition that wasted by some renters and
exhibitors, particularly in the lower end of the nket. This chapter will discuss two
strategies that developed as an attempt to s#ltisfgemand for differentiation.
Exclusive renting was a distribution-based pradtizg allowed exhibitors to put on
unigue programmes through the restricted circutedioprints. Branding and the
star system were production-based and text-instipibactices that developed as
part of the studios’ quality race, and dismantlesiotion of films as
interchangeable, homogeneous commodities. The ntatien on individual films
brought about by the transition to features gaveenpower to successful brands to

drive definitive changes in the trade, namely direating and block booking.

Besides the particular challenges created by raitimmditions, the war
years were difficult for most Scottish exhibitoRapid expansion gave way to a

process of consolidation, whereby large compareeaine larger and the gap
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between the lower and upper rungs of the market¢néd. The conditions that had
allowed the development of independent and divexsgbition and distribution
sectors in Scotland were changing. Using archivatces, trade journals, and the
1918 programming snapshot that was introduced égfois chapter examines the
local response to some of the multiple transforomatiassociated with the rise of

feature-length films.

8.1. Trade disputes

The fundamental difference between the Americanthedritish film trade, as
previous chapters have suggested, was that infgriten prints were sold by
manufacturers or their agents to any renter thatedato buy them, with no
licensing system or further control on the exphidta of the print such as existed in
the US under the General Film/MP Sales duopolyouf®tl2. Taking the American
situation as a warning, renters were outraged etmg/ that a proposal was put
forward by manufacturers restricting in any wayirtfieedom to hire or sell the
films they had bought. Still, such proposals emerngear after year, just to be

fought, defeated or accepted, and then hardlyiey@emented.

As Jon Burrows has shown, the climactic point ef¢bnfrontation of
manufacturers and renters was the Paris Conveotid@09, where the producers
tried to impose a minimum price and a fixed shéffor films sold to renters. The
Convention collapsed, but it had long-lasting eBebecause it led renters to forge
closer bonds with American manufacturers and sjgealdd their takeover of the

British markef If in that instance the exhibitors had been masiiythe side of the

2 Burrows, ‘When Britain tried to join Europe’, pp4-15.
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renters, the tables were turned in the summer b Bter the outrage caused by
the formation of the Cinematograph Renters’ Ass@mnaand its subsequent
agreement with the manufacturéiisater on, a new agreement between
manufacturers and renters, valid throughout 194€tricted second-hand trade and
was thus resented by smaller renters and exhitfifbine perception amongst parts
of the trade was that manufacturers wanted to €@atonopoly to increase prices,
while the competition between small renters, as agthe second-hand trade, was
what kept rental prices in check and affordablesfoall-time and peripheral

shows®

These constant attempts to curtail the outrighe e&films to renters
proposed to replace it either with a licensing eystvhere films had to be returned
to manufacturers after a set period, or with direating (of which more below).
This had the effect of removing older films frone tmarket so that there was
constant demand for new titles. Returning to Mitl@&®anan’s characterisation of
the particularities of film as a commaodity, it i®sh remembering that the fact that
films are not ‘spent’ — removed from the marketpem use is a crucial part of their
commercial nature. The manufacturers’ controllingb@ions can therefore be seen
as a struggle to tame the disconcerting charatitarisf their industrialised product.
The fascination with the techniques of mass entertant was in tension with
emerging discourses of distinction and exclusiutgwever, the British trade’s
ideological commitment to the open market, as aglthe trajectory of established

renters, allowed the old practices to survive émgler than in many other countries,

3 ‘Secret Conclaves’ (editorialJ,he Bioscope8 September 1910, p.3
“ Low, The History of British Filmpp. 78-79.
® Low, The History of British Filmp. 80.
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even if they were increasingly marginalized duéh®influence of feature

programming.

The rise of longer films threatened the open-mankedel because of the
shifts it brought to the commaodity form of botmiiland show. These changes in
film production, driven chiefly by the condition§the trade in the United States,
interacted with a local exhibition market that ageel to be reaching saturation and
faced further pressure resulting from war condgiofhe distribution models that
were tried out during the war years were dynantenapts to mediate between a
fiercely competitive, yet precarious exhibition teecand a limited number of
larger, more powerful producing companies. Thidaine situation created an
opening for the model of exclusive renting, whiciperienced a similar boom

pattern as exhibition, attracting small investard apportunistic dealers.

8.2. Exclusive renting

As early as 1913, the Cinema Exhibitors’ Assocratiad passed a resolution
deploring the producers’ concentration on long $ilaver shorts, and particularly
the fact that some agents were marketing all fldexclusives. The rise of the long
film and the development of the exclusive rentingdel were parallel, but they are
separate phenomena. Most ‘exclusives’ happened twvér 2000 ft. long, but that
was not the reason they were exclusives. The camflietween the terms existed
since their inception, but for the sake of clafléyclusive’ will be understood in

this section as a film (long or short) that was sad by the production companies
to as many renters as wanted to buy it; insteéichitied number of prints were

struck, and renters paid for the right to handé fiim in a territory for a period
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(two years on averag@)This was a version of the American system of statghts,
which saved renters the expense of buying manyspoina title that would have a
very short shelf life. In Britain, it was also ayloal result of the crowded exhibition
scene in the main towns, which had resulted irfika¢ion with first-runs that was

so costly to renters.

In the open market model, production companies medgived a one-off
payment for the sale of each print. They had tloeeshn incentive to promote a
form of saturation release where all first-run éiors wanted to show the newest
films of certain brands, so that renters needdaliyomore prints to satisfy demand.
The first-run problem, discussed in Chapter 4, eh a topic of discussion for the
industry since the start of the decade. Howeverhtfightened awareness of the
film commodity brought about by feature programmamgl branding exacerbated
matters. Open-market renters had to buy enouglspgorkeep their first-run
customers happy, but this was proving uneconomésathe B. B. Pictures manager,

Ritson Bennell, wrote:

certain brands of films, such as Vitagraph and
American Bioscope, and, of course, Keystone after
Chaplin got going, became so popular that evesy-fir
run exhibitor wanted these included in his programm
and, to satisfy his customers, the film renter was
obliged to buy eight or ten or more copies of these

films, with the result that there were so many eepi

% Cinema Commission of Enquiryhe Cinema: Its Present Position and Future Pokt#s, pp.
192-197.

" Dr. W. Fowler Pettie, ‘The Question of ExclusiveEhe Bioscopel4 August 1913, p. 486-7.
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available for late releases that the film becardeug

on the market before the renter had been able to
recuperate his cost and his expenses. The ressilt wa
the more popular a film became, the more money the

renter lost on if.

From the point of view of exhibitors, the problefruging open-market
films as first-run features was that the oppositiaght get the same titles, when the
feature was meant to be the differentiating elerireatvariety programmeThis
was a problem in cities with several first-run ciraes operating in close proximity;
furthermore, it was a problem mostly for those \enthat depended on a non-
regular audience. The strategies that emergedponse to this problem, therefore,
catered mainly for high-street exhibitors who coallsb pay higher prices. In
restricting the number of prints on the marketteenavoided oversupply in the late
runs, but this meant that exhibitors lower downdistribution chain could not
benefit from the cost reductions resulting frons timarket behaviour. Exclusives
did not depreciate at the same rate as open-mi@dietres, and the price of the

weekly programme increased accordingly.

