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ABSTRACT

Introducing a New Medium: Newspaper Reviews of the First Film Screenings in
Montréal, Ottawa, Toronto and New York in 1896.

By Matthew Smith

The focus of this thesis is an examination of newspaper and magazine
articles, advertisements, reviews and commentaries pertaining to the
introduction of motion picture technology during its embryonic period, or from
1895 - 1915. Newspapers from Montreal, Ottawa, Toronto and New York City,
and two magazines, Saturday Night and Maclean’s, are examined.

In order to fully understand the press discourse on film, it is necessary to
first reinforce for the reader the discoveries and inventions which led to the
introduction of film technology in 1895 in several countries virtually
simultaneously.

The introduction of this new medium was announced in print, since
newspapers and magazines were the only mass media then in place, with an
almost universal daily reach in North America. In 1895-6 there were no film
“experts;” journalists were seeing film for the first time as were their readers and
fellow film viewers. Therefore, these reviews/articles are also useful for
audience reception analysis, as well as discourse analysis.

Through examination of the advertising for these first shows, one can
follow the movements of the various film systems around the four cities. One
can also track the interest threshold of the viewing public, especially in Ottawa,
where extensive advertising shows how often films were changed, who the
supporting acts were, the introduction of colour films and the like.

Later reviews, from 1907 - 1915, go beyond mere descriptions and
amazement, and begin discussion of the quality of acting, direction,
photography and storyline.
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INTRODUCTION

The focus of this thesis is an examination of newspaper and magazine
articles, advertisements, reviews and commentaries pertaining to the
introduction of motion picture technology during its embryonic period, or from
1895 to 1915. The former date is the year film was first shown to the public; the
latter is the year feature length film is generally agreed to have begun. In order
to fully understand the impact of film technology on the people of the 1890s, I
will explore the development of prior visual technologies (e.g. the camera
obscura, magic lantern, photography) and the discovery of physical properties
(e.g. persistence of vision) which were necessary to the development of a
workable motion picture system.

To the 19th century mind, projected films came close to re-creating life,
since for the first time in history, an action or a series of actions could be
recorded and replayed. This was an extraordinary triumph of human
technological prowess, which, coming just five years before the turn of the
century, capped off an amazing hundred years of invention and discovery.

The story of the race to "perfect” film technology between the years 1892,
when the Kinetoscope first appeared in public, and 1895, when several parties
had workable projectors, is long and convoluted. However, a brief explanation
is necessary to understand how the technology developed, how it was marketed
to the public, how few projectors were in existence during the early years, and
the general practices of film exhibitors, producers and equipment

manufacturers. This section will shed light on how the early film industry



developed as it did, and how the emerging film industry changed to conform to
viewer expectations of better films, shown in more comfortable surroundings. In
a little over a decade after film's invention in 1895, the film viewing experience
went from watching a series of thirty second shorts projected in a storefront or a
tent, to ten minute long films' with primitive story lines, shown in permanent
theaters solely devoted to film.

Finally, the bulk of this thesis will look at the articles about film, reviews
of films, advertisements of film screenings and film commentary from
newspapers, magazines from the 1890s till 1915 and poet and writer Vachel
Lindsay’s The Art of the Motion Picture. Reviews of the first film screenings in
Montréal, Ottawa, Toronto and New York City are reprinted and articles
concerning new film systems are also collected and discussed.

Around 1907-8, drama critics were first assigned to cover film screenings,
and movie fan magazines were created. At this point, the content of the films
became more newsworthy than the ongoing film patent battles or the new
technologies (though the occasional "talkie” breakthrough was prematurely
announced, perhaps as a pre-emptive strike or for possible later patent battles
over sound technology). Filmmakers continued the trend to shoot longer films
with more complete stories. Also around 1907, the first movie palaces were
built, starting with the Ouimetoscope in Montréal, and the film industry, which
had sprung up in a decade, was virtually everywhere, and was immensely

popular.



Research Question:

My basic research question is: what was the reaction to film in the popular
press of the period 1895-1915? Quite simply, when turn of the century writers
wrote about film, what were their concerns, their interests? This broad query
suggests several narrower issues such as: did contemporary writers see film as a
cultural device or merely as a toy?; did they understand or forecast the
possibilities of film, such as colour or sound?; were they interested in the films

or the technology?

Rationale:

I am fascinated by the late 19th century mainly because of the incredible
technological changes which took place during this time. Our culture was very
different then, and to read a newspaper from this period is to immerse yourself
in a reflection of that culture. Horses were the main means of transportation,
racism and sexism were openly accepted in the newspaper, and the health and
activities of the Queen of England were reported daily. There was no television,
no radio, no film and no computers - in other words, a less mediated culture.

To track the emergence of film technology, a technology which has
completely changed our cultural practices and the manner of preserving or
recording cultural artifacts, is to rediscover the roots of modern culture, to
understand how we became what we are.

The academic value of this thesis is in the research and preservation of

those roots. By investigating the writings of contemporary journalists, one can



track the progress of film in our culture from a newly invented sideshow

attraction to its place today as the most popular of art forms.

Literature Review:

There is no single text which covers the precise research area of this thesis.
There are film histories, and I've read many of them, but most deal briefly with
the invention of film technology and then discuss the films themselves. The
most comprehensive contemporary film history is Terry Ramsaye’s A Million

and One Nights, which was written in the 1920s. Though he is biased toward

Edison’s claim to have invented film technology, and even includes a signed
testimonial from Edison confirming the accuracy of the book, it is an incredibly
detailed book and offers a closer look at the events of 1895 - 1915 since he wrote
about it soon after. In fact, the book grew out of a series of articles on film

history which Ramsaye wrote for the monthly Photoplay Magazine from 1920 to

1923.

Vachel Lindsay’s 1915 work, The Art of the Motion Picture, which was

ridiculed by Ramsaye, is another voice from that period, but one calling for the
public to take film seriously, as an art. Lindsay wrote very passionately about
film and espoused theories about action, epic and relationship films which are,
in my opinion, still valid today.

The most important sources were the newspapers and magazines of the

period. I chose The Gazette, La Presse and The Montreal Daily Star for

Montréal screenings; The Evening Journal and The Ottawa Free Press for



Ottawa; The Mail and Empire and The Globe for Toronto and The New York

Times as the newspapers which might reflect the impact of film technology in
1895-6. One can also attempt to track the movements of film systems from city to
city through ads and reviews, and see if the reactions to film were uniform in the
four cities, in two countries and in two languages. I collected all ads, reviews
and articles on film, and read other articles such as drama reviews and society
news. I feel that this diverse group gave a balanced view of contemporary
perceptions of film.

Saturday Night and Maclean’s magazines were popular Canadian
magazines at the turn of the century, though very different in content: Maclean’s
reprinted articles from other popular (mostly U.S. and British) magazines;
Saturday Night was mostly original writing, centered on Toronto, and in layout
and content, more closely resembled a newspaper than did Maclean’s. Both
covered culture extensively, and both were valuable sources.

Also helpful was a collection of reviews edited by Stanley Kauffmann,
American Film Criticism: From the Beginning to Citizen Kane. Kauffmann deals
only with reviews, so the data is sparse between 1896 and 1906, when reviews as

we would recognize them became a bit more common.

Methodology:
This thesis has two easily discernible parts: the history of the technology
of film; and the reactions to the introduction of film technology in newspapers

and magazines. The history of film technology recounts the discoveries that



were made and the devices that were invented on the road to the discovery of
motion picture technology. The deliberate way in which motion pictures were
invented, by whom and for what purpose (profit), greatly affected the types of
films which were made, the conventions which were established early on, and
early business practices helped form the outlets, and later, the circuits, which
film would follow. These practices allowed film to become the entertainment
outlet of choice for the lower classes, which, in turn, re-enforced the choice of sex
and violence as film subjects - two themes that were so prevalent in films of the
early days.

Finally, recounting the history of the discovery and early goings-on of the
film business will help in decoding the newspaper items in Chapters 3 to 5. To
understand that the writers had little exposure to film is important in reading
their commentary, and in understanding their almost uniform amazement at
what they were witnessing.

In choosing which city’'s newspapers to examine, I chose Montréal and
Toronto, since they were, and are, Canada'’s largest cities, and had several daily
newspapers which could be found on microfilm. Ottawa was included because
it was the first to get Edison's film projector, the Vitascope. Furthermore,
Ottawa's Holland brothers owned the Canadian rights to most of the Edison
Co.'s media products, including the Vitascope, the Kinetoscope and the
Phonograph. They were also former owners of a newspaper, The Ottawa Daily

Citizen, and I felt they would know how to publicize their exhibitions via the




newspapers. Iincluded The New York Times to compare the U.S. and Canadian

press’s reactions to film.

There are several dates of importance in the earliest history of film
exhibition in Canada, and thus several target dates to begin research: June 27,
1896 - the first screening of a film in Canada, by the Lumi@res organization, in
Montréal; July 21, 1896 - Ottawa's first film exhibition with the Edison Vitascope;
August 28, 1896 - Toronto's initial film experience, the Lumieres again. For dates
of international importance, I used: the first public showing of a film by the
Lumieres in Paris, Mar. 22, 1895; Max Skladanowsky's Wintergarten Theatre
exhibition in Berlin Nov. 1, 1895 (allegedly the first in the world to charge
admission)? the Lumieres initial commercial screening on Dec. 28, 1895; Birt
Acres' first London show on Jan. 14, 1896; and, finally, the Edison Vitascope's
world debut in New York City on April 23, 1896.

I'looked in all papers listed above from one week before each of the
events mentioned above to two weeks after, regardless of the city in which the
event occurred, to see if it was picked up by papers in other cities. I then went to
the date of the initial screening in each city and followed the discourse, if any,
from the date of occurrence to the end of 1896.

In the early 1900s, Maclean's Magazine mainly reprinted articles from

other magazines, which is still useful for this study- to see which article were
thought to be of interest to their readers. The earliest issues of Maclean's which
were available on microfilm were from 1910. Saturday Night magazine, a

weekly in the 1890s, was very concerned with society and culture in Toronto,



events in Britain and reported Royal happenings every week. I searched
Saturday Night from Dec. 1895 to Jan. 1897 to cover all the important dates in
early Canadian and world film history. This represents my basic database and

methodology.

Theoretical Background

The early years of film are largely ignored in most film histories; after a
cursory examination of the Edison Company’s version of the invention of film
technology (typically, with a mistaken nod to Muybridge), the common method
seems to be to zip ahead to D. W. Griffith and the second decade of the twentieth
century, when "real” film began. Only recently have scholars and film historians
began to reconstruct and examine the period 1895 - 1915 in the detail it deserves,
when many of films conventions and practices were being invented and the path
to the feature length narrative film was being built. This thesis is part of that
movement.

In Film before Griffith, editor John Fell attributes this to a film studies

version of the "Great Man" of history theory, in which certain pivotal figures (he
offers Napoleon or Hitler as examples) can affect a nation’s fate through certain
actions. In Fell’s view, this popular method of writing film history strings
together "landmark” films, The Great Train Robbery or Life of an American
Fireman, without regard for the hundreds; if not thousands, of films which
preceded them, and ignoring the context in which these great films were

created.’ (Fell p.3) My research is an attempt to fill in gaps of early film history



in Canada, in particular, the period June - December 1896, when the first
screenings in Canada took place.

One popular assumption which is exploded by Film Before Griffith and

this thesis, is the "chaser” theory. An imprecise examination of film practices by
“popular” film histories has led to the mistaken belief that Vaudeville theatre
managers used film shows to "chase" audiences out of their venues, to clear the
room for new paying customers to view the next cycle of performances. This
theory presumes that the early films were not well received, and that audiences
left rather than sit through them.

Robert Allen's chapter in Film Before Griffith puts forth a different

reading, which is supported by the reviews and advertisements in this thesis:
that films were frequently the main attraction in Vaudeville in the late 1890s and
early 1900s, and that since most Vaudeville shows were continuous, the showing
of films was often merely a clear indicator that one had sat through an entire
cycle of acts which were beginning to repeat their performances. It was a way to
indicate a transition to patrons in a smooth manner, without abruptly turning on
the house lights and asking people to leave. Allen points out that it is ridiculous
to pay for an act to drive people away, when the method described above would
do the trick for free.

As my research will show, films, and exclusive rights to territories were
sought after, and film was highly profitable for all - equipment manufacturer,
film producer and exhibitor - from the outset. Successful films were copied by

competitors and lawsuits were launched over every conceivable issue regarding



patents for film camera and projection equipment. These facts do not give
credence to the "chaser" theory.

As the precise history of early film and film practices is written, the
"landmark" films are finally being seen in their true context. The myriad of
influences, the innovations, the convention which were in place before Griffith,
which Griffith must have experienced and assimilated, are now being
documented and analyzed. This thesis is part of that school.

By examining the hows and whys of certain pre-Griffith film practices, I
hope to - ever so slightly - lift the veil which obscures that period of film history
by examining what the film reviewers were writing about the early films, and
what the exhibitors were divulging through their advertisements regarding the

industry which was developing along with the tastes and appetites of audiences.

Organization of Thesis:

As mentioned above, I am studying the period 1890 - 1915 as a whole,
with emphasis on the year 1896, and the impact of the introduction of film on its
culture, as reported in newspapers , magazines and other writings of that time.
To establish the context in which this discourse took place, I first examine the
origins of film technology and the origins of the film industry and its practices.
Then, links between film and Vaudeville acts, in particular, a popular dance act
called The Serpentine Dance, are documented and discussed. The largest and
most important chapter in this thesis is Chapter 3, which focuses on 1896 reviews

and articles on film and film technology from the above named media sources in

xiv



Montréal, Ottawa, Toronto and New York City. Chapters 4 and 5 continue the
study of contemporary sources, the former examines advertisements from 1896
in the above mentioned newspapers and the latter looks at reviews and other
writings from at least ten years after the introduction of film, or roughly the

period 1907 - 15.

CHAPTER BREAKDOWN:
CHAPTER 1
DEVELOPMENT OF THE TECHNOLOGIES NECESSARY FOR THE
RECORDING AND PROJECTION OF FILMS

This chapter is a synopsis of the technical ancestry of motion pictures.
From the outset, it was an entertainment technology. It had many precursors,
from the magic lantern slide shows to the Phantasmagoria to the Kinetoscope.
All were popular'image-based entertainment shows. Motion pictures did not
appear out of thin air, but were the result of steady progress toward a known
goal. Recounting this history, especially the race to produce a working projector
reinforces the fact that this was a truly remarkable invention, which taxed the
greatest technological minds of the 19th century. It also establishes that film was
invented with profit in mind.

However, not only the technology had to be invented, but the concept of
projecting moving images had to be imagined by artistic, technically inclined

people before any of these technical advances could even be attempted. Once
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the concept of what motion pictures were, and how it could be achieved were
generally known, the solution was achieved almost simultaneously in France,
Britain, Germany and the USA. This helps in explaining why a previously

unknown technology and medium is suddenly ubiquitous.

CHAPTER 2
EARLY FILM PRACTICES

The two best known film systems, the Edison Vitascope and the Lumiere
Cinématographe had corporate entities built up around them instantaneously.
They were structured very differently, and this difference greatly affected the
type of film that each system produced; U.S. companies favoured action films
and European companies shot daily life, famous places and local flavour.

The Edison Co.'s feeble and intermittent attempts to build a workable
projector are the best documented of all systems, and it forms the basis to which
the progress of other systems can be compared. The various methods of
exhibition are presented: Edison's sale of territory to various agents and
Lumiere's tighter vertical integration are compared, as are their choice of subject
matter for their first films.