By the beginning of the war, the oldest Glasgowebladistributors, B. B.
Pictures, Bendon Film Trading Co, and Green’s FSlenvice, were solidly
established as the backbone of the Scottish tiidudsr directors visited London
very often or kept staff there, in order to attéimel trade shows and place orders

with the manufacturers. All these operations regflizonsiderable capital and an

8 Ritson Bennell, ‘The Film Industry Settles DowBEducational Film BulletirB3 (1946), pp. 34-39.
° ‘The Results of Competition’ (editorialJhe Bioscopel8 December 1913, p. 1176.
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extended business network. Since exclusive rerigrspntrast, did not have to buy
the films, this became an inexpensive way to sdiuginess. Exclusive renters
mushroomed, with at least ten new companies sit 8potland between late 1911
and early 1917. There were probably as many noistezgd individuals marketing
individual films on a commission (the ‘ten per cemrchants’ so despised by other
renters):’ These could be people like John H. Mills, a trutppayer who
represented the London Film Agency for Edinburgh/Malter Draper, of the
merchant firm Thomas Fairlie & Sons, who handledKiags for Gerrard
Exclusives: Film renting was not their full-time occupatiomdatheir experience
was in commercial representation rather than showtrip. Most of these
enterprises were short-lived, as their staff wernwark for other, larger companies
or returned to their habitual occupations. Somemia-circuit owners, such as R. C.
Buchanan and Ralph Pringle, also established axelaealerships even though

they had not attempted to enter distribution before

The North British Exclusive and Feature Film Cosveme of the more solid
of Scottish exclusive renters — substantial endaghke over the premises vacated
by Gaumont in 1915, and to poach travelling salesfrem Bendon and Patt&.
They handled films from British producers such a&ptine, Clarendon, and Bishop,
Pessers & Co. Alex Stewart, who had worked asvellex and representative for
different companies, went on to establish two esiglkliagencies — the Star

Exclusive Co., and the Scottish Exclusive Co., wibhn Henderson, which handled

19 Rachael LowThe History of the British Filmi914-1918London: George Allen & Unwin Ltd,
1950), p. 42.

1 ‘The Bioscopel9 September 1914, p. 706; ‘Scottish News and Nofée Bioscope21 January
1915, p. 236.

12«Cinema chit-chat’The Entertainer30 January 1915, p. 5.
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films from Bolton Mutual, Kino Exclusives, Internanal, Butcher’s, and
Hepworth® A similar case was that of Percy Winocour, whakekshed St Mungo
Exclusives after several years working as an indeget distributor. His company
handled exclusives from Lucoque, a British branthwai small line in dramatic

features?

As the above examples suggest, independent Schitishrepresented
mostly second-rate producers with a limited outmény of them British.
Exclusive rights were first sold on a national (&rBritain) level, and then
subdivided to facilitate exploitatioffFigure 22) Scottish exclusive renters,
therefore, were usually sub-contracting from Eitgiempanies, or operating on
agency terms. B. B. Pictures, for instance, acduine Scottish rights of two
World-Film titles from the Clarion Film Agency, bthiey also represented a
Newcastle-based company, Dominion ExclusiVelack Baker had an agreement
with the North Eastern Film Service, based in Sdade, to handle booking rights
for Imp/Universal'sTraffic in Soul(1913) and other American featurésde later
obtained rights for several Paramount features bhfi¢dook over the Scottish
operations of Fenning’s Film ServiteSome of the more desirable American
brands were represented by Green’s and Bendort’'spdme commonly it was
bigger companies with local branches that acquiggds for the most sought-after

titles. For instance, Hibbert's, and then Newcaisilen Company, handled Famous

13 What of the New Year? Scottish Renters Fully Rrep’, The Bioscope4 January 1917, p. 68.
14 :Scottish trade notesThe Bioscopel5 February 1917, p. 745.

15 :5cottish News and NotesThe Bioscopé&7 September 1914, p. 1049; ‘BB Pictures Trade Show
The EntertaineB1 July 1915, p. 7.

16 Advert, The Entertainer31 October 1914, p. 8.
7 Advert, The Entertainer22 January 1916, p. 6.
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Players-Lasky films for Scotland even though thigi€r rights were held by JD
Walker®® In any case, as the last section of this chapieexplain, the new policy

of direct renting was curtailing the participatiohlocal agents.
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Figure 22: Territorial division for management of exclusive rights for Barker’s film Beneath
the Mask (1915)

Source: The Bioscopell February 1915, p.553.

18 5cottish News and NotesThe Bioscope3 December 1914, p. 1017; Advéfhe Bioscope4
February 1915, p. 434.
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Exhibitors, particularly in the North, were warytbe inflationary effect
that the exclusives market was creating. The highees obtained through the
restriction of supply, plus the several layers adatemen that could come between
them and a film all cut into the exhibitors’ margjnvhich were already much
diminished by the Entertainments Tax introduce#l946. Besides, the new
exclusive renters that kept appearing out of thedmmrk were not necessarily
trustworthy when it came to dispatching films andiand keeping tabs on the
condition of the prints. Since exclusive dealer lile incentive to order new
prints of films, what provincial exhibitors ofteaaeived if they booked from
London-based agents were those prints that haadgifeeen worked in the capital
or in other districts for a long tinfé An exhibitor could think he had struck a very

good deal, only to find that the film as receiveaswinusable.

Mistrust was rife between the two sectors. Althotlgtre were frequent
calls for war-time co-operation, in fact the tramganisations maintained a long-
running power struggle. In the summer of 191 Bioscopean a series of
editorial articles considering ‘the position to-d&gm the perspective of different
sectors of the trade. The first of these blamedilitmeproducers for creating a glut
in the market through overproduction, and thusginig about the exclusives
market as an imperfect way of dealing with the sgbent depreciatioff. The
renters are then made partially responsible fothheat that hangs over their trade,

since their ‘laissez-faire and thoughtlessnesseéhaade the argument for those

19 \Newcastle Exhibitors’ Discussion on the ExclusjvEne Bioscope?4 June 1915, p.1301.
20The Position To-Day: The Manufacturers’ Attitug@he Bioscopel3 May 1915, p. 603.
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who would rather hire films directf. Exhibitors were then pictured as mostly
victims of all these changes, bearing the brurthefprice escalation. Although the
apportioning of responsibility is unconvincing ahe causes of change are poorly
understood, with these editorials the trade paparaged to pinpoint some
pertinent debates. The most crucial of the questiaised was on the survival of
open-market renting in the face of a creeping mam@rtowards direct renting (or

vertical integrationj?

In the times ofCabiria (Itala Film, 1914)r Birth of a Nation when ‘big’
films were relatively uncommon, they could be thda top of the existing system.
The Bioscopetrying hard not to offend any of its advertisexsing to the opinion
that exclusives were worthwhile for exhibitors asay to deal with competition,
but that the open market was ‘the only real, sate@ermanent method of
conducting busines$® The problem was that exclusive dealing also uniesth
the basic principle that any foot of film was eqteabny other, and that the price
scale could be linked only to the time elapsedesitsrelease. The promoters of
exclusive renting could claim that it was a stepands free-market economics,
because exclusives would only fetch their actuaketavalue — instead of a fixed
minimum amount — and that would spur producerotopete on quality. Longer
films, conceived as large-scale spectacles, were expensive to produce, and to
promote. With the advance of brand and star awasmeoducers realised that they
could make a larger profit; the standard pricerdiimatch the full earning

potential of sought-after features.

21 The Position To-Day: What the Renters Have toeF;athe Bioscopg20 May 1915, p. 707.
22'The Position To-Day: ConclusionsThe Bioscope3 June 1915, p. 915.
2 The Open Market'The Bioscopes May 1915, p.479.
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The fact that exclusives were negotiated indivifulald to very
complicated arrangements, and meant that exhithtdgo deal with a much larger
number of companies for their programme. While9i3 a cinema like the
Glasgow Picture House could get most of its filmmsrf one company, with some
occasional additions, by 1916 the Star, in Aberdeas getting films from at least
twenty-seven different companies, including all than Scottish firms but also
many with a London baé Exclusives seem to have caught on strongly inlScot
or at least the trade press claimed that mucls dnly in one-hall towns they are
not the popular item in the programme’, wrtee Bioscops reporter®” If it is true
that exhibitors facing no local opposition did paamp for exclusives, the ascent of
this form of renting must be understood as a camsece of the urban emphasis in
the development patterns of the cinema boom. Exa&ugnting was a response to
city conditions, and its undermining of the operrkeawas detrimental to small-
town exhibition. On the other hand, a combinatibnew trade methods and the
war conditions suspended the ‘tyranny of first fiarsl eroded the geographical

hierarchy that gave small towns only old films.

In the 1918 sample of programmes, the number ofynekeased films on
show is very low. The release dates of films thateabeing shown in January 1918
are widely spread over the past six months and farémer. This marks a striking
contrast with the 1913 pattern, where there wasra elear concentration on newer
films (under two months from release) for the largées. While in 1918 city

cinemas still get more of the new releases, thieaseems much less predictable.

24 Minute book of the Aberdeen Picture Palaces Lthd of cheques paid to film renters, April
1915 to September 1916.

% General Notes (Scottish sectiorihe Bioscopgl7 June 1915, p. 1193-5.
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This can be observed when the release dates 6irttseon show are plotted against

the population of the towns.