FROM VAUDEVILLE TO THE SILVER SCREEN: THE SERPENTINE DANCE

This sub-section of Chapter 2 brings together film, pre-existing

entertainment forms, the similarity of available entertainments in Canada, the
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U.S. and Europe, and discusses how this well known stage act came to be
recorded by so many early filmmakers.

The Serpentine Dance, a popular Vaudeville act, was one of many threads
which link US, Canadian and European entertainment practices. During this
period, English Canada was influenced by both London and New York, and
Quebec, by France as well. The same acts appeared in Europe and North
America. The Serpentine Dance was filmed several times, both in Europe and in
the U.S. and is a good example of one of the earliest genres of film, particularly

those of the Edison camp - the sex film.

CHAPTER 3
1896 FILM REVIEWS AND ANNOUNCEMENTS FROM MONTREAL,

OTTAWA, TORONTO AND NEW YORK CITY

In examining sources for this chapter, I have attempted to follow only

certain newspapers: The Montreal Daily Star, The Gazette, La Presse (Montréal);

The Evening Journai and The Ottawa Free Press (Ottawa); The Mail & Empire

and The Globe (Toronto); and The New York Times and two magazines,

Saturday Night (1895-97) and Maclean's (1910 - 1915). I collected any and all
mention of motion pictures in announcements, reviews and ads from the above
newspapers and magazines published between 1895 and early 1897.

The analysis of these sources for evidence of existent attitudes to

emerging technology, in particular - motion pictures, and its place in the world

xvii



as an entertainment medium, will, it is hoped, shed light on the infancy of the
present so-called information age.

Of particular interest to me are the attitudes of wonder expressed almost
uniformly by the reporters, the reaction to the proliferation of movie houses by

civic authorities.

CHAPTER 4
NEWSPAPER ADVERTISEMENTS FOR FILM EVENTS IN 1896

Besides being a study in early film promotion, this chapter establishes a
chronological sequence of events in the movement of films and film systems in
1896 between the four cities mentioned in Chapter 3. Also revealed are the tastes
and thresholds of audiences in these cities: how often films were changed?; were
they well attended?; what was needed to keep the audiences coming back day
after day? This is the other side of the dynamic tension between filmmaker and
film consumer. Without any kind of feedback mechanism other than attendance,
seeing what was advertised and how the promoters approached that task is our
only way of gaining insight into this process.

The difference in advertising methods is more pronounced between
Québec and Ontario than between the English and French newspapers -
the Montréal papers virtually ignored film during the period June - Dec.

1896, while the Ottawa and Toronto papers covered film news extensively.
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CHAPTERS5
LATER VOICES AND VACHEL LINDSAY

As mentioned above, the beginnings of real analysis of films and the film
industry didn’t begin until 1907-11 when several magazines devoted to motion
pictures were published and drama critics started reviewing films. By turning
their attention to film, drama critics helped establish it as an accepted art, and
also began the feed back loop which was missing in the early days. The lofty
position of drama critics as journalists allowed them to call for better pictures
and to educate the public on the shortcomings of the films they were watching,
and more importantly, to educate the film producers and actors as well.

Vachel Lindsay, in The Art of the Motion Picture, wrote about film as an

art in 1915, and was one of the first to so passionately examine and dissect the
practice of putting a story on film. His findings are insightful and explain much
about film genres (action, western, social/romance), their early development,

and why he thinks they developed as such.

CONCLUSION

This final short chapter sums up the research and findings, and, it is
hoped, offers insight into the impact of a new entertainment technology on an
1890s North American society undergoing massive and sudden change. I also
wish to say something about the prevalence of the "action film" both then and

now - how it has always been the dominant genre of film for reasons which are



intrinsic to the physical properties of motion pictures: they show excessive action
simply because they can, and no other medium, neither TV nor the stage can

hope to come close. That is and has always been their biggest attraction.

' For example, C. W. Ceram, in Archaeology of the Cinema. (New York: Harcourt,
Brace and World, Inc., 1965), p.200, writes that filmmaker Robert Paul’s average film
length in 1898 was one minute and fifteen seconds, in 1902 this had increased to only
one minute forty seconds, but four years later, in 1906, Paul’s average film was eleven
minutes long.

*There is evidence, discussed below, that many parties in the U.S. had charged
admission months before Skladanowsky, including the Lathams (Eidoloscope) and
Jenkins & Armat (Phantoscope).

*Fell, J.L., (ed.) Film Before Griffith. Berkeley: University of California Press, 1983. p. 3.




CHAPTER 1
DEVELOPMENT OF THE TECHNOLOGIES NECESSARY FOR THE

RECORDING AND PROJECTION OF MOTION PICTURES

The technology of the motion picture consists of at least three distinct
events: the photographic recording of a series of images on film; the projection of
those images onto a suitable surface; and doing so with sufficient speed to take
advantage of persistence of vision, thus simulating motion through the rapid
projection of a series of still images.

Four countries - the United States, France, England and Germany - claim
the birth of motion pictures took place on their soil. All four can claim some of
the glory, though none can claim all. William Dickson (Kinetoscope viewer),
Thomas Armat and C. Francis Jenkins (Vitascope projector), the Latham family
(Eidoloscope projector) in the U.S.; the Lumieére brothers (Cinématographe
camera and projector) in France; William Friese-Greene (various unnamed
machines), Birt Acres (Kineopticon camera) and R.W. Paul (Theatroscope
projector) in England; and the Skladanowsky brothers (Bioskop projector) in
Germany all made significant contributions to the technologies which, when
combined, would make possible the recording and projection of motion pictures.
Expertise and imagination were needed in so many areas that it is almost

unimaginable that one person could have invented motion pictures alone, that is,



without building on the work of their immediate predecessors, existing

technologies or knowledge built up through centuries of observation.

CAMERA OBSCURA

The history of the technology of motion pictures began in ancient Greece,
where a method of projecting an image was first recorded by Aristotle, and was
later also mentioned by Leonardo da Vinci. From this lineage came the camera
obscura, or "darkened room,"” which was first known to be in general use in 16th
century Italy'. Da Vinci also invented the condensing lens?, which is necessary
for the projection of images, one hundred and fifty years before the invention of
the magic lantern by Athanasius Kircher in 1646, as described in Kircher’'s Ars
Magna Lucis et Umbrae’. A magic lantern was a box with a light source (at that
time, usually a candle, later they used limelight) on one end and a lens on the

other, into which a painted glass slide was inserted for projection.

THE MAGIC LANTERN

The magic lantern was essentially a camera obscura in reverse: instead of
placing the observer inside a large light-tight box where an inverted image was
projected on one wall through a pin hole or lens, the observer was outside the
box and the image was inside it. However, the observers and magic lantern
would necessarily themselves be enclosed in a darkened room for better visual

effect, as the light source was typically candlelight. Thus the concept and



technology of projection were in place, as were the ingredients for a
photographic camera (lens and box), though it would take a further two
hundred years for chemistry to catch up and make the recording of images on
film possible.

The magic lantern soon became an entertainment medium, with theatre-
like projection rooms set up for profit. Such slide-shows were usually
accompanied by a lecture, possibly establishing a style or format which was to
be continued into the early days of silent film. The technology grew to be quite
sophisticated, with projectionists employing multiple chambered lanterns,
dissolving between images, including a rear-projected image in a play, and, after
1839, photographic slides. Traditional magic lantern shows were still popular

into the early 1900s but declined as rapidly as film projectors spread. *

PERSISTENCE OF VISION

The most important component of motion pictures is, of course, motion.
Before inventing a machine that could depict motion, it was necessary to
discover one particular way humans can perceive motion: persistence of vision -
the human physical property in which the eye retains an image for a fraction of a
second, and allows one’s brain to perceive a series of still images as fluid motion.
Incidentally, both Aristotle and da Vinci had noticed persistence of vision, but
neither found any practical use for it.°

An Englishman, Dr. Mark Roget, of Roget’s Thesaurus fame, re-

discovered persistence of vision in 1824. This scientific discovery was followed,



in 1826, by the appearance of a toy called the Thaumatrope, a disc with partial
images on two sides which formed a single image when spun quickly on a

string. Roget’s discovery was soon succeed by the Phenakistiscope, the Zoetrope
and the Stroboscope, all popular persistence of vision viewing contraptions,
based on similar designs of a spinning, slotted disc through which a series of
images were viewed, creating the illusion of motion, albeit a simple repetitive
action.

In 1853, Baron Franz von Uchatius of Vienna put a stroboscope on a magic
lantern and projected the first moving image.* Also, for the first time, more than
one person could experience the illusion of motion simultaneously from a single
source. Since a reliable method of photography had been discovered in 1839 by
Daguerre in France, almost all the basic physical elements were in place for true
motion pictures.

Up to that point, people had been using multiple magic lanterns and
dissolving images to simulate motion for over a century, first projecting painted
slides, then, after 1839, photographs. Similarly, the first peep shows employed a
series of posed photos which produced a jerky pixilation, but not life-like fluid
motion. It took 60 years of chemical experimentation for scientists to reduce the
acceptable photographic exposure time from 30 minutes to 1/25th of a second, or

approximately the speed necessary for the persistence of vision effect.



STOP MOTION PHOTOGRAPHY

In the 1870s, Eadweard Muybridge, a British photographer working in
the U.S., took the famous photographs of a galloping horse (settling a bet for
Leland Stanford, Governor of California) to discover whether or not it had all
four hooves in the air at some point. It did. Stanford’s railway engineer J.D.
Isaacs lined up 24 cameras, and Muybridge did the photography. According to
Ramsaye, in 1872, the year widely quoted as being the beginning of stop motion
photography, Muybridge failed to photograph the horse’s gallop, as he tried to
catch it with a single photo. Sometime later, he apparently murdered his wife’s
lover, and, though acquitted, was absent from the project for several years. He
probably picked it up again in 1877, when Stanford’s railway engineer, John D.
Isaacs, designed and built the photographic apparatus operated by Muybridge,
based on an electric bell design he had seen in an 1876 issue of Scientific
American.’

However, at that time, the best their multiple camera method could
produce was a series of photographs, as the technology to place them on a single
roll of film did not yet exist. Some viewers questioned the photographic
evidence, suspecting that Stanford had pulled a hoax to win the bet. No one had
yet seen the horse gallop through these photographs, since the motion had been
de-constructed, but could not yet be re-assembled.

The following year (1878), Jean Louis Meisonnier, a French painter of
miniatures, heard of Muybridge’s photography and invited him to Paris. Once

Meisonnier had a copy of the galloping horse photographs, he mounted slides of



the photos on a glass disk and projected them onto a wall using an apparatus
similar to that used decades earlier by Baron von Uchatius. Finally, Meisonnier’s
projector, called the Zoopraxiscope, could show the horse gallop.®

In 1882, Frenchman Etienne Jules Marey, a physicist, realized that the
effect Muybridge’s series of cameras produced was that of a stationary horse
galloping on a treadmill of some kind, as the landscape scrolled past behind it.
There was no single viewpoint. Marey invented the "photographic gun" which
took twelve photographs in quick succession with a single camera on a single
circular photographic plate. Soon after, George Eastman developed celluloid

strip film for his Kodak camera.

THE RACE FOR A MOTION PICTURE SYSTEM

William Dickson (working for Edison) designed and built working
models of the Kinetograph camera and Kinetoscope viewer in 1889. Dickson
could shoot 50 foot strips of film lasting about 30 seconds. The problem with the
Edison camera was that it ran on electricity, and was the size and weight of an
upright piano. Edison, who only imperfectly understood "his" invention,* was
interested in selling Kinetoscope viewing machines (peep-shows), and not
necessarily the films themselves. His films were shot in a specially constructed
studio, dubbed the Black Maria, the roof of which lifted to let in light, and the
entire building swiveled to face the sun. Edison’s group is credited with

inventing the perforation (sprocket hole) in a film strip, and the intermittent



motion for advancing the film past the light source, required for a brighter and
more stable projected image."

Edison’s role in the invention of motion pictures has perhaps been
overstated by many "popular” histories. He originally wanted a visual
accompaniment to his highly successful invention, the gramophone. The Edison
Kinetograph camera and Kinetoscope peep-show viewer were, as stated above,
actually invented by his employee, William Dickson and his Vitascope projector
was purchased outright from its developers Thomas Armat and C. Francis
Jenkins. Jenkins had invented the Phantoscope, an earlier version of the
Vitascope prior to teaming up with Armat. The pair couldn’t raise the capital to
manufacture it, and sold to Edison. However, both the technology and the
motion picture industry benefited from association with the "Wizard of Menlo
Park," as Edison was then called, whose name could garner free publicity, and
lent respectability to this initially "low brow" form of entertainment.

Terry Ramsaye, in A Million and One Nights, the first extensive history of

film, states that there was no "motion picture film machine ... that is not
descended in traceable steps from the Kinetoscope."" However, patent court
rulings show that almost all features present in the Edison patents had also been
contained in other earlier patents. Though it was invented in 1889, Edison didn’t
bother to patent the Kinetoscope until 1891, since he, like others, thought it
would be a passing fad.” When he did patent it, he was too frugal to spend an
additional $150 to make his U.S. patent a worldwide patent, so his property was

protected only in the U.S., a decision he was later to regret. *



In France, around the same time, the Lumiere brothers, who, unlike
Edison, had no stock in electric companies and therefore no prior interest in a
mode of power, invented a hand-cranked camera that was small and portable. In
fact, their Cinématographe was camera, projector and developing tank all in one
easy to carry unit.” Their range of film subjects and locations was therefore far
greater, and they took advantage of their camera's portability to shoot travel
films in distant lands. The Lumiére brothers also claim the distinction of
holding the first public film screening (though not for a paying audience), on
March 22, 1895 when they showed La Sortie des ouvriers de [ 'usine Lumiére in Paris.

On Nov. 1, 1895, the Skladanowsky brothers, by charging admission to a
screening at the Berlin Wintergarten Theater, are generally acknowledged to
have begun the film industry.” They had been operating magic lantern shows

for several years before realizing how to string together several images in a strip

of film for projection. According to C.W. Ceram in Archaeology of the Cinema,
their achievements, which have been downplayed or omitted entirely in most
film histories (except German histories, says Ceram, who is German), were real
but shortlived. They projected circular loops of film about twenty frames long
at a speed of eight to ten frames per second, or a two to three second repeating
image. Their projector, the Bioskop, was an original invention, and the film
images were shot by the Skladanowskys, but the Bioskop was not used after

1896, and no ideas or parts were ever incorporated into any other projector. *



In London, Robert Paul’s projector, named the Theatrograph (as noted
above, a copy of Edison’s Kinetoscope which had not been patented outside the
U.S.) showed films on Jan. 14, 1896 which had been shot with Birt Acres’s
Kineopticon camera. All had beaten Edison and his Vitascope to the punch,
whose initial screening was in New York on Apr. 23, 1896. One of the films
shown for the Vitascope’s first screening entitled "Sea Waves," was supposedly
shot by Edison on the New Jersey shore. It is alleged by none other than
Edison’s staunch ally, Terry Ramsaye, to have actually been Robert Paul’s
"Rough Sea at Dover."” Since Paul’s projector was a modified version of the
Kinetoscope, with minor adjustments the films were interchangeable between
the two systems. Edison’s own cumbersome camera could not have shot the sea
scenes which so impressed audiences - it was not portable and needed
electricity.