Figure 23 compares the pattern found in the 1913 and 194gsots. Each
dot represents one film named in the newspapemaristings examined. The
axis represents burgh population in 1911 on a Ithgait scale, so that films shown
in the larger cities (Glasgow, Edinburgh, Aberdaed Paisley; Dundee is not
present in the sample) form rows towards the tdipafidhe graph area. Theaxis
is the date of UK release for the film, covering #ix months before the snapshot
date, as given ifthe Bioscopésometimes the date is approximate, accordingdo t
first mention found). The first graph, presentetbbein Chapter 4, shows a boot-
shaped pattern where newer films tend to clustaurat larger populations, while
there is a ‘tail’ of older films in smaller town$his is consistent with the standard
first-run model, where film rental depreciates dipso the higher value must be

obtained in the larger urban halls.

The 1918 snapshot, on the right, looks strikingffedent. Although there is
still a slight concentration of newer films in tlegger towns, there are also much
older ones and the separation from small-town rogning is not so stark. This
change can be attributed to exclusive rentingntagrity of the programmes
sampled contained a long feature film traded oatthie open market. The
differentiation made possible by exclusive rentimgant that exhibitors could book
films that were not new but had not been showmaeir tdistrict. The smaller
number of prints available meant that each filnktmmger to make its way around

the country, and depreciated more slowly.
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Figure 23: Comparison of 1913 and 1918 release datatterns

Release dates of films in 1913 (left) and 1918higrogramming snapshots, plotted against

population of the towns where they were showraxis, exponential).

Although the 1918 snapshot shows the ascendareehifsive renting, and
its almost complete appropriation of the featuog, st also shows that there was
still a considerable amount of open-market filntirculation, mostly comedies and
short dramas or westerns that filled out the rét@programme. It was those
long-established renters, like Green’s and Bendavith a background in
fairground and travelling exhibition, who continudtrade in open-market films
for longer. Their sales pitch often blamed the m&sding methods, rightly, for
driving up the cost of film hire to exhibitof§ The renters were themselves in dire
straits due to their lack of access to the moskeatable brands. Ritson Bennell,
who had been one of the most powerful figures arsb@tpsgow renters,

remembered how ‘the supply of independent prodigct dut and one after another

%% |n an ‘open letter’ advert, Green’s declared: ‘A aware that programmes in good class halls
have more than doubled in cost? We have gone egfudly into the actual cost and find that first,
last, and in the middle the cause is the advetiieofive-reel feature. At one time £1 per reel per
week was a fair price; now it is only a fair fe&that you can get for three days at £1 per reel.’
‘Open letter to Scottish exhibitorsThe Bioscoped August 1917, p.659
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the independent renters who had been the backbidahe business were forced to
shut up shopz.7 Regional renters were powerless to revert to itiérade methods,
because of two other producer-led phenomena: thel@@ment of the star system,
and the advance of vertical integration in the fafndirect renting. They could,
however, adapt to the new practices even if thatpromised their independence,
as Green'’s did when it started acting as the Sto#tgency for Triangle films in

1917.

Exclusive renting on a one-by-one basis had deeel@s a way to handle
exceptional features, when long films were not cammnin order for producers to
flourish by marketing features, they needed to tiatgpothe simultaneous demands
for differentiation and standardisation that kdy trade in a permanent state of
reinvention throughout the transitional era. Thadel that emerged during the
second half of the 1910s was a more sophisticatgdtavexert monopolistic
control by production companies. Instead of simpltricting the number of prints
struck, they counteracted the reproducibility éhfivith the uniqueness of personal
charisma, using the appeal of the movie star, ptedhthrough inter-textual media

discourse, to secure a competitive advantage.

8.3. Branding and the star system

The patterns observed in the 1918 snapshot she@eraaked emphasis on the
newness of each film, as other forms of competitivierentiation emerged. As the
adverts studied in the previous chapter showede tisegreater awareness of brand

and star names, in particular in high-street uiaemas. Branding was a way to

" Ritson Bennell, ‘The Film Industry Settles DowBgucational Film BulletirB3 (1946), pp. 34-39
(p. 39).
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create continuity and predictability while emphaxgjsvariation, both between and
within brands. Chapter 6 showed how, in the tréosito the institutional mode, the
personality and agency of the exhibitor ceasedktthb central point around which
the identity and appeal of the show crystallisexd this role was appropriated by
the feature film as it dominated programmffi@y comparison with stable values
such as comfort and personality, however, the tyuafifeature films was too
unpredictable. Branding was a way to reassure & selective audience by

introducing a regularity of expectations into ateys that required constant change.

In his studies of early distribution in the UnitSthtes, Michael Quinn has
identified the introduction by Paramount of a ‘i@&t service’ as a turning point in
the regularisation of feature releases. In thewd&re most exhibitors relied on a
steady supply from one exchange, the random refetterns of the first features
made them very difficult to market. With their apach to regular feature releases,
Paramount ‘mediated the paradox of prestige featistebution’, by combining the
regularity of the film service model with the insive use of differentiating
elements, in particular ‘prestige’ productions atars®® Stars, like literary
properties, were one way to communicate a pronfisgality to the spectatof
Furthermore, as Joe Kember argues, they had alogieal role in acclimatising
the public to the institutions of cinema. If cinemeeded to assuage the alienating

effect of mechanical reproduction through the prtigen of human qualities, and in

28 Kember Marketing Modernityp. 5.

29 Quinn, ‘Paramount and Early Feature Distributign,101.

30 Allen J. ScottOn Hollywood: The Place, the Indusi§rinceton: Princeton University Press,
2005), p. 29.
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early cinema these were those of the inventor h@ghowman, stars and directors

took on that role later on:

Though the growth of increasingly distant, censexdi
institutions, such as those associated with film
production, were part of the process wherein
individuals were becoming increasingly divorced
from the means and methods of production, this
paradigmatically modern industry thrived because it
successfully personalised certain aspects of its

products’

The tensions created by reproducibility emerge hgeen, in the text as
well as in trade methods. Stars could be protetiedigh contracts in a way that
was not possible for genres, plots or even tideghey were also a way for
producers to restrict supply and cultivate excligivStar contracts encouraged the
long-term association of particular performers véitstudio, and were therefore a

crucial component in promoting brand awarenesBa&iker points out,

Branding was particularly important to film
companies because they continuously launched new
products with short life-spans and therefore ne¢ded
persuade large numbers of consumers to buy the

product ‘now’?

31 Kember Marketing Modernityp. 5.

32 Bakker,Entertainment Industrialisedp. 277.
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This was not only the situation for the Americamdsvs, but also for high-
street urban exhibitors in Scotland and elsewhdesufacturers’ agents exploited
this hyper-competitive environment to entrenchrtpewer, by ‘booming’
individual films, stars and brands while restrigtitmeir availability, thus forcing
exhibitors (and sometimes also regional rentersptopete not only for the
audience but also for their film supply. This waada possible because the
conditions of the American market, where produted a guaranteed outlet for
their films, allowed them to build and sustain &igapoly through the escalation of
budgets and production valu¥sThe advance of vertical integration further
concentrated power away from the regional, operketaenters and exhibitors, so
that those surviving elements of independent shawsima and management skills

were subsumed under more corporate strategies.

An example of this is the impact of branding sig&e on the way that
exhibitors handled publicity. From early on, thejongroduction companies had
devoted considerable efforts to the productionasfters that could be hired along
with the films, so the main Glasgow-based rent#risaal poster departments in
their premises. However, as companies startecalsegthe importance of a
consistent brand image, they started to push arwéage of advertising materials.
This was most evident in the marketing of seriilsce the investment in publicity
would be effective for a longer time. For theirisgPearl of the Army1917),
Pathé promised a ‘gigantic parcel of free publidityall exhibitors who booked

it.3* For a previous seriaThe girl of lost island1916), Pathé had taken a full-page

3 Bakker,Entertainment Industrialiseg. xx. ThompsorExporting Entertainmenp. 169.

34 Pathé adveriThe Bioscoped August 1917, p.608-9
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advert inThe Entertaineto list all the newspapers where they had contdsictent-
page advertisin@S. This is the Glasgow branch of Pathé taking spache local
trade journal, to advertise their advertising. Thiggests that — reasonably enough
— exhibitors would be tempted to book a film thasveing widely advertised at

someone else’s expense.