Thus within months, these inventors, photographers, showmen and
industrialists had all constructed similar machines to record and project moving
pictures. Their number would increase rapidly as the profitable new
entertainment attracted imitators and a seemingly endless series of ?-oscopes

and ?-ographes soon appeared at theaters, tents and storefronts worldwide.

! Ceram, C.W. Archaeology of the Cinema. New York: Harcourt, Brace and World, Inc.,
1965., p. 22 mentions da Vinci and Giovanni della Porta (1540-1615) as having written
about the camera obscura. Ramsaye, Terry. A Million and One Nights: A History of the
Motion Picture. New York: Simon & Schuster, 1926., p. 2 also mentions Aristotle.

? Ceram, p.22 and photo #19.
* Ceram, p.19 and photos #20-22; Ramsaye, p. 6



* Advertisements for magic lantern and stereopticon slide shows appear in the
newspapers from 1896 examined for Chapter 4, usually illustrating a lecture which was
frequently about travel. See Appendix item 1 for an example of these ads.

* Ramsaye, pp. 2-6
¢ Ramsaye, p. 14
’ Ramsaye, pp. 35-38

* Why this is not considered the world’s first projection of a film is a question which
deserves further examination, but is beyond the scope of this work.

® The fact that Edison had little, if anything, to do with either the Kinetoscope or the
Vitascope is well documented by Gordon Hendricks in The Kinetoscope: America's

First Commercially Successful Motion Picture Exhibitor. New York: Theodore Gaus'
Sons, 1966, and is discussed in Chapter 2.

‘9 See Hendricks, pp. 4-5; Ramsaye, p. 60 says that Dickson, Edison’s employee,
invented the intermittent film movement for the Kinetograph camera, and that Thomas
Armat applied that movement to a projector, the Vitascope, for the first time.

'! Ramsaye, p. 73
> Edison was supposedly much more interested in a mining operation he owned, which

he hoped would pay off handsomely. There was no way to know that he was shunting
aside the biggest moneymaker he could have ever imagined.

" It was this fact that allowed Robert Paul to copy Edison's Kinetoscofpe and Vitascope
and take out British patents. See Ceram, p. 199 and Ramsaye, p. 148 for more details.

'* Ramsaye, pp. 243-5

* Jenkins and Armat had, according to Ramsaye, charged admission in Sept, 1895 at an
exhibition in Atlanta. See Chapter 2 for further details. Latham’s Eidoloscope which
exhibited in a commercial space in Atlanta at the same time, and is known to have
exhibited elsewhere prior to Nov. 1, 1895. Neither one of these systems is given credit
for being the first to charge admission, though both were doing so before Skladanowsky
in Berlin.

'* Ceram, pp.147-8
' Ramsaye, p. 229
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CHAPTER 2
EARLY FILM PRACTICES

After the invention of motion picture technology, a whole industry had to
be created from scratch, including equipment manufacturing, film production,
distribution, marketing and exhibition. It is apparent from the correspondence
between the different parties of the Edison camp, that the one and only thing on
all of their minds was how much money they could make with the new
invention. The différent business practices of the earliest motion picture
companies, the venues where films played and the way films were circulated
influenced the types of films that tended to be made more often: those featuring
sex and violence.

Though the vast majority films of the 1890s were tame by modern
standards, they established the initial frame of reference for motion pictures
against which later films were to be judged. They also established a profile of
the typical film patron, which by all accounts was overwhelmingly white and
male. Promoters then and now were more concerned with satisfying perceived
customer demands than with art, and a "give them what they want" attitude
prevailed.'

This chapter is concerned with the manner in which the new medium of
film was exploited, the tracks which were laid down for future filmmakers and
exhibitors to follow, and the development of an audience base, which in turn,

affected film production choices.
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EDISON’S ARM’S-LENGTH APPROACH - AGENTS & SALE OF TERRITORIES
VS. LUMIERE'S HANDS-ON METHOD - VERTICAL INTEGRATION

Edison's mindset on the film business was apparently formed during the
Kinetoscope days, where he saw his company's role as being solely an
equipment manufacturer. He had many and varied business interests, so he can
perhaps be forgiven for not dropping everything to pursue motion pictures. For
most of his competitors, film was their primary, if not sole, business. With the
Kinetoscope, after a brief period in which he sold them to whomever would buy
one, Edison engaged three agents to sell on his behalf: the Kinetoscope Co. (a
partnership which included two Canadians - the Holland Brothers of Ottawa);
the Latham Kinetoscope Exhibition Co. which went on to become one of Edison's
earliest Vitascope competitors as developers of the Eidoloscope projector; and
Maguire & Baucus. These three groups operated much like car dealers do today;
they were required to purchase a certain number of Kinetoscopes from Edison
on a regular basis, which they re-sold, or operated themselves (for example, the
Kinetoscope Co. was required to purchase ten Kinetoscopes per week, and had
set up viewing rooms in New York City and San Francisco to operate the peep
shows they had purchased for their own use). Edison did not produce films for
the Kinetoscope after July 1894, at which point the three groups made their own
films.’

From the pattern of business operations of the Kinetoscope companies,
Edison's personal point of view is obvious: he had financed an invention - the

Kinetoscope - and had a company set up to manufacture it, and agents to sell his
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manufactured goods. Film was just another product, of which Edison controlled
many, like the phonograph or the light bulb.

Edison'’s failure to approve the filing of a worldwide patent for the
Kinetoscope allowed Robert Paul to make duplicates of it, patent his copy in
England and sell them freely. In the U.S., by 1895, the Kinetoscope’s novelty had
worn off, and the Lathams, who had severed their business ties to Edison, were
exhibiting their crude projector, the Eidoloscope. Furthermore, the peep shows
were outrageously expensive at five cents for a thirty second film. The
Kinetoscope business had collapsed, losing money at the Cotton States
Exhibition in Atlanta during Sept. 1895, where Jenkins and Armat were also
showing the Phantoscope projector, and losing money as well. According to
Ramsaye, audiences would only come in to the Phantoscope theater if the show
was free, but even those who came panicked when the lights were extinguished
and ran out fearing that a robbery was about to occur.’

In response to falling Kinetoscope sales, Edison tried to revive his
machine’s fortunes by adding sound, creating the Kinetophone, which was
basically a peep show with earphones and a phonograph. It was not, by any
means, synchronized sound, and was a dismal failure.

It was Edison's opinion, perhaps a correct one, that the Kinetoscope peep
show was more profitable than a projector.’ From the manufacturer's point of
view, many more Kinetoscopes would be needed to service a given population,
since peep show patrons had to view the films one person at a time. Once it

became apparent that interest in the peep show had peaked and was on the
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decline, Edison was asked by Raff & Gammon, principals in the Kinetoscope
Co., to purchase Jenkins & Armat’'s Phantoscope projector, as Edison’s own
efforts in this area (or W. L. Dickson’s anyway) had come to naught. Ramsaye
includes this quote from Edison (replying to Raff’s request for a projecting

machine to replace the Kinetoscope),

"No, if we make this screen machine that you are asking for, it will spoil everything. We
are making these peep show machines and selling a lot of them at a good profit. If we
put out a screen machine there will be a use for maybe about ten of them in the whole
United States. With that many screen machines you could show the pictures to
everybody in the country - and then it would be done. Let’s not kill the goose that lays
the golden egg."”

This is not the voice of a true visionary, but of a bean-counter, and an inaccurate
one at that. In 1896 there may have been only a handful of projectors in New
York City, but by 1908, a news report in The New York Times stated that there
were over 500 movie theaters in the greater New York City area.®

Raff & Gammon finally convinced Edison to purchase the Phantoscope,
then persuaded Armat to let Edison take credit for the invention. Jenkins, the
original inventor of the Phantoscope, and Armat had split up following their
failure to generate much interest in the Phantoscope projector at the Atlanta
Cotton States Exhibition, which lost money. Armatbought out Jenkins’s interest
in the Phantoscope, though Jenkins managed to make off with one of the
projectors before skipping town. It is this machine which apparently made the
rounds of North America, including Montreal.” Raff & Gammon knew that

putting the Edison name on the Vitascope would open theater doors, and bring

14



out the crowds. Jenkins agreed, billing his stolen Phantoscope projector as
“Edison’s latest invention.

When Raff & Gammon wrote to Armat seeking to be allowed to name
Edison as the inventor of the Vitascope, their letter began with, "We assume that
you, like ourselves, have gone into this thing with a view to making all the
money possible..."* and goes on to say that people across the USA have been
waiting for Edison to perfect his projector, and that any other machine, no matter
how good, is not the Edison machine, and would be deemed inferior. Edison
first saw "his” invention in action on Apr. 13, 1896 at a press screening in New
York City, before it opened at Koster & Bial's on Apr. 24, 1896.

Raff & Gammon's marketing plan was to manufacture ten machines,
which they had renamed the Vitascope, sell territories with a yearly rental for
the projector, to not overexpose the Vitascope, and thus avoid losing the novelty
of yet another invention. Exclusive rights to exploit the Vitascope in the state of
Pennsylvania cost $300 per year, and the British rights went for £5,000, a
princely sum, especially considering the fact that Robert Paul and Birt Acres had
already cloned the Kinetoscope and created a workable projector and camera,
which they were already selling throughout Europe. The Lumieres had also
been active in Britain from the outset. Koster & Bial’s, where the Vitascope
made its world debut, had purchased the exclusive rights to New York City.
Ramsaye writes that the territory of New York State cost $5,000, but whether or

not this included New York City is unclear.’

15



The story of Lumiere's arrangements are far less complicated. Their
hand-held camera/projector could go anywhere, and they made sure that
wherever it went, a Lumiére representative went with it. For example, in
Montréal in June 1896, they sent a Mr. Minier and a Mr. Pupier to operate the
Cinématographe projector and handle publicity. Mr. Minier was also present in
Toronto at their run in Sept. 1896." The Lumieres didn't sell territories, but
instead created a traveling company to exploit the world with as many
Cinématographes as they could build. Furthermore, the hand-cranked
Cinématographe was illuminated by an ether-burning lamp, so no electricity
was needed, and unlike the considerably larger, electric powered Vitascope, the
Cinématographe could be shown virtually anywhere.

Peter Morris, in Embattled Shadows, agrees saying, “the Lumieres never

sold outright the territorial rights to their combined cameras and projectors. All
presentations were organized directly by personal agents of the Lumieres in
conjunction with a local promoter-exhibitor. The financial arrangement usually
involved payment of a flat fee, plus a percentage of the admission prices. Once
projectionists were trained in a particular area, the agent moved on to another
town." "

At the Toronto Industrial Exhibition, the fair's manager H.J. Hill was
evidently so impressed by the Cinématographe, that he went to work with the

Lumieres after the end of the Exhibition, running a storefront theatre on Yonge

St. A few months later, in an open letter to the people of Toronto, he apologized
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for closing the show to go on a tour of western Ontario, and signed it as manager
of the Lumi@re operation.”

Ramsaye claims that the Lumieres rewarded their employees for keeping
the Cinématographe out of the hands of pirates. They were required to carry it
with them everywhere, to bed, to dinner, to visit friends - everywhere.
Employees were given a cut of the profits, which, if the design of the
camera/projector was kept secret, would be more lucrative than if their machine
was merely one out of dozens of film systems. Of course, this eventually
happened.”

Ramsaye recounts the story of a machine shop in Chicago, where, for
several consecutive days, a stranger with a French accent brought in a part of
some machine to have a drawing made, and a duplicate part created from the
drawing, taking the original back with him. Obviously, one of Lumieére's
operatives was replicating a Cinématographe piece by piece. Later, William
Selig, a local inventor who was himself working on a projector and, by
coincidence, used the same machine shop, noticed the drawings and had the
machinist build him a copy. Selig and Schustek, the machinist, soon went into
the projector manufacturing business using the Lumiere design, building the
Selig Polyscope projector and the Selig Standard Camera. To avoid prosecution,
Selig sold his manufacturing equipment to the machinist and became his
customer." Such were the dangers of operating even a tightly supervised troupe
like the Lumiére organization; one can only imagine what Edison's franchisees

were doing with their Vitascopes far away from the home office.
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TYPES OF FILMS MADE IN THE 1890s
In discussing the subject matter of films, Ramsaye, in_A Million and One

Nights, and Charles Musser, in Before the Nickelodeon, both state the obvious,

that films were made by men, with a male audience in mind. In the introduction
to his book, Ramsaye further writes that the life expectancy of a U. S. male at the
time (1920s) was only 58 years, hence, art, including film, was geared toward the
young. His theory of film holds that, "Like all the great arts, its appeal is based
on a few primitive, and therefore universal, instincts in man. Sex and combat
are the chief instincts. The eye is the principal mechanism.” *

Ramsaye’s writing is the product of a 1920s mind; he exhibits the biases of
the time and culture in which he lived and for whom he wrote. Since he was
only one generation removed from the first filmmakers, his outlook is probably
similar to theirs, and he would not have noticed many of the affectations
prevalent in early film culture which are so obvious to modern writers. Yet, he
identified sex and violence as being the basics of film appeal - how could he do
otherwise when faced with the overwhelming evidence - the films of that period.

Musser, writing seventy years later describes much the same situation in
modern terms, "The production of Edison films within a white, "homosocial,"
male world affected the choice of subjects as well as the ways in which these
were depicted. Again and again, when early filmmakers expressed a nostalgia

for a lost childhood, it was boyhood they recalled and boyhood that they

visualized. Such biases shaped the portrayal of women and blacks in
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particular."® He goes on to say that many of the earliest films portrayed popular
male amusements, such as dancing girls and prize fights, or as Ramsaye put it,
sex and combat - our chief primitive instincts. Musser puts a different spin on
this, one that Ramsaye could never have imagined: that the recording of this
partially hidden male world of sex and violence would enable women to see it
too, probably for the first time.” This is doubtful, as many of the earliest Edison
films in this category were recordings of well-known stage acts, which women
everywhere could see in theaters or read reviews about in the local newspaper.

A very tame example of a "sexy" film is The Kiss, shot by the Edison

group just before the Vitascope premiere in Apr. 1896, though it was not shown
at that first screening.” The film is about twenty seconds long and can be
described just as briefly: a man and a woman appear on screen cheek-to-cheek;
they seem to be talking; the man grooms his mustache with his hands in
preparation to kiss the woman; they kiss for around five seconds. The kiss was
on the lips, but would not be considered passionate by today’s standards. Both
kissers were fully clothed and seated, yet it was considered racy and immoral by
some. It was, therefore, a much requested and popular film. " Since this scene

was taken from a popular Broadway play, The Widow Jones, it was not a "secret

manly practice” as Musser would have us believe, but a reflection of the latest
trend on the legitimate stage. More details about The Kiss are contained in
Chapter 3.

Something which was, perhaps, more of a "man’s" act was the dancing

girl film, of which there were many. Once of Edison’s earliest films was of the
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dancer Carmencita, shot on or around Mar. 11, 1894 for the Kinetoscope.”
Though she had a high-kicking dance act, it was quite mild. A dance act which
was considerably more sexy than this was the oft-filmed Serpentine Dance,
which is fully covered below. This second dance featured a more scantily clad
young woman (one well-known practitioner, Annabelle Moore, was only
seventeen) performing a vigorous and visually stunning dance which was also a
famous stage act, performed worldwide by many different dancers.

These two prominent examples tend to poke holes in Musser’s theory of
the "half-hidden male oriented world" that he claims many early films depicted.
A more plausible theory is that the films merely reflected the cuiture in which
they were made. Certainly, the dancing girls and fight scenes appealed to a
male audience, but prize fights occurred regularly and risqué dancers appeared
openly on Broadway. In fact, the public showing of prize fight films actually led
the U.S. to ban fight films in 1912, a time when American women did not yet
had much direct political clout, as they did not get the vote until 1920.”" Asis
apparent from a reading of the newspapers of the 1890s, sexism, racism and
violence were openly discussed and seem to be an accepted part of North
American culture of that time, both in Canada and in the U.S.

Although Musser was mainly discussing the Edison group's propensity to
film sex and violence, two letters from Edison operatives who had seen the
Cinématographe in action would seem to support his basic premise that the

filmmakers at least seemed to be obsessed with such content. Not that the film
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patrons of the 1890s wouldn’t pay to see it, they would and did. One hundred
years later, people still line up to watch much more graphic sex and violence.
However, they also lined up to watch the more uplifting and educational fare
that Edison’s competitors were showing.

In April 1896, Edison's partners Raff & Gammon had sent an agent,
Charles Webster, to London to deliver a Vitascope and to check out the
competition. Webster wrote back immediately with concern over the
Cinématographe, first noting that it was a much smaller machine than the
Vitascope, but he was more occupied with the subject matter of their films. After
describing the night’s ten films, he wrote, "You see they are all local and cost a
mere nothing in comparison to ours. They have no colors, prize fights or dancers, yet
are received with cheers nightly for the past two months."? (emphasis added) The
Americans were discovering, perhaps, they what they thought the audiences
wanted, may not necessarily have been what they would come out and pay to
see.

The Edison camera was not portable, so subjects had to be filmed in the
Black Maria, their studio in West Orange, NJ. The Lumieres, in comparison, shot
scenes wherever they exhibited, which were very popular with the local
audiences, and thus had developed an incredibly diverse catalogue of films,

from around the world, right from the start.
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An Edison franchisee, who had bought the rights to the Vitascope for
[linois, Massachusetts, New Jersey and Maryland, wrote to the Vitascope Co.

woefully, as he had just seen the Cinématographe:

Gentlemen:

After leaving you yesterday, [ went to see the French machine and it made me tired
so I left for home. It is no use considering the idea of operating [in] foreign countries
with that kind of a competitor. There must be somebody getting up their new scenes
with some business and ability. You never saw living pictures until you see this
machine.

[ hope you - Mr. Raff and Mr. Gammon - will get Mr. Gilmore and go see that
machine without a moment’s delay. You will agree with me that I say if your people do
not get more important views than you have in the past, you had better get ready to
store the Vitascope machines, for inside of two months, no one will want to look at the
views that have been exhibited. Itis ridiculous; the few films I brought from your place
yesterday. There are not two good scenes in the whole lot.” ®

Lumiere's films were not necessarily technically better than Edison's, but
the subject matter was more diverse and interesting. Though they were just
scenes of life, both local and from around the world, audiences loved seeing the
familiar, and learning about the exotic. Notice that the enraged franchisee did
not request more graphic sex and violence in Edison’'s future films, but that they
imitate Lumiere's films. And they did just that.

One aspect of the film business which was present right from the start
was the immediate imitation of a successful film by competitors. Within weeks
of receiving Webster’s letter from London, the Edison camp began shooting

Lumiere-like films: Herald Square, the Black Diamond Express and a parade of

the New York City mounted police to counter Lumiére’s Trafalgar Square,

Arrivé d’un train en gare and the French cavalry charge.
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No Canadians inventors were involved in the race to build a projector.
The Holland Brothers of Ottawa, Andrew and George, were Canada’s most
direct connection to early filmmakers and inventors, as partners in the
Kinetoscope Company, and as purchasers of the Canadian rights to the
Vitascope. Their contributions, mostly in promotion, are covered in Chapters 3
and 4.

EARLY CANADIAN EXHIBITORS

The typical early Canadian exhibitor owned a projector and a small
number of films, and traveled the country setting up makeshift theatres,
showing his wares until the locals had all seen them, then packing up and
moving on to the next town. The 1900 Sears, Roebuck & Co. mail-order
catalogue offered movie projectors for as little as $35, without a light source. An
entire system containing an Opticon movie projector, a calcium burner or arc
lamp and a stereopticon (to show slides while changing films) cost only $64, *
about one quarter the price Edison had charged for the projector and light source
alone three years earlier.

The exhibitors had to purchase the films outright, and thus had a limited
number of them, and had to move around to fully exploit them. This worked
well enough for small towns and rural areas, but after a few years, in the cities at
least, exhibitors like Léo Ouimet in Montréal invested a substantial amount of
money in establishing a stable theatre location, and thus required new films
regularly. Although city-based exhibitors had a considerably larger population

from which to draw, they also had much greater competition.
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Exhibitors faced demar.ds from patrons for better viewing conditions, as
many early "theatres” were storefronts with poor or non-existent seating. The
result was the creation of permanent theatres. Canada’s first permanent movie
theatre was established in Vancouver by John Schulberg, a traveling exhibitor
working under the stage name Johnny Nash. His Edison Electric Theatre opened
in the fall of 1902. He named it after a theatre he saw in Los Angeles earlier that
year.® Itis odd that Canada’s first permanent movie theatre was in Vancouver,
since the first films didn’t reach there until 1898, also via Schulberg.

Back in Montréal, in 1904, Léo Ouimet obtained the Canadian rights to the
Kinetographe, a film system from New York. Ouimet worked as a traveling
projectionist in the Montréal area for a few years, until Jan. 1, 1906 when he
opened the first Ouimetoscope, a permanent theatre, at St. Catherine and
Montcalm streets. This operation was so successful, that a few months later, he
opened a second Ouimetoscope at 408 St. Catherine W. (Dominion Sq. Building)
to attract English-speaking customers in the western part of Montréal. He would
show films first in the original theatre then shift them to his west-end theatre a
week later. Language was not a problem since films were silent, and few had
dialogue cards at that point. This may have given Ouimet the idea to start the
world’s first film exchange in May 1906 in Montréal. This was apparently
successful, since he soon established a branch office in St. John, NB, and
purchased a theatre there as well.

The film exchange enabled both itinerant projectionists and established

theatre owners like himself to limit the cost of changing films frequently.
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Exhibitors made a lot of money, since films were still a novelty, and not many
prints of any particular film were in circulation. As the length of films and cost
of production increased, producers likewise increased the price exhibitors paid
for their films.

A short time later, Ouimet’s main competitor, Georges Gauvreau tried to
buy the property Ouimet was renting. This forced Ouimet to purchase it
himself, and the hotel attached to it as well. He decided to create another world
first, the movie palace. He constructed, at the outrageous cost (in 1907) of
$50,000, a 1200 seat theatre, with a coat check room, a bar, a concession stand, a

seven piece orchestra and a spacious lobby. He even published an eight-page

magazine, Le Ouimetoscope, which he sold at the theatre.” It was to remain the
most extravagant theatre in the world until about 1914, when the Warner
Theater was constructed in New York.
FROM VAUDEVILLE TO THE SILVER SCREEN: THE SERPENTINE DANCE
Many early filmmakers, the Edison group in particular, filmed stage and
Vaudeville acts. One such act, the Serpentine Dance, was filmed many times, by
Edison, and several other filmmakers. The reasons why stage acts were filmed,
especially dance acts, and in particular - The Serpentine Dance - strikes at the
very roots of the medium, and our culture.
From its beginning, film was an entertainment enterprise: no other art has
ever begun its life as a commercial entity. Film was designed and built as such.

After private showings for friends and family (and, possibly, potential



investors), all film projector developers immediately began charging admission
to see their films. One logical step, which would have enormous implications
for the entertainment industry, was to film stage acts. If people would pay to see
the acts performed on stage, people would likely pay to see them on screen.

Edison’s camera was huge and relatively immobile, and for that reason,
his company built a film studio the size and shape of a house, which swiveled to
face the sun, with a removable roof to let in sunlight. Since this could not move
(except to swivel, of course), the subjects to be filmed had to come to it. The
studio, called the Black Maria for its tar-paper covering, was located in West
Orange, New Jersey, not far from Manhattan. Edison’s fame was usually enough
to entice performers to come out to be filmed doing their act. Top notch
performers were paid a small fee, $10 - $50, ” second tier performers soon offered
to be filmed for free, in hopes of gaining wider notoriety through the new
medium.

Synchronized sound did not exist in the 1890s, so only certain acts would
transfer easily to the screen, and visual artists such as dancers were perfectly
suited for film adaptations of their acts. Since the film projector’s best feature
was the ability to depict movement, it is no wonder that Edison’s first screening
in New York City featured two well-known dance acts, a boxing match, and
ocean waves arnong the six films shown. The two dance films depicted the
"umbrella dance" and the Serpentine Dance, the latter featuring Annabelle

(Whitford) Moore, better known as Annabelle the Dancer.
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The Serpentine Dance was exquisitely suited for film, since it was visually
appealing, well known, and sexy. The concept behind the dance went as
follows: a female dancer clad in (usually) white transparent flowing robes, held
a short rod or stick in each hand, about one meter in length, which had several
meters of thin white material attached to them. By moving her arms in circular
motions while dancing, the dancer created the illusion of large graceful flowing
patterns of movements, which could be seen from the back of any large theater. ”
The performance was typically illuminated by coloured lights produced by
placing a tinted slide in a magic lantern. This stunning visual display is still
effective today, and was revived recently as one of the dance numbers at the
1996 Academy Awards show.

The Serpentine Dance’s originator and most famous practitioner was
LaLoie Fuller. Around 1902, she launched a lawsuit to enforce copyright of this
dance as a dramatic composition, as it was widely performed. But, like films of
the time, such dances were not considered copyrightable, as they did not tell a
story.® Under this interpretation, copyright could not be extended to film until
they told stories, which was generally not the case for the first 10 years of film
history.

Of the many imitators, at least two were filmed: Annabell e Whitford
Moore in 1894 for the Kinetoscope; and Mlle. Angion in 1896 by Max
Skladanowsky in Berlin.” LaLoie was known world wide, as were the dances
she invented, and played in Vaudeville houses with her sister Ida Fuller in

Montréal, Toronto and New York City at the same time as the first film
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screenings. Also around that time, the Vitascope began playing a film of LaLoie
Fuller in The Serpentine Dance, which was a great hit. Later correspondence
between Edison employees shows, h;)wever, that LaLoie had refused to be
filmed and her sister Ida actually performed the dance for the cameras, though
LaLoie got the credit. Ramsaye calls it "the first instance of the use of a screen

double."*

' See pages 21-22 for a discussion of whether or not this is what audiences wanted or
merely what the Edison group believed they wanted.

*Musser, Charles. Before the Nickelodeon: Edwin S. Porter and the Edison
Manufacturing Company. Berkeley: University of California Press, 1991., pp. 45-47.

*Ramsaye p. 194. This story is odd, because it sounds like the type of vengeful gossip
one would expect from the Edison camp during the later patent battles. Yet, it seeks to
establish that Jenkins and Armat had projected film in Sept. 1895 and charged money
for it, well before either Skladanowsky (Nov. 1, 1895) or Lumiére (Dec. 28, 1895. This is
the only text which mentions the Phantoscope screenings at the Cotton States
Exhibition.

! Ramsaye p. 69.
*Ramsaye, p.119.
* New York Times Dec. 26, 1908 p. 2. See Appendix item #35a. The New York Times

Dec. 21, 1908, p. 2, states that the number of movie theatres is over 800, see appendix
item #34.

”See Chapter 4 for further details on the Phantoscope.
* Ramsaye, p. 224.

’ Ramsaye, p.235, other rates quoted are: for Louisiana from June 1896 - Jan. 1901 -
$1,500 (p. 269); Venezuela and Colombia $750 (p. 279).

* See Chapter 4 for the newspaper articles and reviews mentioning their names.

" Morris, Peter. Embattled Shadows: A History of Canadian Cinema 1985-1939.
Montréal: McGill-Queens University Press, 1978.,p. 276 - footnote 17.
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** See Appendix item #2 for a copy of this ad/letter.

" Ramsaye, p. 316.

“ Ramsaye, p.304-307.

** Ramsaye, p. xi.

** Musser, p. 9.

7 Musser, p. 4.

" Though Edison had halted production of films for the Kinetoscope, shooting had
resumed for internal consumption, tests for the Vitascope, etc. They continued
producing new films for the Vitascope throughout its short existence.

* See discussion in Chapter 5 of the letter from the manager of Hoyt’s Theatre in
Chicago, who destroyed Jenkins’s stolen Phantoscope, the prototype for the Vitascope,

which had plagued Edison with claims of a connection to him. What he asked for in
return was a new copy of The Kiss, since his print had worn out.

* Hendricks, p. 7.

 Ramsaye, p. 693-695. Boxers went to foreign countries to fight, so that their
performance could be filmed. In April 1916, a curious experiment occurred. An
ambitious group brought a film of the Johnson-Willard fight to the Québec side of the
Canada-U.S. border, across from Rouses Point, NY. Standing on the Canadian side, in
plain view of U.S. customs officials, they set up a tent straddling the two countries and
projected a film of the fight from Canada into the U.S. and copied it on the U.S. side. It
was immediately confiscated. It should be pointed out that one reason boxing films
were suddenly banned was that Jack Johnson, a black man, had won the world
heavyweight title, and there wasn’t a white man around who could beat him, which
evidently infuriated U.S. racists.

? Ramsaye, p.240-1.

? Ramsaye, p. 279-80 Mr. Gilmore was Edison's general manager at the West Orange,
NJ offices, and "views" was an early word for films, taken from the common term for
magic lantern and stereopticon slides.

* See Appendix items #3a-3c for reprints of the 1900 Sears catalogue. . Keep in mind
that at the time, the U.S. dollar was worth less than the Canadian dollar

® Pratley, Gerald Torn Sprockets. Mississauga, Ont: Associated University Press,
1987., p. 19.
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* Morris, p. 25.
7 Ramsaye, p. 254.
* Photographs of this dance are in the Appendix, items # 4a - 4d.

® Allen, Jeanne T., Copyright and Early Theatre, in Film Before Griffin, Berkeley:
University of California Press, (ed. John L. Fell), p. 184.

* See reproductions of the film strips of these two performers, and “"LaLoie" in the
Appendix. items # 4a - 4d, and reviews of LaLoie Fuller in items 4e & 4f.

" Ramsaye, p.254.
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CHAPTER 3
1896 FILM REVIEWS AND ANNOUNCEMENTS FROM MONTREAL,
OTTAWA, TORONTO AND NEW YORK CITY

There were no true "reviews" of the first films in 1896, at least none
addressing plot development, acting, editing techniques, directing styles and the
like as do modern reviews. No real reviews of the first screenings were possible
since neither reviewers nor readers had anything to compare the films to, as no
one had ever seen a projected motion picturé before. Therefore there was no
division between “experts” and the general public as there is today.

All of the reviews/articles in this chapter, and indeed every review from
1896, must be seen not only as journalism, but as genuine audience reactions.
The only similar device generally known was the Kinetoscope peep show
viewer, and more than one reviewer mentioned that the projected image was
nothing like the peep show.' Their perceptions, like those of the readers, are
fresh and untainted by prior experience with film; reviewer and audience alike
began at page one and had similar experiences. The writings can be used for
analyzing audience reception as well as the public discourse on film. As will be
evident from reading the newspaper items, they are written in a manner similar
to that of a friend explaining a unique experience to another.