Serial nights and branded nights were two of the sieategies available to
exhibitors to achieve the simultaneous goals dfilegsation (of attendance) and
differentiation (from the opposition). The growthdaconsolidation of studios
allowed some of them to offer enough films to cos®a full programme, which
was then advertised as a special event. The prorgahs of the production
companies were awash with advice on how to orgamsepromote a brand night,
and crowded with tear-out forms for exhibitors tder the various souvenirs and
knick-knacks that the producers were flogging &s-in. In a nicely produced
magazine that circulated from before the war, tr@n3-Atlantic company (the
European branch of Universal) encouraged exhibtmganise an ‘all-
transatlantic night’, offering to send them up tihausand postcards, and to loan
them a banner and the printing blocks to senddal lpapers® They also promoted
the ‘T-A funfete’, which was a branded comedy pesgme and included colour
postcards to give to the audience. At this poirang-Atlantic was still renting on
the open market, so that these events could begadahrough any of the Glasgow

renters that handled this brand: Bendon, B. Bulkest, Gaumont and Green’s.

35 Pathé adverfThe EntertainerVol 3 No 126, 26 February 1916, p.14.

36 The Trans-Atlantic Reviewt 915 copies preserved at the British Library Nesyper Collections.
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‘Keystone nights’ were another promoted format tivake the paradigm of
variety programming in order to highlight that pewtar brand of comedies whilst
still operating in the open markétThe Keystone Chaplins, a group of thirty-five
single-reel comedies produced in 1914, are integgdbecause even though they
were short films, they were significant and distive enough to be traded as
features. Released in the open market at a momet @haplin’s popularity was
on the rise, they were in great demand amongstiSic@xhibitors. Green’s bought
four copies, the North British Exclusive and FeatGo got three, and the B. B.
Pictures and Bendon Trading Co probably had a aimiimber. This allowed
small-time renters such as Tom Gilbert (the aforgiaed manager of the
Crossgates Picturedrome near Dunfermline) to psecsame of these single-
reelers which functioned as the centerpiece ofrtadest rental business. Chaplin
films, albeit a couple of years old and presumadtiier battered, were always in
demand, at a standard hire rate of around a pfmuridhlf a week, although Gilbert
never managed to charge that méftHe also had in stock a number of old single-
reel films at the rock-bottom price of 2s. 6d. pebject per week, with which he
was also trying to run a cheap film service alore\par lines. Given the
diminishing availability of open-market featuredse tChaplin films were his main

selling point.

Because access to features was very restrictaddst renters, the
vertically-integrated companies that controlleddiea production, such as Trans-

Atlantic, Vitagraph, and Pathé, had the upper halnen it came to offering a

%7 The trade press claimed that Keystone nights wereing particularly popular in working-class
districts of Glasgow. ‘Scottish News and Notddie Bioscopes November 1914

38 |_etter (wet copy), Tom Gilbert to Thomas Convelrg,October 1917. NAS SC36/79/18, p.171.
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complete programme. As Gerben Bakker argues, otteeaidvantages of
American companies was the ability of integratemtpicer-distributors to offer a
complete programme to cinemas, thus dispensingthvittmiddleman and capturing
the whole rental pric& While with the open-market film services exhibitdrad
some degree of choice over the fare they receiaell eeek, the branded
programmes were sold on the strength of their amifiy. Still, an exhibitor could
choose to run an all-Vitagraph or all-Keystone webtained through his or her
usual renter, and then go back to the regular mixedramme. Pathé’s programme
scheme, touted as ‘a boon to the small exhibitansisted of a five-reel feature, a
single-reel comedy, a scenic picture and a s&ibhis had not caused much of a
stir before, as it was simply another option amueihing that managers could try
from time to time. Insofar as they helped consdédarand recognition, branded
nights contributed to the erosion of the open madiace they increased the
producers’ power. The demise of the open-marketttuas a process that started
within it, and was exploited by all sectors of thede in their pursuit of highly

competitive business methods.

8.4. Direct renting

This trust scheme is, of course, of American batiy],
if exhibitors submit to it, it will only be a mattef

time when the renter will be controlled by the
manufacturer, and this will mean that we shall have

take what we are given, and all the veriest tragih w

39 Bakker,Entertainment Industrialisedp. 248.

0 pathé advertisemerithe Bioscopgl8 January 1917, p.234.
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be dumped on us; high-class programmes will cease,
for manufacturers will curtail their prime cost of
productions by rehash, and reissues, and this will

mean death to the high-class cinematograph th&atre.

E.M. Barker’s strongly worded misgivings about aateal combine of
renters and manufacturers due to start operatiegiily 1913 expressed a common
attitude in the British trade. The disputes disedsat the start of this chapter had
seen many stages since Charles Pathé threatetaathis films off the open
market in 1908. As the production costs of longéilgrew, and the distribution
branches of the reorganised, post-MPPC Americarpeoias stretched into the
provinces, the practice of direct renting startashipg ground. The upheaval
started in 1913, when Pathé warned that ‘no reatdess he is also an exhibitor or
exploits exclusive films, can possibly hope to mat@ney in these times, when the
long film is so popular#? Pathé not only predicted the demise of renters, bu
actively contributed by it by announcing they wostdp selling films to other
distributors and would hire their films directly émhibitors instead® The fact that
they finally implemented the policy they had mootive years before, and which

they had already rolled out in most of Europe, a¢véhe weakening defences of

British open-market trading.

Pathé proposed to deal directly with the exhibjtbygpassing the

middlemen. The rumour spread that Pathé wouldadkeantage of the strong brand

“1 Barker, E.M. ‘What of 1913?The Bioscopgl2 December 1912, p. 825.
“2‘Interview with Mr Chas. PathéThe Bioscope2 January 1913 pp.39-41.
“*3‘The European combine: Draft of the proposed seHgfihe Bioscope30 January 1913, p. 233-5.
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recognition it had achieved to force exhibitorgéb their full programme from the
company, instead of choosing a mixed programme fenters!* Pathé claimed
that was not their plan. However, the Renters’ Aggmn decided to implement a
boycott by refusing to rent films to any exhibiteho was also hiring from Pathé,
and then they signed an agreement with other manuréas in order to introduce
restrictions to film exploitatiorf® This was perceived by the exhibitors, who had
not been consulted, as a combine that would $teamtof their right to select their
programmes, and they looked to make alliances Riéttné insteatf An agreement
between the three sectors was reached, wherebyiilmold be licensed for three
years through a clearing house, and they shouliidagght in every year and re-
leased for a small fee, after their condition hadrbchecked’ The issue had
nonetheless created a fracture amongst the trageyiicular between large and

small-scale companies, and the agreement fell ¢frou

1913 thus started as a year of crisis for rentehns, realised they were being
elbowed out of business. A year latEhe Bioscopeoncluded that ‘1913 has been
notable primarily for the problems which have amigeconnection with film

hire’.® But although Pathé was an important player inBtigssh market, it was

4 One of the established English renters, Jamesaniition, responded to Pathé’s provocative
remarks with an open letter in defence of the 8mitinodel of trade: ‘I know very little about the
conditions under which films are dealt with on @entinent, but here in England the exhibitor has
almost complete control of his programme. He ifigehtly alive to his own interests to know that
those interests are better served by a firm ofrsritaving an unrestricted choice and market that
would be the case if his programme was subjecatlerion by a firm or group of firms of
filmmakers.” (‘An Open Letter to Mr. Chas. Path€he Bioscoped January 1913, p.99.

%5 ‘Meeting of the Renters’ Associatiomhe Bioscope20 February 1913, p. 591.

6 A New Agreement: Exhibitors Hold a Protest MeetirThe Bioscope27 March 1913;
‘Exhibitors against the new agreemefithe Bioscope3 April 1913, p. 5.

*"*The Trade UnanimousThe Bioscopel7 April 1913, p. 163.
811913, A Year of Progress [editorial[The Bioscopel January 1914, p. 3-5.



269

falling behind in the ascent of American featureducers. Contrary to what was
feared, Pathé did not prevent exhibitors from chaptheir programme from a
variety of suppliers, and so the popular Pathékers well as the Pathé Gazette,
can be found as support in bills that featuredwesiees of other brands. However,
the suspicion about block booking and the genatalfierence of manufacturers
over programming extended to similar attempts Imepotompanies over the

following years.