When examining film commentary, it is easy to forget that our frame of
reference did not yet exist in 1896. The audience was not film literate, and

neither were the reviewers. There were no film festivals, no established film
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circuit, no theatre chains, in short, no lead to follow in writing reviews of the
films of 1896. Without the ability to refer to genre, film terminology, previous
‘writings, interviews with stars, directors or producers, all that was left was to
describe the experience, a novel experience which was unlike anything any of
them had ever seen or even imagined.

We must, then, try to understand film from the 1890s on its own terms,
like a baby learning to talk. There is no structure, no syntax, it began with
straightforward descriptive short themes and slowly grew more complex as it
discovered how to express ideas. And, like a baby, when it got hold of
something that worked, it repeated the concept until its audience grew tired of
it.

The films in 1896 were of such short duration, usually under thirty
seconds, that no real story line could develop, hence the typical theme was
movement or visual effects. Many systems, such as the Vitascope, habitually
showed these thirty-second films repeatedly, in a loop, for minutes at a time, like
a longer version of the early persistence of vision toys. The first filmmakers
usually shot films of intense action, scenes such as trains arriving or departing a
station, boxing matches, water crashing onto a shore, and Vaudeville acts, such

as The Serpentine Dance.?

What is interesting about these earliest newspaper accounts is how news
of this new technology was related to the public. Was it reporting, reviewing or
advertising? Did any journalist have an understanding of what film was or

could be? The following articles, listed in chronological order, appeared in
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newspapers in New York City (The New York Times), Montréal (La Presse, The

Montreal Daily Star and The Gazette), Ottawa (The Evening Journal, The Ottawa
Free Press and The Ottawa Daily Citizen) and Toronto (The Mail and Empire,

The Globe and The Toronto World) recounting the first films shown in their
respective cities.

The review from 1896 which discusses the films themselves in the most
detail is the review/report of the first screening of a film in Canada, which took

place in Montréal on June 27, 1896. The report, on page one of La Presse, on

June 29, 1896 begins by establishing the fact that something wonderful has
happened - a breakthrough, in fact. In its enthusiasm, it effectively conveys - in
both its original French’, and in the English translation provided below - a sense
of wonder, of living in exciting times, of an age of discovery, of genius inventors
and a stream of ingenious inventions, especially in the realm of communications.
It was an age not unlike our own in the general public's perception of the rapid
pace of technology.

The main themes of this review are repeated in newspaper accounts of the
first film screenings in both Ottawa and Toronto, and New York City as well:
calling motion pictures a marvelous invention of a marvelous age; giving a brief
explanation (of varying accuracy) of the technology employed; some general
mention of the films shown and, oddly enough, an expressed desire for sound
and colour in films, secure in the knowledge that these problems would soon be

solved. Little did they know that it would be more than 30 years until the first
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"talkie” was in general release (The Jazz Singer - 1927) and even longer for

colour films to become the standard.

NEW YORK CITY - THE FIRST SCREENING IN NORTH AMERICA

EDISON’S LATEST TRIUMPH
Vitascope to Cast Figures on Canvas at Koster & Bial’s

Thomas A. Edison and Albert Bial have perfected arrangements by which Edison’s
latest invention, the vitascope, will be exhibited for the first time anywhere at Koster &
Bial’s Music Hall. Edison has been at work on the Vitascope for several years.

The vitascope projects upon a large area of canvas groups that appear to stand forth
from the canvas, and move with great facility and agility, as though actuated by
separate impulses. In this way the bare canvas before the audience becomes instantly a
stage upon which living beings move about.

Mr. Bial said yesterday: "T propose to reproduce in this way at Koster & Bial’s scenes
from various successful plays and operas of the season, and well-known statesmen and
celebrities will be represented, as for instance, making a speech or performing some
important act or series of acts with which their names are identified. No other manager
in this city will have the right to exhibit the vitascope.”

The New York Times Apr. 14, 1896 - p.5
Appendix item # 7

This is the item in the New York Times announcing the beginning of the

film industry in America. Though movie shows had taken place in England,
France and Germany some months beforehand, there was no notice of those
events taken by the North American press. The reporter’s manner of explaining
what film is indicates that neither the writer nor the promoter had yet seen these
films, much less knew anything about motion pictures. Mr. Bial, though, is
either showing extreme farsightedness in predicting that plays and operas
would one day be filmed, and that newsreels would show statesmen and
celebrities performing their functions for the camera, or he is merely delivering

Edison’s standard line.* He speaks, however, as if he expected it to occur very
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soon. Of course, it wasn’t possible at that time, especially with Edison’s
cumbersome camera, since the films of 1895-6 were of less than one minute
duration. Filming a play would require somewhat longer shots, or many more
cameras than could be mustered at that time, and furthermore editing had not
yet been invented. Filming an opera would be almost pointless without
synchronized sound, which wouldn’t come for another three decades.

The writer’s description is confusing and factually incorrect. Edison had
not been working on the Vitascope for several years; C. Francis Jenkins and
Thomas Armat had. Of course, the "groups that appear to ... move with great
facility and agility" could only be as agile on screen as they were in real life. The
idea of the article was, one must assume, to advertise the show and mention
Koster & Bial’s as many times as possible in two column inches. They got it in
three times, with two extra Bials thrown in for good measure. Bial is correct in
stating that he had exclusive rights to the Vitascope in New York City, as that
was Edison’s general method of operating.® Itis certain that Edison had no idea
of film’s revenue potential. Both this misguided concept and the exclusive

contract were soon dropped.

Ten days after the above announcement appeared in the New York Times
the first screening open to a paying public was reviewed. Unlike the Canadian
reviews, reprinted below, which were deemed front page news, the New York
Times review was hidden on page 5. Like many of the other reviews, it appears

to be as much an advertisement as it is a review.
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EDISON’S VITASCOPE CHEERED
“Projecting Kinetoscope" Exhibited for First Time at Koster & Bial's.

The new thing at Koster & Bial’s last night was Edison’s vitascope, exhibited for the
first time. The ingenious inventor’s latest toy is a projection of his kinetoscope figures, in
stereopticon fashion, upon a white screen in a darkened hall. In the centre of the
balcony of the big music hall is a curious object, which looks from below like the double
turret of a big monitor. In the front of each half of it are two oblong holes. The turret is
neatly covered with the blue velvet brocade which is the favorite decorative material in
this house. The white screen used on the stage is framed like a picture. The moving
figures are about half life size.

When the hall was darkened last night a buzzing and roaring were heard in the
turret, and an unusually bright light fell upon the screen. Then came into view two
precious blonde young persons of the variety stage, in pink and blue dresses, doing the
umbrella dance with commendable celerity. Their motions were all clearly defined.
When they vanished, a view of an angry surf on a sandy beach near a stone pier amazed
the spectators. The waves tumbled in furiously and the foam of the breakers flew high
in the air. A burlesque boxing match between a tall, thin comedian and a short, fat one,
a comedic allegory called "The Monroe Doctrine”; an instant of motion in Hoyt’s farce,
"A Milk White Flag," repeated over and over again, and a skirt-dance by a tall blonde
completed the views, which were all wonderfully real and singularly exhilarating. For
the spectator’s imagination filled the atmosphere with electricity, as sparks crackled
around the swiftly moving, lifelike figures.

So enthusiastic was the appreciation of the crowd long before this extraordinary
exhibition was finished that vociferous cheering was heard. There were loud calls for
Mr. Edison, but he made no response.

The vitascope was only one feature of an excellent bill at Koster & Bial’s, in which,
of course, the admirable art of the London monologue man, Chevalier, is a notable item.
There are persons who admire and understand stage art who do not go to the music
halls. For their sake it is well to say that to hear and see Chevalier in such selections as
"The Nipper’s Lullaby,” "My Old Dutch,” and "The Old Kent Road" amply atones for
any irritation an over-sensitive mind may receive from, say, Miss Florrie West’s
expression of her opinion of Eliza, and her juvenile confidences as to the information on
delicate subjects imparted to her by Johnny Jones. People whose minds are not
oversensitive find Miss West amusing. But everybody likes Chevalier, though it is
doubtful if the perfect naturalness and delicate finish of his impersonations are generally
appreciated. He is not "sensational.”

The New York Times Apr. 24, 1896, p.5
Appendix item #8

It is interesting that the first film, that of the two "umbrella dancers" was

in hand tinted colour$, as was another unnamed film (see attached review of

Apr. 26, 1896, Appendix item #9)." At Edison’s 46 frames per second standard,

thousands of 35mm frames would have to be painted in minute detail, a feat not

attempted on a regular basis until Norman McLaren of the National Film Board
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of Canada came along 50 years later. In this review, it is clear that the movies
are a hit, but in keeping with the zeitgeist, it is just yet another amazing
invention, this week’s marvel to be surpassed by the genius’s next creation. The
writer calls it "the ingenious inventor’s latest toy," as if Edison was expected to
make such breakthroughs regularly, and which would come and go as quickly

as did his Kinetoscope.

THE CANADIAN REVIEWS
For many years, various well-respected Canadian film history sources

from Peter Morris’s Embattled Shadows, to the NFB film Dreamland: A History

of Early Canadian Movies 1895-1939, had placed Canada’s first film experience
in Ottawa, on July 21, 1896. This error was caused by a failure of modern
researchers to consult contemporary French language newspapers, and the
perhaps more puzzling failure of Montréal's English language newspapers of
1896 to note what was happening in their own city, or at the very least, to read
Montréal's French press. The most likely scenario is that the English papers's
editors felt that it was beneath them to report on such low-brow events.
Considering the glowing La Presse page one review, reprinted below, it
might have seemed prudent for the English papers to seek out someone who had
witnessed the spectacle, and print their own article. In an ironic coincidence, on
the same day, and in the same position (front page center column) where La

Presse printed their review, The Montreal Daily Star printed a review of
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opinions from Quebec’s French language press.” It must then be assumed that the
Star’s editors had read the La Presse review, but considered film to be of little
consequence.

The error ignoring Montréal's claim to the first Canadian film screening
has been corrected, largely due to the efforts of Germain Lacasse, whose work on
the subject has been published by La Cinématheque Québécoise and in Cinema
Canada®’. However the correction is noted by just one of the aforementioned
"offenders," - Morris, and then only in a preface to the 1992 second edition to

Embattled Shadows, and incorrectly noted at that’, while the NFB has not re-

issued a corrected version of Dreamland. As late as 1980, a Canadian Film

Institute publication, Self Portrait, a collection of essays on the Canadian and

Québec cinemas, stated on its back cover, "The first public screening of a film in
Canada was held on July 21, 1896 in Ottawa." "

Gerald Pratley’s Torn Sprockets: The Uncertain Projection of Canadian
Films gives conflicting information regarding Canada's first film screening,
claiming on page one that films were first shown in Toronto in 1886 (a
typographical error since film did not yet exist, as well as an incorrect assertion
that it occurred in Toronto) while on page two, Pratley acknowledges that the
Montréal screening was the first in Canada.

In fairness to the researchers who missed it, in the Ottawa and Toronto
papers there were a constant stream of articles and advertisements for the
various film exhibition systems, while Montréal's English press virtually ignored

films. The Gazette carried a few film ads in the entertainment classified section,

38



but La Presse printed only one series of film ads (for the Phantoscope run in Dec.
15 - 26, 1896) during the months immediately preceding and following the first
Canadian film screenings, or June - December 1896, and only one article (about
the Vitascope), excluding the all-important first review and the advance notice of
the Cinématographe screening. Also, it would seem from the available evidence,
that the Cinématographe played in Montréal for only one night before moving
on to New York City, since it was advertised in the New York Times the
foliowing day, yet never mentioned again in La Presse. However, recently
uncovered data shows that the Cinématographe had a two month run in
Montréal before moving on to Toronto. '*

There was a difference in the journalistic cultures of the time, not mainly
between the two language groups, but between the two provinces, and this was
reflected in the wealth of material in Ontario papers, and the lack of it in their
Montréal counterparts. No notice was taken in any of the newspapers examined
for this thesis, of events in other cities where films were shown prior to the June
27, 1896 screening in Montréal, the announcement and review of which are re-
printed below.

MONTREAL
The La Presse film review was preceded by a brief announcement of the

upcoming film screening, as was the New York Times coverage of the Edison

group’s initial exhibition. However, this blurb was most likely more

newsworthy at the time for the guest list than for the event itself.
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The Cinematographe

This evening, at 78 St. Laurent Street, there will be a private showing of the
cinematographe by representatives of Mr. Lumiére of Lyon. The mayor, directors of our
major institutions, and several of our more prominent citizens, have been invited to the
event, along with the press.
La Presse - Saturday, June 27, 1896
trans. from Documents in Canadian Film
Peterborough, Ont: broadview press 1988

The question one must ask is whether the English press were likewise
invited, notably reporters from The Gazette and The Montreal Daily Star,
Montréal's two largest English language newspapers in 1896 and for many years
afterward. Assuming that the Lumiere agent's intent was to get some free
publicity to boost ticket sales upon their later return for a more extended run,
why would he not also advertise in the English press? The films were silent, and
could be, indeed soon would be, enjoyed equally by speakers of any language.
The only possibilities are that they were either not invited, which seems
unlikely, or that they did not respond to the invitation. The small amount of
column space allotted by The Montreal Star (see below) to their first film related
piece indicates that this was not an item of interest to their editors. The
following is the La Presse review of Canada'’s first film screening. Its length and
front page location indicate the importance given to this historic event by the

perceptive La Presse editor.

THE CINEMATOGRAPHE
One of the Wonders of Our Century
ANIMATED PHOTOGRAPHY

Interesting Experiment Saturday Evening
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To report that Saturday evening, at 78 St. Laurent Street, before a select group, the
cinematographe invented by M. Lumigre of Lyon was inaugurated, would be a rather
unenthusiastic announcement of a major and most interesting event. Animated
photography has arrived. This marvelous discovery, the result of learned experiments,
of patient research, is one of the most amazing of our century, which is nevertheless rich
in surprises and in triumphs over the mysteries of electricity.

First, there was the telegraph, then the telephone, then Edison’s kynetoscope, and
now, the cinematographe has arrived. Where will it end?

Until now, photography has reproduced only still figures; today, it captures them in
motion, however rapid or varied their movements, and produces a live, animated
image.

g['he instrument works so quickly that within a fifteenth of a second, it can
reproduce 960 intricate movements. That is how, in a strange sort of phantasmagoria,
shots taken in different parts of France were reproduced in the above-mentioned
location.

First, it was a train arriving at Lyon-Perrache station. The travelers were seen
waiting on the platform. Soon the train appears in the distance. As it draws nearer, it
gets bigger and bigger. Steam and smoke can be seen coming from the locomotive. The
train arrives and stops. The doors open and we watch what takes place during the
stopover. Some passengers get off, others get on board. People hurry and push. You
can see each one of them clearly. Nothing is more life-like. You are really there at the
station. The train leaves and everything disappears.

Guests then witnessed a cavalry charge. In the foreground, the General gives orders
to an officer. His horse is restless, rears, and paws the ground. On the horizon, there is
a dark spot. It's the regiment. On the signal, it begins to move. It advances at full
gallop. Soon every rider becomes distinctly visible. Flags fly in the wind, armor
gleams. The mass formation hovers over the plain in a cloud of dust. It draws nearer
and nearer. You see each and every man in all his glory. There are a thousand of them.
They are coming right onto the stage. You are going to be crushed - but no, at the
crucial moment everything vanishes and you sit there gaping.

And what about the sea? We saw it as well, not as a still picture, but as rolling
waves. We saw the waves breaking gently on the beach or crashing against rocks, then
falling back in a froth of foam. Nothing could be more striking.

It's refreshing, someone joked.

Then, another charge of the cavalry; a card game between M. Lumire and some
friends in a garden; two priests gesturing; a wall being torn down; some trick riding;
and other shots just as lively.

These scenes are reproduced on a screen as with magic lantern representations.

Mr. Minier and Mr. Pupier, who set up the machine, did not expect to achieve
perfection in a single try. They merely intended to carry out a very scientific
experiment. The instrument's vibrations, for instance, were very wearying to the eye,
spoiled the clarity, and at times gave objects a vaguely dreamlike quality. But in spite of
these slight imperfections, which are inevitable in any new enterprise and which can
easily be corrected, the results were truly amazing. All that was needed to complete the
illusion was colour and a phonograph to reproduce sound. That is soon to come, we are
to believe.

La Presse June 29, 1896 Front page
trans. from Documents in Canadian Film and Matthew Smith'"
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The Magic Lantern (a slide show) mentioned in the review has been
discussed in Chapter 1, and the "phantasmagoria” was a particular multiple
magic lantern rear-screen projection slide show. The statement that film
captures 960 intricate movements in a fifteenth (quinziéme) of a second, must be
either a typographical error for fifteen seconds (quinzaine) or perhaps the
reviewer misunderstood the explanation given by the Lumi?res' representative.
For fifteen seconds of film, the 960 frames or "intricate movements," would
produce a film speed would be 64 frames per second (£f.p.s.), high by modern
and most 1896 standards, but not impossible. The Lumiere "standard" hand
cranked speed was about 16 f.p.s. Edison's film speed has been variously given
as between 40 and 46 f.p.s."*

Ramsaye, discussing the different film speeds in use at that time, asserts
that the "Society of Motion Picture Engineers in 1925 recommer.ded
standardization at sixty feet per minute in the camera and eighty feet per minute
in the theatre projector.""* Since there were sixteen frames in one foot of film at
that time, they had eventually adopted the Lumiere standard. It is also notable
that the film technicians wished the action on screen to be faster and more
intense than in real life, just as the image was larger than life size.

According to Germain Lacasse in Histoires de Scopes', around ten short
films were shown by the Lumiere agent that June night in a thirty minute
screening. The few minutes between films were necessary both to change films
and for the viewers' eyes to recover from the strain of watching the flickering,

shaky images.
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As the descriptions would indicate, the first films were meant to take full
advantage of the new medium’s ability to portray motion: the train, the cavalry,

the sea. The Lumieére show was not otherwise advertised in La Presse, The

Gazette or The Montreal Daily Star. La Presse never mentioned it again in 1896,
nor did it mention any of the other systems which soon followed the
cinematographe into Montréal during this period, other than carrying ads for the
Phantoscope shows in Dec. 1896, which are fully discussed in Chapter 4.

The first motion picture show in Montréal which was noted by the
English-language press seems to have been that of a system called the
Kinematographe, which was the last act on a long bill at the Theatre Royal on
Sept. 28, 1896 with the Vaudeville show - Hopkins' Trans Oceanic Star Specialty
Company. The Montreal Daily Star review of the night mentioned it in one line,
observing "The last item on the program is a series of views by the
kinematographe, which were very interesting.” The review in The Gazette was
not much more explicit, only saying that "... after the Nawns, came the
kinematographe, which kept the audience wondering until the fall of the
curtain."” The Nawns were one of the acts in the Hopkins Trans Oceanic Star
Specialty Co.

Two days later, a competing film system, the Animatographe', was in
Montréal, operating at 2223 St. Catherine St. (West ?) and three weeks later, on
Oct. 20, 1896, the Phantoscope, C. Francis Jenkins's original prototype for the
Vitascope was operating at 78 Main St. (Boul. St Laurent). This was the same site

used by the Lumire organization for Montréal's first screening four months
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earlier. On Nov. 19, 1896, the Theatroscope was showing Robert Paul’s famous
film of the English Derby, at 58 Boul. St. Laurent. Of all these systems, only the
Phantoscope returned to Montréal in 1896 for a second run, on Dec. 15th, though

with new films, and in a different location, the Theatre Francais.

OTTAWA
The first screening of Edison's Vitascope in Canada took place in Ottawa
on July 21, 1896 at West End Park, where many of the same films shown in New
York a few months earlier at the Vitascope's world premiere, and some new ones

- including The Kiss, were screened. Besides showing the first screen kiss, The

Kiss was also the first film starring a Canadian, actress May Irwin, who was in a
play on Broadway much criticized in its time for excessive kissing. At that time,
kissing on stage caused a great stir, and as hoped, outraged guardians of public
morals protested loudly when May Irwin and John C. Rice re-created the kissing
scene from their Broadway hit play The Widow Jones for the Edison Co.'s
Vitascope.”

The Vitascope's first night's entire film program was as follows: Shooting

the Chutes at Coney Island; The Black Diamond Express; The Kiss; The

Serpentine Dance. The Evening Journal reported that six films were shown,
including a view of Prospect Park in Brooklyn. The name of the sixth film shown

that night, if any, remains a mystery.



The Ottawa premiere, like those in Montréal and New York, was

preceded by a promotional article. The Free Press and The Evening Journal

printed identical articles, obviously supplied by the Vitascope's promoters,
which were thinly veiled advertisements. The Holland Brothers, owners of
rights to Edison's Phonograph, Kinetoscope and Vitascope in Canada, former
owners of the parkland on which the films were being shown, were also the

former part-owners of the Ottawa Daily Citizen. In the next section of this

chapter, evidence of the Hollands' heavy advertising campaign, which easily
surpassed the quantity of ads from all other systems in Montréal and Toronto
combined, is indicative of their interest in the press coverage of their property,
and gives credence to this claim.

EDISON'S VITASCOPE

~at-
WEST END PARK

Big Attraction for this Week.

The machinery for the vitascope arrived by express today and the first exhibition in
Canada of this latest marvel of Edison’s will be given at West End Park tomorrow,
Tuesday night. It is safe to say that nothing has been brought out in the nineteenth
century that has created anything like the enthusiasm caused by Edison’s success in
bringing the vitascope to perfection. Railway trains in motion, the falls of Niagara,
incoming ocean vessels, the ocean and surf breaking on the shores, etc. are thrown upon
the canvas with a distinct realism. In New York, London and Paris, where the vitascope
has been on exhibition for several weeks, the interest continues unabated, and the
theatres in which it is exhibited are crowded nightly. The sole right for exhibiting the
vitascope in Canada has been secured by the Holland Bros., with whom the Electric
Railway Co. made arrangement for the first exhibition to take place in Ottawa.

The Electric Railway Co. have also engaged for the week Belsac (sic), the magidian,
who has been startling the American and Canadian cities during the past year. The
press of every city in which he has appeared speaks in the highest praise of his
performance, and state that many of his tricks are without any possible explanation.

The vitascope will be exhibited and Belsac will perform at the West End Park every
night this week commencing tomorrow, Tuesday, night.
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Admission 10 cents, children half price. Reserved seats 10 cents extra. Round trip
tickets 25 cents, including car fare both ways, admission and reserved seat. May be
secured at Ahearn & Soper’s office, 56 Sparks St.

The Evening Journal and The Free Press
July 20, 1896 - front page

Appendix items #12 & 13

In appearance and placement, both papers made this look like any other
article. Several parts of this item are curious, in particular, the claim to have a
film of Niagara Falls would seem to be factually incorrect. The Edison camera,
being large and relatively immobile, at that time, would not have been able to
shoot Niagara Falls on location.” As discussed above, most subjects were
brought to the Edison’s studio in New Jersey to be filmed. However, the
Vitascope Co. may have purchased the film from another party, as they did for
the so-called Coney Island water film, which was purchased from Robert Paul in
England. Since no Niagara Falls film was shown that first night, the claim may
have been an expression of their plans to film the Falls. There were also no films
shown of "incoming ocean vessels" as indicated in the item.

The item states that objects (the train, the water, the Falls, etc.) are
"thrown upon the canvas with a distinct realism", a phrase which resembles the
Daily Citizen's title for their review of the next night's premiere, "Realism on
Canvas" reprinted below. According to the article, the Vitascope was to be the
"Big Attraction for This Week." The promoters had grossly underestimated the
drawing power of the Vitascope, because it stayed until West End Park closed
for the year in late August, at which time the projector was moved to Toronto.

The writer(s) of this piece also congratulates Edison for his "successes in

bringing the Vitascope to perfection.” As stated above and contrary to popular
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opinion at the timé, like the Kinetoscope viewer and the Kinetographe camera -
which had been invented by William Dickson, an Edison employee, the
Vitascope had not been developed by Edison, but by C. Francis Jenkins and
Thomas Armat. Edison bought the Vitascope from them outright when Dickson
failed to produce an acceptable projector with the minimal resources allocated,

both time and money, to the project by Edison.

REALISM ON CANVAS
Marvellous Exhibition of the Vitascope at West End Park

Out at West End Park last night was given the first exhibition in Canada of the
marvellous production of the Vitascope, Edison’s latest creation. With this wonderful
invention spectacles of life and occurrences are reproduced in a most vivid and realistic
manner, and those who witnessed the views projected last evening were not only
pleased with the sight, but were enthused to a high degree over the creative genius
which made it possible for life-like movements to be depicted on canvass with such
extraordinary effect.

One can imagine just how wonderful the invention is when it is stated that with the
Vitascope it is possible to reproduce every movement in a pugilistic encounter where
the motions of the combatants, both in attack and defence, are of lightening rapidity.
The necessary adjunct to the Vitascope is, of course, the process of instantaneous
photography, whereby these motions are faithfully depicted as they occur. Forty-two
photographs to the second preserve an accurate record of the most minute detail of
every physical movement and even the facial expression. It is the application of this
same process which depicts the very movement of the water in their precipitation. And
the transfer of these effects to canvass by means of the Vitascope gives a perfect
representation of the cataract in its downward course or the billow as it curls into foam
and dashes upon the beach.

Such were some of the delights spread before the spectators at West End Park ata
private view last evening. Public exhibitions of the Vitascope will commence this
evening and will be given during the week.

The Ottawa Daily Citizen July 22, 1896 p.7*
The review described accurately the process through which such fluid
motion is possible, mentioning 42 frames per second of "instantaneous
photography," information which must have been supplied by the Hollands.

Perhaps the Hollands, as former newspaper owners, would have known the
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difficulty in rendering a visual experience in words, and possibly had a part in
writing this item, as they appear to have done for the announcement of the
arrival of the Vitascope. On the other hand, two of the Gttawa review articles
refer to the objects in the films - water, trees and people in particular - as though
the images had something of the physical properties of the actual objects. Itis
not completely understood by the writer that the figures are composed of light

and shadows and are without substance.

EDISON’S VITASCOPE
The Wonderful Instrument Shown at West End Park

Ottawa people were given an opportunity for the first time last night of witnessing
an Exhibition of Thomas Edison’s latest invention, the Vitascope.

The performance was given in an open air enclosure with an elevated stage, lately
erected at West End Park for the purpose of giving summer performances. Between six
and eight hundred were in attendance.

The Vitascope is an improvement on the Kinetoscope, with which most are now
familiar. Instead of objects being reproduced in miniature in a cabinet, they are thrown
in life size on a large screen just the same as lime light views.

The difference from lime light view is that life like motions are given to the pictures.
A corner in Prospect Park, Brooklyn, shows foot passengers, bicyclists and horses
passing, with a trueness to life that sound seemed only wanting to make them real.
Even the swaying of the trees did not escape the camera. The breakwater at Coney
Island, was a fine reproduction of waves, and as the huge breakers came tumbling in,
the occupants of the front benches involuntarily moved back to prevent a shower. Half
a dozen scenes were shown which drew loud applause from the audience.

Before the Vitascope performance, Belsac gave a very interesting slight of hand

entertainment.
The Evening Journal (Ottawa) July 22, 1896, front page.
Appendix item #14

This was the competitor’s review, the only one which mentioned the
Prospect Park film, which is known to have existed. Though the writer mentions
the manner in which the images are thrown upon the screen, “the same as lime

light views,” he adds that, “even the swaying of the trees did not escape the
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camera.” This article also is alone in attempting to estimate the size of the
audience in attendance in an honest manner during the Vitascope’s entire run in
Ottawa. This one claims that “between six and eight hundred” saw the films.
All others bragged that every seat was taken, or that it was standing room only,

to make the films appear more popular than they probably were. Z

TORONTO

The Vitascope, traveling on to Toronto in late August 1896, beat out the
Lumieres' Cinématographe by a few days, and by early September, Toronto had
both camps showing films: the Vitascope in an arcade on Yonge St. and the
Lumiere Brothers at the Toronto Industrial Exhibition (now known as the CNE).
The Exhibition also had the Latham's Eidoloscope, which was incorrectly
reported in the newspaper to be an Edison invention, as was Lumiere's
Cinematographe, so strong was the aura surrounding Edison.

By October 1896, these systems had been joined by the Kinematographe,
direct from Montréal, which was playing at the Toronto Opera House as part of
the same Vaudeville act mentioned above, Hopkins' Trans Oceanic Star Specialty
Company.

A review of the Edison Vitascope in Toronto appeared in The Toronto

World, the only Toronto newspaper to notice it, in a column of Vaudeville

reviews. This was similar to the Montréal English newspapers' treatment of the

early films shown in that city. Itis notable that Mr. Robinson, proprietor of the
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Musee, a well known arcade on Yonge St. in Toronto, seems to have re-opened a
closed entertainment venue for the purpose of exhibiting films. Granted, he also
featured the recently discovered x-rays, but the Vitascope garnered top billing in
the advertisements.

Great Attractions at the Musee

The Musee, Yonge-street, opened under unusually auspicious circumstances
yesterday. Mr. M. S. Robinson, the present lessee of this popular resort, has determined
that it will have a run this season such as it has never enjoyed before. His first selection
of attractions is indeed a good one, and a decided improvement on the stale time-wormn
freaks which have hitherto been too much in evidence. In the first place a splendid
opportunity is offered of seeing the operation of the wonderful X rays. Prof. O'Reilly,
the great scientific electrician, presents the apparatus. The professor has just signed for
a four weeks engagement. The above feature has a decided scientific interest, but in
Edison’s latest wonder, the vitascope, there is the scientific combined with the amusing.
This machine projects apparently living figures and scenes on a canvas screen before the
audience. It baffles analysis, and because of its wonderful simulation of human beings
in action delights immense audiences.

The Toronto World Sept. 1, 1896, p. 4
Appendix item #15

Like many others, this writer refers to "Edison’s latest wonder," without
knowing that he was merely a corporate figurehead. Contrary to later
commentaries throughout North America, where movie theatres were
denounced for lowering public morals®, this review applauds Robinson for
replacing the freak show with scientific displays, and in particular, recognizes
film as being both scientifically interesting and entertaining.

The Mail and Empire’s preview of the Lumiere Cinématographe show at
the Toronto Industrial Exhibition, reproduced below, states a similar belief in
film’s entertainment and educational properties. It is part of a full page article
on the Exhibition, from an entire section devoted to its events. The article begins

by claiming that the 1896 Exhibition will be the largest on record, and national in
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its scope of exhibits. It then describes the featured attractions, the first of which
is the Lumiere Cinématographe. Note that in addition to referring to it as

Edison's invention, the reporter misspelled Lumiere's name.