Kristin Thompson identifies the summer of 1915 asraing point in the
distribution system, with Essanay’s decision t@stelling films to renter&
Essanay was able to propose this bold deal dueetodontrol of the most recent
Chaplin films, by far the most valuable properieany renter’s portfolio — even in
Tom Gilbert's humble stock, as shown abdVEssanay’s move caused a great stir
in the Glasgow trade, and almost led to a splinftbe Cinematograph Exhibitors’
Association. After Glasgow exhibitors had decidetoycott Essanay, and the
renters agreed not to supply to any cinema thatetddhe company’s films, the
general body of the CEA decided to accept Essaresniss. A visit from Gavazzi
King, the national president of the CEA, was neass® calm down the tempers of

raging Scottish showmen like A.E. Pickard, who Bedtrayed by metropolitan

“® ThompsonExporting Entertainmenp. 82.

°0 As Michael Hammond has shown in a fine-graineceolation of Chaplin films in Southampton,
during the war years the exhibition of new titlgstbe comedian, first under contract to Essanay and
then with Mutual and First National, overlappedhittie re-issues of older Keystone titles, which
continued to be sold on the open market, thusiagan almost permanent presence. Michael
Hammond, “Mr. Elliot Books Chaplins Direct’: Essayis Exclusive’s Strategy in Southampton
1915, inNetworks of Entertainmened. by Frank Kessler and Nanna Verhoeff (Eadttelghn

Libbey, 2007), pp. 105-112.



270

decisions The CEA in Scotland was fractured between natisnahd loyalist
interests — many members were unhappy with thethaiy issues were addressed

in London, and campaigned for the formation of gasate union. They claimed the
differences between the meaning and applicatioegilations such as the
Cinematograph Act, as well as the vagaries of aghtind tenancy laws, among
other things, meant that representation from Londonld be ineffectual The
Glasgow branch, when formed, had a somewhat mdrealdanclination; although

the chairman was, as always, J. J. Bennell (urtjonine secretary was James Welsh,
of the Alexandra Parade Cinema, who was a Laboaumailbor and trade union
activist, and the vice-chairman was Matthew Waddkthe City Picture House, ‘a
strong supporter of Home Rule for Scotland, witecsgl antipathy to London
control’>® This topical, tongue-in-cheek reference was aiatetie CEA rather
than necessarily reflecting a broader politicalifpams, but it is worth noticing how

the disputes around the Essanay boycott had unepezsonances with such

profound rifts in Scottish society.

Bennell’s position and influence was probably ec@lfactor in the
acceptance of direct renting. He even gave a spaedble inauguration of the
Essanay agency established in Glasgow by Hagabanble, who had acted as
agents for different manufacturers beftt&oon afterwards, a local branch of the

Film Booking Offices was established to manageatlibmokings for Essanay and

51 ‘Cinema Chit-Chat'The Entertaine2:101, 4 September 1915, p.5; “Essanay’ Agaliie
Entertainer3:113, 27 November 1915, p.5; ‘Trade Jotting$ie Entertaine:123, 5 February 1916,
p. 9.

%2 Glasgow Exhibitors Demand Autonomyrhe Bioscope8 March 1917, p. 1077.
53 :Association Launched in Glasgovirhe Bioscope28 August 1917, p. 893.

% Essanay’s Official Opening of Premises in Glasgolie Entertained:174, 27 January 1917, p.
11.
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MP Sales? This, following the establishment of a branch ok FFilms, marked a

milestone in the transition to direct renting.

Although direct dealing was feared by renters beeaumade them
irrelevant, in Scotland some of the establishetersrserved as agents for those
producers who had not yet opened a branch offibe.Scottish Exclusives Control
Ltd did the bookings for Bolton Mutual; the Squ&ien Co, for Nordisk; the
Bendon Trading Co, for Selig; and Percy Humphrgs Broadwest, to name but a
few agencies® The appointment of Green’s as the agents for iéaim Scotland
and the four Northern English counties was cruaiahaking this company, born
out of fairground exhibition, sustainable enouglthtave for another decadé As
for well-placed renters, direct renting could beocan for prosperous exhibitors, as
it allowed them to bypass the middleman. But foaken shows it could be
disastrous, as they did not have the clout to negofiims on an individual basis,
and could be easily coerced into accepting longreots at prices they could not

afford.

Block-booking was very contentious and indeed tstif But, like the first-

run system, it was a consequence of the explaitdtyomanufacturer-renters of the

%5 ‘Essanay and MP Sale§'he Entertaine#:180, 10 March 1917, p. 12.
* ‘Notes on Advertisers in this Issu&he Bioscopg20 September 1917, p.xxxvii.
*" The Bioscope26 July 1917, p. 348.

*8 |n an interesting discussion on block bookingARdrew Hanssen comes to the conclusion that,
rather than a monopolistic strategy, it was a vea'gteaply provide in quantity a product needed in
quantity’. While the technical argument is beteft to the economists, it can be said that regasdle
of the producers’ intentions and their effects toe American market, the British and Scottish
situations, with their existing distribution prases, meant that block booking was a significant and
unwelcome attack on the exhibitor's autonomy. Fdesav Hanssen, ‘The Block Booking of Films
Re-Examined’, ilAn Economic History of Filired. by John Sedgwick and Michael Pokorny (Oxon:
Routledge: 2005), pp. 121-150.
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intense competition amongst urban exhibitors. Abrecognition started building
up around ‘stars’, first-run cinemas had to scramblget hold of a limited number
of prints. On the strength of a few actors’ celgbfCharlie Chaplin, Billy West,
Mary Pickford, Douglas Fairbanks), exhibitors wprepared to book the film even
before the trade show, simply to ensure they wbelthe first to screen it in their
district. Films were being booked for months aheduch benefitted renters, as
they gained financial security, but was inconvenfenexhibitors because it
reduced their flexibility. Maybe they suddenly mged to secure the hire of a
particularly lucrative film; in that case they migieed to drop a previous booking,
and be liable for breach of contract. On the oli#erd, if the takings were down due
to local factors, they might no longer be ablefford the big feature they had
booked when business was looking up — but agavastnot easy to wriggle out of
it.

Midway through the war years, the directors of @heesen’s Rooms cinema
in Aberdeen found that the cost of film hire was sgquaring up with the takings,
greatly affected by the tax and intense competithdrthe beginning of 1916, they
appointed a new manager; however, the previoudhadalready entered into
contracts with film suppliers, booking films upAaigust. As the minutes put it,
understatedly, ‘this was not considered very satisiy’ > During that year the
Cinema made a loss of over £200, so in Novembeditketors decided to close it
or sell it to the Pringle’s chaff.However, by that time films had already been

booked up to the end of April 1917. The directtwuight they could use the change

59 Queen’s Rooms Cinema Syndicate, Minutes, 12 Jgri@lr6. London, Cinema Museum.

%0 Queen’s Rooms Cinema Syndicate, Minutes, 15 Noeerh®16.
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of management as an argument to cancel some obtiieacts, but they found there
was no way of doing this without upsetting the eesit which was something they
wanted to avoid as they were running other cineth@key were forced to stick it
out, and in the meantime they carried out an agee¢muith a new cinema in town

to exchange films and divide the cost of hire iogartion to takings.

Although reduced box office was probably the mainse of financial
trouble for the Queen’s Rooms, it is clear fromthiaute book that their struggles
to negotiate bookings and to manage contractsreitters were often an obstacle
and meant that rental costs were frequently higtear the cinema could afford
(even though, at an average of £16 9s for 1916ydekly bill was still lower than
it must have been three years earlier). The chahfftune for the Queen’s Rooms
reflects some of the changes in the film traderdutihese years, and the

increasingly difficult position of independent cmas with little bargaining power.