OUR GREAT EXHIBITION
THIS AGE OF INVENTION

If in a material and substantial way the Exhibition is to be the greatest on record, it
will not be behind in the amusing, entertaining and instructive way - amusement and
instruction go hand-in-hand at Toronto Exhibition in the happiest manner possible. Few
of the marvels of the world miss the attention of the directors. Latter-day inventions are
always snapped up, and are always to be seen on the grounds; but this year, the
wonders of the catch will be in greater force than ever. It was apparent to everybody
that when the Kinetoscope made its appearance two or three years ago that it was
capable of great development. The development has come, and now Edison’s
marvellous invention, instead of being a mere peep show, can be seen by thousands of
people, at one and the same time. This, under the name of Lumier’s (sic)
cinematographe, will be on exhibition.

It is beyond doubt the most marvellous invention of a marvellous age. Scenes and
incidents are reproduced with lifelike fidelity, and in motion, the same as in actual
existence. Colour is there, animation is there, speech is the only thing wanting, and that
will come with the aid of the phonograph before very long.

One scene that may be shown before the Exhibition closes, if arrangements that are
pending come to a satisfactory termination, is a horse race on Epsom Downs, with the
Prince of Wales’ Persimmon winning the Derby. The throngs, the horses, the jockeys, the
officials, the Royal owner leading the victorious horse to the paddock, the cheering
multitude, the famous course, the whole bustling and stirring scene with a thousand
celebrities can be seen. Then possibly the coronation of the Czar will be given, with its
wealth of pageantry and the people rushing from the free gifts which had such an awful
termination.

Henley Regatta, with boats actually racing may also be seen; as well as a review of
troops on the Champs de Mars in Paris; but whatever is exhibited there will be one
verdict - "wonderful, wonderful, wonderful.”

Mail and Empire Aug. 29, 1896
Appendix item #16

Again, the Lumiere organization appears to have given sneak previews to
the Toronto press, as they had done in Montréal, and as had the Holland
Brothers in Ottawa and Edison in New York. The ability to easily obtain free

publicity is common among the cities examined thus far. Without a broadcast
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medium in place, news of the invention would have to be spread by newspaper
and by word of mouth.

However, upon closer examination, this piece appears to have been
written by someone who has not yet seen these films, or did not know exactly
which films would be playing, much like the Ottawa pre-opening day
announcement. After eloquently describing the functions and parameters of
film, "Scenes and incidents are reproduced with lifelike fidelity, and in motion,
the same as in actual existence. Colour is there, animation is there, speech is the
only thing wanting, and that will come with the aid of the phonograph before
very long," the reporter then describes films which may or may not be shown
during the Exhibition run depending on negotiations, and not the films he has
supposedly just seen.

This article seems to have been cobbled together from whatever the
reporter knew about film from secondary sources. The English Derby and
Henley Regatta films described were made by Robert Paul in London with Birt
Acres’s camera®, not by the Lumieres. Certain claims, such as the imminent
appearance of sound accompaniment from a phonograph, was made regularly
by Edison. Lumiére was not known to have shown any colour films in Montréal
earlier in June of that year, but Edison had some in Ottawa in July 1896. As
unreliable as most early articles about film were, this Exhibition preview
appears to be among the least accurate. One week after this descriptive article,
The Mail and Empire ran a review by someone who had actually seen the films

shown at the Exhibition.
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The feature of the Fair, though, and perhaps the most wonderful thing you or [ have
ever seen, is shown in a little rough house nearly opposite the wax works. Itis worth
coming a long way to see, for it is simply marvellous, and withal a great delight to see. I
allude to the new invention called the "Cinematographe,” a machine which not alone
takes photographs with admirable precision - of animated nature, of moving men and
animals, but represents them, projected upon a canvas, actually moving as the people
did when the photographs were taken. For instance. The room is darkened. Presently,
on a sheet upon the opposite wall a picture flashes out - a picture of the sea at rest; a line
of rocks and cliffs edges the coast. Presently, the sea begins to move, the waves recede.
You see for a second a stretch of barren sand. Then, with a mighty oncoming rush, the
waves hurl themselves against the rocks, leaping far above them, and breaking in
mighty wreaths of foam. All thatis missing in this wonderfully realistic picture is the
sullen boom of the sea.

Again, in another sea-picture, you see a boat with a man in it. The sea again moves,
and the man bends to the oars. You almost cry out, as you see him top a wave, and then
sink into the trough of the sea beyond. In yet another photograph a train is coming into
the station. At first the still picture with people waiting about. These move, the porters
hurry to and fro, boxes are piled on trucks, and the train comes steaming in. It stops. A
train in France, by the way, where carriages open at the side, as they do in the Old
Country. Passengers alight. A young man is talking to another, when someone rudely
thrusts his elbow into his chest. The way that young man doubles, recovers himself,
and looks after his assailant, is simply irresistible. There are seventy-seven scenes
altogether. Papa, mamma, and baby taking tea and laughing and talking; girls on
bicycles; dragoons riding across the desert, enveloped as they vanish - in clouds of dust.
All sorts of living scenes are here depicted. The invention is a French one, made by M.
M. Lumigre, of Lyons, and - with the exception of New York - has never been shown
before upon this continent - certainly never before in Canada. It is by far the most
interesting feature of many upon the grounds. No one should miss it. M. Louis Minier,
the concessionaire in charge of this wonderful exhibit, will presently take moving
photographs, and present views of Toronto.

The Mail and Empire, Monday, Sept. 7, 1896 p.5
Appendix item #17

This reporter’s style echoes the earlier review of the Lumi2re show in
Montréal in its descriptions and personal feelings of excitement. It corrects at
least one error from the earlier article, stating that the Cinématographe was of
French origin, and that M. Lumiere was its creator. For once, Edison was not
mentioned. However, it is wrong in stating that the Cinématographe had never
been shown in Canada before, since it had played in Montréal on June 27, 1896.
Obviously, the Toronto reporters and editors didn't read Montréal's French press

any more than did Montréal's English journalists. Perhaps it is incorrect quotes

53



such as this which threw off modern film researchers, who should have known
that newspaper accounts from this period vary widely in their devotion to
accuracy.

If the seventy-seven film clips alleged to have been shown is accurate,
then in the three months since the Montréal showing, where only ten films were
screened, the Lumiere organization had increased their catalog of films in North
American circulation sevenfold. M. Louis Minier, who was also the operator in
Montréal, may not have told the Toronto Industrial Exhibition managers that
they had already been to Montréal so that the engagement would be perceived

as a premiere, a scoop for Canada's (then) second city.

! The following are three examples of reviewers who were aware of the Kinetoscope,
but saw the Vitascope or Cinématographe as a vast improvement.

First, there was the telegraph, then the telephone, then Edison’s kynetoscope, and now,
the cinematographe has arrived. Where will it end?
La Presse June 29, 1896 Front %tl%re\
trans. from Documents in Canadian Fi

The Vitascope is an improvement on the Kinetoscope, with which most are now
familiar. Instead of objects being reproduced in miniature in a cabinet, they are thrown
in life size on a large screen just the same as lime light views.

The Evening Journal (Ottawa) July 22, 1896, front page.

It was apparent to everybody that when the Kinetoscope made its appearance two or
three years ago that it was capable of great development. The development has come,
and now Edison's marvellous invention, instead of being a mere peep show, can be seen
by thousands of people, at one and the same time.
The Mail and Empire, (Toronto) Aug.29, 1896
Talking about the Cinématographe

? For a description of this Vaudeville and stage dance act, see Chapter 2.
> The original French review is reprinted in full in the Appendix - item #5.

* An article in La Presse about the Vitascope stated an almost identical sentiment "On
pourra voir et entendre un opéra sur écran." La Presse July 8, 1896. Appendix - item #6

’ In the earliest days of film exhibition, Edison sold territories, not necessarily film or
projectors. For more on early film practices, see Chapter 2.
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“There is a great deal of disagreement amongst scholars and film historians over which
films were coloured and which were later claimed to have been colour. Ramsaye, on
pages 194-5 of A Million and One Nights, states that there were several coloured prints
of %he Annabelle the Dancer’s Serpentine Dance film, one of which was in the collection
of Armat and Jenkins, which Ramsilye alleges was hand tinted by the cameraman's
wife. A colour copy of the Annabelle film turned up in Ottawa several months later -
see Chapter 4 for sion of the addition of colour prints to the Ottawa screenings.

”See Appendix item #10 for a reprint of this item.

® Germaine Lacasse's work on this appears in the Cinémathéque québécoise publication,
L'Historiographe (Les débuts du spectacle cinématographique au Québec). Montréal:
La Cinémathéque québécoise, 1985, and Cinema Canada magazine #108 June 1984. The
Cinema Canada reference is taken from Morris's retraction in the 2™ edition to
Embattled Shadows.

? Morris's retraction states that the Montréal screening took place on June 28, 1896,
instead of the correct date of June 27, 1896

1% Self Portrait - Cinémathéque Québécoise, 1980, back cover.

'! The Introduction of the Lumiére Cinémato he in Canada., by Gaudreault, A. and
Lacasse, G. in Canadian Journal of Film Studies, Vol. 5 No.2 pp 112-123.

*2 For original French version see Appendix - item #11.
** The translation in Documents in Canadian Film was missing several lines, probabl

due to a typographical error. I translated the missing garts, and changed one other line.
For the original French review, see Appendix - item #5. -

“*It is odd that Edison’s stated film speed would vary, since it was driven by electricity,
but Lumiére's hand-cranked film speed would supposedly remain steady. Perhaps the
voltage was different in the various cities at the time, which would make the electric
motor run faster or slower depending on the strength of the current, and was not
variable by the operator.

'* Ramsaye, pp. 163 - 175
' Lacasse, Germaine. Histoires de scopes: Le Cinéma muet au Québec. Montréal: La

Cinémathéque québécoise, 1988., p.6

" See Appendix - items 20 & 21 for reprints of The Gazette and The Montreal Daily
Star’s “review” of the Kinematographe show.

'* Morris, p.10, claims that the Animatotixaghe was Robert Paul's projector. However,
in London, Paul's projector was called the Theatrograph (Ceram, p. 199 and photos
#251-254). A projector with a similar name, the Theatroscope, played Montreéal in Nov.
1896 playing Paul's most prominent film of the time, The English Derby. Morris
acknowledges this similarity in a footnote (#29 on page 277-8), but seems to not realize
that he had called the Animatographe Paul's machine a few paragraphs earlier. Also, in
Feneral ?-o%ralfhs were cameras and ?-oscopes were projectors as their names would
ead one to believe. See Appendix items #Z;'b for the Animatographe ad, and #27c for
the Theatroscope ad.
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' Ramsaye p.257-262

* Morris, p.8 and footnote 16, says that many Niagara Falls films were shown at the
Vitascope show in Toronto from Sept. 16, 1896 on.

“ This was not available on microfilm, thus the review was taken from Morris, p- 1-2.

2 Had the films really been as popular as claimed, the huge advertising campaign
would not have been needed, and the promoters could have saved their money.

®See Chapter 5 for discussion of public protests over film’s “immorality.”

% Ceram, p. 169
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CHAPTER 4
NEWSPAPER ADVERTISEMENTS FOR FILM EVENTS IN 1896

The earliest film exhibitors, as business people, were undoubtedly more
concerned with milking the latest entertainment craze for all the money they
could get, than with recording the history of the world’s newest art. Most of
early film history must therefore be recreated from independent sources, as later
claims, lawsuits and the selective memories of many film pioneers render their
testimony suspect. Besides the film reviews printed in North American
newspapers, the advertisements placed by the exhibitors are a good indication of
a film system’s arrival in a particular city, the location and duration of its run. In
the case of a longer run, the escalation of claims to more, newer and colour films
graphically illustrates the dynamic tension between the exhibitors, the patrons
and the film producers.

As evidenced in the above examination of film previews and reviews,
many of the "articles” were outright ads for the particular film system appearing
in that city. The La Presse pre-screening announcement covered in Chapter 3
differs from those in New York, Ottawa and Toronto in that, unlike the others,
the La Presse announcement is not an ad. However, from the advertising
evidence, it would seem that the Lumi2re camp was merely stopping off in
Montreal on the way to New York City.' However, as noted above, it was not

mentioned again or otherwise advertised in the Montréal papers, French or
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English, till mid-August, when it was announced that the Cinématographe was
going to Toronto for the Exhibition, but would be back afterwards.

The Ottawa papers, The Free Press and The Evening Journal, were very

prolific in announcing, advertising, reviewing and otherwise featuring the
Vitascope shows at West-End Park. There were sevefal items on the front page
alone, and many more inside, in several newspapers, for virtually the entire
Ottawa run, which lasted from July 21, 1896 to Aug. 29, 1896, when the
Vitascope moved on to Toronto.

The Free Press and The Evening Journal, as mentioned above, both ran

identical pre-opening day front page promotional pieces on July 20, 1896. The
next day, The Free Press ran ten ads in their eight page paper, this time easily
identifiable as such because they contained an advertising code number (27-5) in

the bottom right hand corner of each ad. Both The Free Press and The Evening

Journal likewise ran reviews and large ad-like items on page one the day after
the first screening. Each day that summer, both papers ran between five and
eight ads, sometimes as many as three on a single page. It is sufficient to say
that the Vitascope ad campaign was omnipresent in the Ottawa papers
throughout the summer of 1896.

What is interesting about the ads, besides their sheer volume, was that it
enables one, a century later, to track the development of entertainment tastes and
appetites of Ottawa residents in 1896. By July 25th, the Vitascope's fifth day of
operation, besides advertising a change of supporting acts, which was normal

for touring stage performers at that time, the promoters were already touting
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new "views" as films were often called in the 1890s. The following item was
typical of this type of ad, claiming large crowds, speaking briefly about the
mystery of the Vitascope, and giving scheduling information. Itis also notable
in that it announces that "colored plates" will be on the program the following
week.

WEST END PARK

The crowd at West End Park last night was larger than ever, and large crowds
have been in order since the first night of the vitascope. 1,600 persons filled
every seat and available spot of standing room in the enclosure. The vitascope
is magnetic in its attractiveness for lovers of the beautiful and mysterious.
Tonight the entertainment will be repeated. Next week, Hardy, the Niagara
Falls phenomenon will perform twice daily 3.30 p.m. and 8.30 p.m. and in the
evenings the vitascope and Belzac will also be on. New views will be given next
week, including colored plates.

The Ottawa Free Press, July 25, 1896, front page.
Appendix - item # 19

Another item appeared the same day in The Free Press on page 7,’ re-
printing the contents of a telegram confirming that six new films had been sent
from New York, "including Annabelle and Muller, all colored.” This
"Annabelle” was the Annabelle the Dancer’s Serpentine Dance film, obviously
very popular to rate special mention.” The Free Press was the morning paper, by

the time the Evening Journal went to press, the "colored plates" had evidently

arrived from New York.

WEST END PARK
The vitascope is proving a greater attraction than even the most
sanguine anticipated, and seems destined to have as successful a run in Ottawa
as itis having in London and New York. Last night the largest crowd of the
week visited the West End Park, where even standing room was not obtainable
after 8.30 p.m. A novelty in to-night’s entertainment will be colored vitascopic
views.