An example of the form that block-booking contraaften took can be
found in the archives of another local company,Aberdeen Picture Palaces Ltd.
This company managed two middle-range cinemasStifneand the Globe, and for
the first half of 1917 the main suppliers of feagifor the company were Gaumont
and Newcastle Film Supply. From the former compadmg,Star had booked
twenty-three films at three pounds each, which reéastively cheap; they had also
booked three more expensive features. From the alglec-ilm Supply, they were
getting twenty films at five pounds each plus & foee. In total, the contracts
already signed in November 1916 guaranteed twasfdirthree to five reels each,

at prices ranging from three to ten pounds eacltgvery week up to the following

®1 Queen’s Rooms Cinema Syndicate, Minutes, 22 Noeerh®16
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May.®? Before this period, the main suppliers to the &tat the Globe had been
Pathé and the B. B. Pictures; the fact that theynat mentioned among the feature
contracts suggests that they supplied the restegbtogramme and had different

arrangements in place.

Exhibitors were rightly distrustful of block boolgrand of the power that it
gave to distributors, in particular to those hamglivery attractive content. This was
worsened by the lack of a transparent and unifaioepolicy. Distributors
exploited competition between cinemas in the cities also the limited access to
information and inexistent bargaining power of dab@lvn cinemas, such as Tom
Gilbert’s Picturedrome. Amongst his endless trosilaled disputes, he had a long-
running argument with the Glasgow branch of Gauneswet a contract he entered
into in early 1918. Trying to shift the blame fatrbeing able to pay his balance to

the company in time, he complained:

| have tried to show you that there would have been
no balance standing had | not have entered into a
contract for films at a higher price than the tajsin

will stand owing to the fact that your travelleidsa
they could not be booked under a certain figurel but
am sorry to say | find that the same films havenbee

booked to a show not a 100 miles from Glasgow at £1

52 Aberdeen Picture Palaces Ltd., Minutes, 16 Novertb&6
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per subject cheaper & they did not take every film

good or bad but selected abot6.

Although Gilbert’'s account must be taken cautio@syhe obviously had an
interest in playing the victim, it is indicative tife situation for smaller exhibitors.
It was the combination of the exclusives principiel block booking that most
outraged exhibitorsThe Bioscops plain-speaking Scottish editor described the

situation thus:

A firm (not one particular firm) has a special ttaof
films, and the series handled is so uniformly gtiat
many exhibitors sign a contract to take thirtytyoor
even fifty-two a yeaas they comeBut one day one
picture of the series turns out extra good, itra&ged
by the critics (...) Is this subject included in théty,
forty, or fifty-two? Oh, dear, no! It is a specidihd
as a special it has a special price, which is hgaal

good fiver over the price paid for the other sutsét

By this stage, however, it seems like independeiibéors could only
complain. They had very little power when all arduhem the larger circuits were
dealing directly with the American companies to lbficst-run films. In part, their
subjugated position was a result of a failure gaaise and a passion for

undercutting each other, which led Rachael Lowrtcharacteristic rudeness

53 |etter (wet copy), Tom Gilbert to Mr Booth, GaumoBlasgow, 7 February 1918. NAS
SC36/79/18 , p234

% Trade news and notesThe Bioscop& July 1917, p. 93.
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against ‘the low level of debate, stupid and visionhich was to hamper every
effort to organize the mass of ignorant small shewtf® But above all, they

simply did not have the money to play the new hstdikes film game. In the 1918
programmes in the sample, the number of films fommpanies that rented directly
(Fox, Famous Players-Lasky, Triangle, Essanay, GatiPathé), from exclusive
dealers, and from the open market (mostly Tranashit/Universal subjects) is
roughly equivalent. But this does not mean thafpibner balance was even. There
were many companies that claimed to defend the omket, but actually
contributed to its marginalisation by releasingydhleir ‘lesser’ work onto it, while
reserving the most attractive pictures. Vitagrdphjnstance, released their first
exclusive in the summer of 1914, but continuedubqut two single-reelers and a

serial on the open market every week in 1917.

8.5. Conclusion

The deep imbalances of bargaining power and eapotential between different
sectors of the trade were not accidental consegsesfcthe audience’s increased
sophistication and taste for features. A delibepateess of industrial consolidation
was taking place, and the hour-long drama actegldimorous Americans was an
instrument in conquering the centrifugal impulséearly cinema. By the end of the
war the crisis of the open-market feature was defin of the fourteen open-

market releases announced for 7 January 1918, wasdéonger than two reels,

® Low, The History of the British Filmi914-1918p. 45.
% ‘The Vitagraph Company: Its Future Policyhe Bioscope4 January 1917, p.5
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while the exclusives list contained thirteen titte®r four reels Ion@? This left

independent regional renters in a critical situatas Ritson Bennell described:

The open market had closed up on [them] and the new
exclusive films were handled on a United Kingdom
basis by the manufacturers or their Agents soithat
became difficult for the local independent renter t

find product®

Medium-sized regional companies had facilitateddihema boom by
taking over the duties of film selection and pragnaing from novice exhibitors,
and they had been able to do so due to theirwhilibuy large stocks of open-
market pictures that could be re-mixed into packagea range of prices (see
Chapter 5). Once it became imperative to have @leature film in the programme,
and once those features ceased to be sold tosegtiteir ability to put together an
attractive full programme was severely impairede Tole of the regular film
service was reduced to handling the supportingstenthe programme. This was a
significant loss of power for regional distributpasid Pathé’s warning came to
mind once again. Once manufacturers were ablerttraldheir releases completely,
independent renters would be consigned to irrelexaand the small exhibitors
they served would have no option but to pledgegallece to one of the big

companies by signing a block-booking contract.

87 *Summary of Exclusive Films Released on Janudrgrd 18, 1918, The Bioscopes December
1917, p.49.

%8 Ritson Bennell, ‘The Film Industry Settles DowBgucational Film BulletirB3 (1946), pp. 34-39
(p. 38).
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In the words of Kristin Thompson, in the lapseigéfyears up to 1920,
‘Britain went from being one of the most flexiblgen markets in the world to one
of the most rigid, closed one¥.The power struggle that played out throughout the
transitional years resolved itself in favour of thajor American studios with their
vertically integrated distribution practices. Thep&ish trade, in particular the
established open-market renters, offered someaesss to these changes and
continued to supply a variety programme to thogeigaan and small-town
exhibitors that wanted it, for as long as it wasgible. However, the advance of
feature programming, facilitated by new forms ofli@mce appeal that attracted a
disaggregated, selective audience to branded pisdwensformed the commodity
status of films and motivated important shiftshe tvay they were traded. The
unsettling possibilities of mechanical reproducti@d been contained by the
producers through a tight control of supply, arelphnoply of imaginable uses of
film beyond a commercial spectacle driven by illusst narrative had been
consigned to the side-lines if not quite scrapiadadoxically, it was in the context
of such alternative takes on film culture that $&oud made its mark in later years
with its contributions to documentary, educatiomalg avant-garde cinema, while

the mainstream trade thrived almost exclusivelg estail market.

% ThompsonExporting Entertainmenp. 83.
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Conclusions

Between 2012 and 2013, most film distributors i thhited States and Britain will
stop dealing with celluloid prints, as the majoufycinemas are now equipped with
digital projectors. Digital conversion means the abandonment of tisicba
technology that gives the film medium its nametrgo ©f celluloid put in the way
of a light beam. Whatever the aesthetic and econcomsequences of this shift, it
spells the disappearance of those stacks of figts lie their cans, covered in half-
peeled labels and courier stamps, which used tbimaicorner of the foyer to be
picked up and taken to their next engagement. Tdienmal practices of film supply
are undergoing a fundamental transformation. Jugt@discussion of early film
has been energised by the reinvention of the satbrictions-based formats that
now dominate online video, it is perhaps the rigloiment to look back at the
emergence of distribution. As this thesis has tiieshow, researching film
distribution and distributors is not only interestiin its own right as institutional
history, but it can also illuminate other discussithat continue to be relevant in
the present context, such as commodity relatiomsiltural industries, and the
interactions between local audiences and mediauptedAs the technologies and
contexts of the moving image continue to shifhadtomes more relevant to ask,

with Robert Allen, whatvascinema?

! According to figures cited by the Cinema Exhibifokssociation, in April 2012 about 72 per cent
of British screens were equipped for digital prtéifgt, and the disappearance of 35mm was forecast
for early 2013. Andreas Wiseman, ‘UK Digital CineRallout Likely Complete by Q1, 2013,
Screen Daily20 April 2012http://www.screendaily.com/home/exhibition/uk-daiitinema-rollout-
likely-complete-by-gq1-2013/5040664.artideccessed 4 July 2012]

2 Allen, ‘Reimagining the History of the ExperienaeCinema’, p. 44.
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Original contributions

This thesis approached the subject of early filstritiution from the ground up and
on a regional scale. It is the first systematiestigation of the beginnings of the
cinema trade in Scotland, and the first study aft®h distributors. Its use of the
local press and archives brings up new bodiesidkece, as well as new angles on
better known sources, decentring traditional trigdenal-based accounts and
revealing the heterogeneity of peripheral practidéss non-metropolitan optic was
supported by an innovative methodology, using gatatthses and digital mapping
to organise data collection and facilitate spatiallvare forms of analysis. The
methodology was a practical correlate to the the@epositions of new cinema
history, which insist on the importance of the ar@evenue as a socially significant
space and draw attention to the material and gebgral phenomenon of

distribution.

The focus on the regional, as an ambit with paldicunternal dynamics that
are not independent from global phenomena, differs a national cinemas
framework in that it emphasises interconnectedassauch as distinctiveness. In
this relational approach, the particular histonysabttish distribution can be read as
a case study on the local institutionalisationioéma, or as a dialectical
counterpoint to more generalising narratives afibutand modernity. Although
the findings from this research do not pose a foret#al contradiction to more
canonical or metro-centric histories of cinema,\tigsv from a Scottish perspective,
and from peripheral sources, results in a venedsifit narrative. From the vantage
points reflected in this thesis, the different sfanmations that fall under the

umbrella of institutionalisation were not seen resegily as progress. More often
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than not, the movements of the international fitmiustry were problems in the
supply system that local distributors and exhilsitoad to negotiate, as part of a

subordinate market.

Main findings

The diversity and complexity of the emergent Sebtfilm trade is one of the
findings of this thesis. A wide range of exhibitipractices were supported by
similarly diverse forms of distribution that buitteir own patterns of
interdependence between urban and rural, firsentchscrap markets. These
patterns were connected to changing models of ahipeof film prints and to the
status of film as a commaodity vis-a-vis the filnoshas performance. The
ownership of the film by exhibitors required a camé change of locale, but also
granted showpeople control over the means of ptamuof their programme, thus
providing more opportunities to mediate betweenfilhes and local audiences. The
transition to renting, on the other hand, centealiewnership to some extent, but
also made possible the expansion of permanentiérhibThe discussion of this
expansion in Chapter 4 showed that, in Scotlarecilrema boom was mostly an
organic process rather than a speculative bubblea fperiod of about ten years
after 1907, this growing exhibition scene developeernal dynamics that
supported a small group of local distribution comipa. These companies
sometimes functioned as a buffer between the ratioternational and the
regional markets, and enabled forms of local catiah that were essential for the
commercial viability of smaller exhibitors. Locakttibution companies were in a

better position to take over the mediating roleafly exhibitors, thus supporting
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the new class of cinema managers in the procgsssitioning cinemagoing as part

of everyday life.

The next step in product control by the produclersétened the role of
independent distributors through more restrictivers of exclusive renting and
longer feature films, using the strategies of @itf scarcity to rebalance the hard-
earned ordinariness of cinema. This structuralieensetween the ordinary and the
extraordinary constitutes the main transversal aliis thesis, substantiating
Allen’s recent remarks which make this polarity k&g to unravelling ‘the
eventfulness of cinemad'Over the previous chapters, it was observed haw th
tension was present in the transition from itineexhibition to fixed-site cinemas,
where the changes in film supply practices requaisd reflected a shift from more
decentralised or networked forms of trade towardataand-spokes model. The
transition from variety to feature programming ppiad a reformulation of the
address to the audience which again shifted theamdextraordinary balance,
marketing the uniqueness of individual films a®asstent, repeatable cinema
experience. Although an important degree of diversersisted, by early 1918 the
structures of exhibition and distribution in Scatlavere aligned with those of
institutional cinema, with American companies asimain players and local

enterprises cornered into the retail end of thdetra

A final core finding of the thesis refers to théerof the spaces in which
film exhibition took place in shaping the sociapexience of cinema. Moving
pictures were initially presented in spaces thaevedready associated with existing

cultural practices, from the fairground to the afuhall and from the music hall to

3 Allen, ‘Reimagining the History of the ExperienseCinema’, p. 51.
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the legitimate theatre. These connections alsdiposd cinema in relation to
audience groups, which could be more or less satgddy class, gender, age, or
religion. Choice (of venue, but increasingly ofrf)lbecame a central promise of
urban exhibition, allowing audiences to exercisginction and aspiration through
their cinemagoing practice. The distribution methttht responded to the
overabundance of cinemas in Glasgow and Edinburgle geared towards offering
such opportunities for selective consumption. Imistowns, on the other hand, the
more socially inclusive and often multi-functiomalture of exhibition venues
provided a very different context for cinema, artdibitors did not always benefit
from the changes that served the urban marketh&yemd of the period of study,
cinema had come to be understood as mass commemntéatainment, and the other
possible roles that it had assumed during the eaxdlytransitional eras were

marginalised.

Future work

This thesis contributes to methodological discussio early cinema
historiography by testing a way to work with emgaili evidence that can represent
both heterogeneity and interrelation. Geographjeatiabled databases are shown
to be a productive tool, able to accommodate pieedniterative data collection
(that is, to work from the ground up), while opaninp the possibilities of data
sharing and cross-regional or trans-national corspas. Due to the relatively
modest scope of the sample, the project is alemd®d to serve as a pilot project
and sanity check for the use of geo-database meihddrger data collections. If
thus far early cinema research has been definedsorcity of sources, the

massive digitisation initiatives that are currentfyderway will soon facilitate the
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compilation of vast databases of, for instancegria adverts and programmes. The
use of synchronic newspaper revision (snapshofgpisosed as one possible way

to analyse and visualise such materials.

The experimental approach here demonstrated oehs for further work
on larger data collections. While the positivigttesy of perfect factual history
through comprehensive documentation must be keghek, the explanatory
powers of this thesis are limited by the scopéhefsamples and their variable
reliability. The geo-database approach, and inqaar the mapping component,
has been shown in the previous chapters to be ptigdfor storing and exploring
the dataset. Maps encourage novel interactionstivittmaterial and help generate
hypotheses through the observation of patterns.edew hypothesis confirmation
is more problematic, due to the remaining tensetmvben scrappy, ambiguous
sources and precise data structures. In orderrteebs the quantitative potential of
geo-database technologies, as well as its usefufnesgualitative observation, a
larger data collection is necessary. The snapskbhique can also be
complemented with diachronic studies of particldaalities or films. Better ways
of dealing with uncertainty and imprecision mustabe embraced, attending to the

work being done in digital humanities and histdriG&S scholarship.

Further archive research could follow some of #als uncovered by the
sampling process and by the archive work alreaaeddhe role of cinema and of
the cinema trade in relation to social movemengsnpgerance and civic
organisations is a promising area of researchh®iScottish case. On the basis of
the structures and patterns of trade identifie, piossible to compare the

circulation of Scottish films and thus investigéte obstacles that prevented film
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production from flourishing to the same extent dsilgition and distribution.
Further comparative work with the English markedlso a likely prospect, in
particular considering the important projects tiete been undertaken on early

exhibition in several regions.

Coda

A final argument that this thesis makes is thatritistion is at the heart of what
was new and revolutionary about early cinema, tastalso a key element in the
containment of that potential. While the portapitif film reels created the
possibility of non-hierarchical, widespread cirdida, the institutional distribution
system as it emerged served to protect social aagrgphical hierarchies. It did so
by maintaining the commodity status of film prititsough centralisation of
ownership and greater producer control over theigdxxoherence and material use
of the films. Understanding the tension betweenrétdical modernity of the film
medium and the inertia of the structures on whidperates is a way to contribute
to current debates, such as those around intedliegtaperty in the digital
environment. Before that, however, the local emecgeof the institutions of
cinema, repeated throughout the world, was a fatioim point of convergence of
historical forces. In each of these local conjuresucinema was something slightly
different, and yet part of a global phenomenonwed as addressing a gap in our
knowledge of early cinema in a small country, thetipular study of early
distribution offered here demonstrates at the s@mmethe contingency and

interconnectedness of history.
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Technical Appendix

This section sketches the technical details ofrtidementation of a Geographic
Information System for this project, introduces tiomtents of the files on the

accompanying CD-ROM, and explains how to access.the

I. The PostGIS database

Part of the project consisted in building a relagéiibdatabase. This was intended
both as a way to store, visualise and analyseateabllected from a range of
sources, and as a pilot project that creates aasiméicture with potential for
expansion. Furthermore, this database had to pFomtdgration with the mapping
software, and it should be built on open-sourcdtimplatform software to
maximise compatibility, so that it can be sharethtegrated with other projects in

the future.

Considering these requirements, it was decidegéathe PostgreSQL 9.0
database system for the creation and maintenartbe dfatabaseSupport for
geographic objects on PostgreSQL is provided bypem-source plug-in, PostGIS,
which formats spatial information so that it coreplwith the specifications given
by the Open Geospatial Consortium, the internatistaadards organisation for

GIS?

! PostgreSQL code and documentation available frbttp#/www.postgresal.org/[accessed 9 July
2012]

2 PostGIS code and documentation available fréutps/postgis.refractions.netfaccessed 9 July
2012]
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1.1. Design

The design of the database combines the spediéiceists of this project with the
examples of previous cinema history databasesgdhkwas to arrive at a
compatible data structure that responds to theeaste of the broader scholarly
community, while avoiding a design that was tocsprgtive. In her Masters’ thesis,
Elise Moore surveyed cinema history researcher&iwgmwith databases, and
extracted a definition of the core categories agldg$ of interest. In the resulting
schema, she defines five types of entity: Cinensa/@ling show, Company, Person,
Programme, and FilfhEach of these entities has a number of attribanesthey

are connected through logical relationships. Thigesma is akin to the one used by
Cinema Contextwhich has tables for Cinema, Programme, Compamy,Film

(plus several derived attributes and relatidriggure 24 shows the table structure

and relationships for the core project database.

% Moore, ‘Towards a Common Schema in Distributed ldnities Research,’ p. 33.

* The schema used f@inema Contextan be found by downloading a sample databasetfiem
website, fttp://www.cinemacontext.nl/cqgi/b/bib/bib-
idx?c=cccfilm;sid=19b6bb3f68b4c91dbe9a921015c70dPBidoehetzelf-downloads.tpl;lang=en
[accessed 9 July 2010]
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Figure 24: Relationship schema for database ScotldnDB

Working directly with the PostgreSQL database rezguirunning an instance of a
server, which might not be convenient for the reaflecopy of the PostgreSQL
database was exported to the OpenOffice Base fdrowi) in order to provide a
more accessible version. The fdeotland DB.odbshould be opened using
Apache OpenOffice Base, which can be downloadealyffeom

<http://www.openoffice.org/
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1.2. Contents

The database contains eleven data tables, of vamiehs the main gazetteer
(location), five contain the bulk of the information, anddiestablish one-to-many
relationships between the other tables. The maitect tables areenue,
programme, films, brands,andcompany.Each table contains a variable number
of fields. The completeness and reliability of thirmation in these fields varies
according to the sources consulted. It is, howeargrected that the data structure

can continue to receive inputs and corrections.

Table 7: List of principal data tables in Scotland DB

Table Rows Description

venue 600 Based on Excel spreadsheet supplied by Gordon Barr of the
Scottish Cinemas Database, listing over a thousand cinema
venues in Scotland. This was compared with trade journal,
company registration, secondary and archival sources, amended
and reformatted. The Unique ID of the venue matches the

gazetteer number in location .

location 602 Provides geographical reference for venue . This table was
created by connecting the town names to the 1:50,000 Ordnance
Survey Gazetteer. In consequence, location is only accurate to
that scale, except for Glasgow, Edinburgh, Dundee and
Aberdeen, where an attempt has been made to establish the

precise street address.

programme 236 Contains information transcribed from the advertisements
collected for both ‘snapshots’, that is, cinema programmes for 9
January 1913 and 10 January 1918. Linked to venue and films.

films 386 Lists the distinct titles mentioned in the advertisements collected
in the two snapshots. UK release dates have been obtained from
manual search in The Bioscope for the six months previous to

the date of the programmes. Linked to programme and brands.
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brands 74 Lists the distinct manufacturers’ brands identified from the two
snapshots. When the make was not identified from the trade

press, an effort was made to find a match on Cinema Context
and imdb.com, but ambiguities persist due to repetition of film

titles. Linked to films and company (through scottish_agent ).

company 275 Lists Scottish cinematograph sector companies of different types
mentioned in the trade press, Board of Trade records, and The
Scotsman financial reports. Consists mostly of companies
constituted to own and manage a venue, but also includes the
renters. Where it has been possible to identify a connection,
these companies have been linked to the venues they controlled

or to the brands they represented.

In order to present the data in more meaningfylsywaight sample Queries
were coded. These queries select data from thestalbing the relational structure,
responding to the most relevant themes for thisishélew queries can also be
formulated using the Design View, Wizard, or SQblsoof the Base software. The
tables identified as ‘gazetteer’ contain a geomedtymn so they can be imported

into the GIS software.

2. GIS implementation

For most stages of the project, the main form sf@alisation and interaction with
the database was by deploying the data tables ps amathe open-source GIS
software Quantum GI3Using the PostGIS add-on, Quantum GIS was made to
connect to the PostgreSQL database. By construgtieges including geometry

columns it was possible to represent all the daadialy in an efficient and

® Quantum GIS is supported by the Open Source Géakpaundation Project and can be
downloaded freely fromkttp://www.qgis.orgé [accessed 9 July 2012]
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dynamic way. It was then relatively easy to exploetdata in a number of formats,

including the maps that illustrate the body of tinesis.

2.1. KML files

In order to make some of the data accessible implar form, the following KML

(Keyhole Markup Language) files were produced:

Table 8: KML files included in CD-ROM

1913 Programmes.kml Point data for each of the cinema adverts collected for the
1913 snapshot, displaying name of venue, town, address,
source, and linking to the image scan of the

advertisement.

1918 Programmes.kml Point data for each of the cinema adverts collected for the
1918 snapshot, displaying name of venue, town, address,

source, and linking to the image scan of the

advertisement.
Venue_location.kml Plots the 600 venues in the database
Venue_attributes.kml Plots the 600 venues with additional information
Programme_attributes.kml Plots the information about the venues transcribed from

the 236 programmes from both snapshots

Films_gazetteer.kml Displays the films that were being shown at any given
point for the 1913 and 1918 snapshots, with some

attributes

1911 census.kml Data table ‘Parish level statistics arranged by family and
sex for Scotland taken from the 1911 census’, downloaded
from the Contemporary and Historical Census Collections
(CHCC) at the History Data Service
(http://hds.essex.ac.uk/history/data/chcc.asp) on 20
October 2009; the data were input by the Centre for Data
Digitisation and Analysis at the Queen’s University of
Belfast. The boundary map, originally a SHP file of
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Scottish Civil Parishes 1890 (digitised from Black’s Atlas),
was downloaded from UKBORDERS
(http://edina.ac.uk/ukborders/). Because of administrative

changes, 1911 census data does not map exactly onto the
parish boundaries; this map is provided for illustrative
purposes only and under fair use terms. It should not be

redistributed.

These files can be viewed using Google Earth @rasb page.

2.2. Google Earth instructions:

1. Download and install Google Earth frduttp://earth.google.com

2. Start Google Earth
3. From the top menu, go to File > Open >
4. Select the .kml file

5. Google Earth should zoom in to Scotland and disgiiaymarkers. Clicking

on markers will display a pop-up bubble with theilatite data.

2.3. Web page:

(Best viewed with Mozilla Firefox, available fromvw.mozilla.org

To see a static version linking to the programmegshot images, please open
scotlandcinemaps.htmifrom the CD-ROM on a computer connected to the

Internet.
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3. Contents of attached CD-ROM

Scotland_DB.odb OpenOffice Base database
KML files As listed above, to be viewed on Google Earth or GIS software
scotlandcinemaps.html HTML file providing a visualisation of the kml files on a

historical map from the National Library of Scotland (Internet

connection required)

HTML file providing a clickable timeline representing

timeline.htm| distribution companies active in Scotland between 1908 and

1918 (Internet connection required)

The project data can be exported in a range ofdtsnincluding .shp (for GIS
packages such as ArcGIS and Quantum GIS), .dbi(database table
format), .csv (text format), or the original .sghger data. Please contact the author

if any of these are required.
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