The Evening Journal (Ottawa), July 25, 1896, front page.
Appendix - item # 22¢
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The concept behind West End Park’s very existence, and by extension -
the reason for having the Vitascope exhibition held there - was to entice people
to use the electric streetcar to go there from downtown Ottawa to see a show or
event. Both the park and the means to get there were owned by the Ottawa
Electric Railway Co. Evidently, the crowds were not as large as these ads would
lead readers to believe, because the following week, ads emphasized not the
Vitascope, but the highwire act, Hardy, who was well known for having crossed
Niagara Falls earlier that month on Dominion Day (July 1), before a crowd of
25,000 spectators.

Both papers again ran identical items on July 27th, promoting Hardy and
the new colored views, and noting that, "N.B. - The wire upon which Hardy
performs is directly over the stage. The best view is to be had from the
enclosure.”* People were apparently watching the show without paying from
outside the fence. Since Hardy’s afternoon performances were so thinly
attended (the Vitascope, needing darkness, played only at night), by July 29th
they were made free of charge, so that the audience would at least pay to use the
railway to get out to West End Park.

Another device which was used in both Ottawa and Toronto was the
limited engagement threat. The Hollands had bought the rights to the Vitascope
for all of Canada, and could come and go as they pleased, the only restriction
being the contract with the local promoter. Back on July 20, the Vitascope run
was announced as the "Big Attraction for This Week." By Aug. 3, it was still

there, but the ads announced that on Aug.10, the Vitascope had an engagement



in Toronto. On Aug. 10th, the act which was supposed to replace the Vitascope,
the Tukushimas Royal Japanese troupe suddenly fell ill, and Mr. Holland, it was
announced, would show 18 Vitascope views. Two days later, they announced
new views, including the "Lee Richardson Fancy Bicycle Riding" and the
"knockout round from the Leonard-Cushing Sparring match,"’ an early film
crowd pleaser. The Vitascope stayed at West End Park until it closed for the
year on Aug. 28th, co-incidentally a few days before the opening of the Toronto
Industrial Exhibition on Sept. 1, 1896. The Japanese troupe never played at West
End Park that summer; they were the first stage act in Canada to be replaced by
a movie projector.

In an attempt to position their product as high-brow entertainment, the

Hollands ran an ad on July 24, 1896 which read:

WEST END PARK

The efforts of the Electric Railway Company to provide a high class
entertainment is meeting with the appreciative support of Ottawa’s best people. Last
night all the reserved chairs were taken by an audience comprising the elite of the city.
The entertainment is first class in every respect.
The Evening Journal, July 24, 1896, Front page
Appendix - item # 25

This is reminiscent of the La Presse announcements for the first Cinématographe
screening which stated that, “The mayor, directors of our major institutions, and
several of our more eminent citizens, have been invited to the event.” The
review two days later called the audience, “a select group.” Since film had been
embraced more quickly by the lower class than by the middle and upper classes,
special effort was made in many cities to ensure that the well-heeled customer

was made to feel welcome at film screenings. In Chapter 5, this problem is
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addressed again, as writings from 1909 indicate that the high-brow customer
had yet to be convinced of the attraction of motion pictures.

In Montreal from October 20 -26, 1896, a system called the Phantoscope,
billing itself as "Edison’s latest invention" played at 78 Main St., better known
today as Boulevard St. Laurent. This is the same location used by the
Cinématographe during its one night stand some months before. The
Phantoscope returned to Montreal from December 15 -28, 1896, at the Theatre
Francais. These screenings are known only from ads placed in the papers by the
theater owners.

Morris, in Embattled Shadows, missed or ignored the Phantoscope’s first

run in October, and confuses the dates on the Theatre Francais run. He claims
that the ads were placed in La Presse on Dec. 12, 1896 and Dec. 14, 1896.°
However, an examination of microfilm copies of La Presse will reveal that ads
were placed daily from Dec. 15, 1896 to Dec. 26, 1896.

While the October screenings were only advertised in the English papers,
a lesser number of ads were placed in The Gazette and The Montreal Daily Star
for the December shows. Perhaps the Theatre Francais owners were aware of
Edison's efforts to stop the Phantoscope operators from using his name.”

The Phantoscope was the name of C. Francis Jenkins' original projector
which was further developed and then renamed the Vitascope after Edison
bought it. In a way, the Phantoscope really was a primitive version of Edison's
latest claimed invention, but Edison's lawyers followed Jenkins around North

America, prosecuting wherever he advertised a connection to Edison.
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Finally, in a letter to Edison begging for a fresh print of "The Kiss" since
his own was worn out, a theatre owner in Chicago claimed that he had had the
Phantoscope sabotaged. An editorial in the Chicago Evening Journal the next
day stated that the machine had actually been thrown off the roof of the theatre,
ending the threat of further competition and copyright infringement. *

Toronto was the only Canadian city to have two or more competing film
systems, in this case the two best known projectors - the Vitascope and the
Cinématographe, documented to have been playing at any one time in 1896.
Actually, Toronto had three film systems, if one would include the Eidoloscope,
an inferior machine which soon disappeared. It played at the Exhibition, was
never reviewed and must have left Toronto immediately afterwards.’ Like the
Cinématographe, the Eidoloscope was called “Edison’s great invention,” in The

Mail and Empire’s section on the Toronto Industrial Exhibition. "

The two major companies, Edison and Lumiere, offered very different
shows and the difference is interesting in that it reflects the cultures which
produced the entertainment. The Cinématographe, billing itself as "The Wonder
of the Century" offered An Hour's Trip Through Europe, in a storefront on
Yonge St. in downtown Toronto, charging twenty-five cents for adults and ten
cents for children to watch the show. The Lumiére organization, as mentioned
earlier, sent their own people, in this case a M. Minier, who ran the whole show.
H.J. Hill, one of the managers of the Toronto Industrial Exhibition, became the
manager of the Cinematographe operation in Ontario after the Exhibtiion closed

for the season. However, if accounts in Ramsaye are to be believed, the Lumiere
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machine was so simple, functioning as camera, projector and developing tank,
that they kept it strictly in company hands to protect their design. Edison, who,
early on, saw his company’s function as that of an equipment manufacturer,
wished to sell territories and machinery."

The Vitascope was purchased, along with a territory, by the Holland
Brothers, who rented it out to the Electric Railway Co. in Ottawa and to
Robinson's Musee in Toronto. Unlike the Cinématographe show, which was
strictly film, the Musee had the Vitascope, the so-called amazing X-rays, and a
whole Vaudeville show, including singers, dancers, orchestra, a monologue

performer and more - all for ten cents. In Embattled Shadows, Morris claims

that the Vitascope played second fiddle to Prof. Roentgen's X-rays, and that the
X-ray show cost twenty-five cents, while the Vitascope could only charge ten

cents.” The advertising in both The Globe and The Mail and Empire show that

the Vitascope had top billing and that the entire show - films, X-rays, Vaudeville
performances, and whatever else they had going on - cost "10c - to see all - 10c"
Robinson's Musee was also located on Yonge St. in downtown Toronto, merely
steps away from where the Cinématographe was exhibiting.

From the outset the difference in cinematic cultures could not be more
obvious: the French confidently offered only pure cinema to its public, while the
American system (Robinson was also an American from Buffalo, NY) offered a

“three-ring circus" type of affair, as if the films were not enough on their own to

interest paying customers. Also, emphasizing Robinson's competitiveness, a



ticket for the Vitascope show plus all the other attractions was less than half the
cost of seeing the Cinématographe.
In one of the promotional pieces in The Mail and Empire for the

Cinematographe at the Exhibition, the following notice appeared.

The management wishes to inform the public that American currency, silver or gold,
will be taken at par at the gates and on the grounds. Mutilated coins, however, will not

be accepted.
The Mail and Empire, Aug. 31, 1896

Appendix - item # 30

This notice was most likely aimed at inhabitants of Buffalo, NY, which was
about the same size as New York City at the time, and one of the largest cities in
North America. It seems quite curious one hundred years later, since in 1996,
the U. S. dollar’s value is around 35% higher than the Canadian dollar.

By Oct. 5, 1896, Hopkins Trans-Oceanic Star Specialty Company,
featuring the Kinematographe, was at the Toronto Opera House, whose ads
offered the added service, "bicycles checked,” for two-wheeled commuters. This
Vaudéville show came straight from Montreal, where it had been at the Theatre
Royal. Immediately, the Cinématographe ads began warning, "Don’'t be misled
by inferior machines using similar names," and calling their system "The
Original and Only Cinématographe"." Incidentally, the act that the
Kinematographe replaced at the Toronto Opera House was the world-famous
dance team, LaLoie Fuller and her sister Ida, whose Serpentine Dance was the
subject of several early films, performed by many different dancers.

During the week of Oct. 5 - 12, 1896, Toronto had the three above-named

film systems competing for patrons, but by Oct. 17, 1896 all three had moved on.
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Before leaving town, H.]. Hill, manager of the Cinématographe show placed the

following ad in The Globe.

The Proprietors of the
Cinematographe..

Desire to return thanks to the public of Toronto and many outside places, who
have so liberally patronized their exhibition during its stay in the city the past
four weeks, and regret that it has to be removed to other cities and towns in
Western Ontario, by previous arrangement, before thousands who desire to see
this wonderful invention have been able to do so. It will, however, return to 96
Yonge street, Toronto, for a short season on the 30th of November, with an
entirely new lot of pictures, including many local ones of great interest. There is
and can only be one cinematographe exhibited in Ontario. It is far superior to
all other machines as gold is to brass. It will be exhibited in Eastern Ontario
towns early in the new year. Wait for it.

H.J. Hill. Manager.

The Globe, Oct. 19, 1896, p. 2
Appendix - item # 2

It appears that the Lumiéres had not yet shot scenes in and around

Toronto, as had been promised earlier in the review printed in The Mail and

Empire (Sept. 7, 1896, p.5), which stated, " M. Louis Minier, the concessionaire in
charge of this exhibit, will presently take moving photographs, and present

views of Toronto."

'See Appendix - item #18 - New York Times ad for the Cimématographe June 28, 1896.
* Appendix - item # 22a.

*The “Muller” film was one of an Amy Muller, mentioned in a later item in the Ottawa
Free Press, but otherwise obscure. See Appendix - item # 22b

* Appendix - item # 23
* Appendix - items # 24a -b

* Morris, p. 10 and footnote #30. See Appendix items #26 a-d for reprints of the
Phantoscope ads in Montréal papers.

”See Ramsaye, pp.272-274 for more on this.



' Ramsaye, p. 273.

’ The Eidoloscope, the Latham family’s invention, played a short run in New York City,
which it didn’t complete and disappeared from sight.

“ The Mail and Empire, Sept. 4, 1896 p. 7. Appendix item # 28

" This part of early film practices of covered in Chapter 2.
" Morris, p. 8

" The Globe, Sept. 19, 1896 p. 15 & Sept. 21, 1896 for examples. The ads were placed
daily and appeared in The Globe, usually on page 2, top right hand corner every day
except Saturday, when they were placed elsewhere in the paper. See Appendix item #
29 for a reprint of the Sept. 19" ad from The Globe.

" The Globe Oct. 5, 1986, p.8. For a good look at the entertainment options see
Appendix item #31 from the Globe Oct. 7, 1896 where ads for the Cinématographe, the
Vitascope and the Kinematographe ran simultaneously along with an item on the
Cinématographe which bragged about its attendance and mentions that there were 30
imitators of the Cinématographe on the market at that time, “and one spells it with a
‘k’.” which was placed right beside the ad for the Kinematograph which was appearing
at the Toronto Opera House.
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CHAPTER 5
LATER VOICES: TRUE FILM REVIEWS AND VACHEL LINDSAY

Around 1907, a noticeable shift in the press coverage of film occurred,
when movie fan magazines were first established and drama critics began to
cover film screenings. Itis no coincidence that by that time, average film length
had greatly increased from the initial thirty seconds (usually less) in 1896 to over
ten minutes' This allowed, even demanded, that a much more sophisticated
story be told than the typical film subject of 1896 - i.e., a magic trick, a dance act,
a train entering a station or other such simple events. These “photoplays,” as
they were called, finally attracted the attention of drama critics, as did the
enormous amount of profits movies were generating.

One reason for the increasing legitimacy of film was explained in

Maclean’s Magazine in April 1912, in an article entitled, The Rise of the Silent

Drama. Itis curious and amusing that Maclean's, which, at that time, did not

generally commission new articles for publication, but re-printed the best
articles of prominent magazines, or "reviewed" the other magazines as it was

called, would review an article from The American Review of Reviews. This

concatenation of reviews leaves the date and origin of the original article
obscure. It was surely originally published many months before its appearance

in Maclean's in Apr. 1912.

The moving picture show has come to stay. "The progress of the ‘silent drama’ has
been on an unparalleled scale. In fact,” writes Robert Grau, in “The Moving Picture
Show and the Living Drama’ in the American Review of Reviews, "some of the
developments in this field in the last few months have utterly amazed the prominent
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theatrical managers and producers. As recently as two years ago, (1909 or 10) these
gentlemen were inclined to regard the moving picture as a temporary fad; ...

One of the foremost of these, William A. Brady, thus expressed himself: "If the
manufacturer of a photo-play can afford to spend $100,000 for a single offering on the
screen, he has us beat many a mile, for that is just twice as much as it cost to produce
Ben-Hur, a play that has run twelve years." *

The "silent drama” had confronted live theatre and appeared to be
winning the financial battle, since film producers could afford to spend twice as
much for a single epic film, which would usually play only one night in a theatre
before moving on, as theatre producers had spent on a twelve year run of Ben-
Hur.

This realization by the stage producer illustrates discovery of one of film’s
basic properties: its near infinite and inexpensive replicability. A motion picture
"silent drama," once filmed, could be both duplicated (copies made) and
distributed (played, transported to a new location and re-played) at little
additional cost per performance. Financially, a theatre troupe couldn’t hope to
compete with this. Furthermore, the film performance could be re-shot and re-
worked until it was good enough to exhibit, and it was, obviously, equally good
on each and every subsequent screening, the only possible change being the
condition of the film. A stage play had to deal with cast changes, off nights,
incidental accidents with props, forgotten lines, missed cues, salaries and
temperament of the actors, musicians and stagehands week after week.

The important outcome of the publication and re-publication of the article
by Robert Grau was that film was being compared to the legitimate theatre, and
was discussed by drama critics in a forum normally reserved for serious

discussion of dramatic theatre.
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EDUCATION

As film began to be recognized as an artform, its educational and cultural
aspects did not go unnoticed by writers. An old Chinese proverb, quoted by
Ramsaye, goes, "One hundred tellings are not as good as one seeing."’ As this
sentiment pertains to film and education, the ability to relate a set of ideas or
facts to another person is limited by, among other things, one’s powers of
observation and analysis, and the other person’s perceptual capabilities, and the
cultural background of both participants. For the first time, through this new
medium of film, people were able to gain insight into events remote in time and
space, more or less first hand, by witnessing them with their own eyes. Of
course, as we now know, the choice of shots, what to shoot, what not to shoot, all
greatly affect one’s perception of an event. But, at the turn of the century, just
seeing far away lands, other peoples, foreign cultures, was instructive to a
largely ignorant North American public.

The educational possibilities of film, especially for the less literate classes,
were enormous and were duly recognized and reported in 1909 by Frederick
Starr, an anthropologist at the University of Chicago. In an article for the

Chicago Tribune on Feb. 8, 1909 (reprinted Feb. 20, by Moving Picture World, an

early film magazine), Starr eloquently and forcefully conveys the importance
and potential of this new medium to educate, using his field of anthropology as

an example.
Starr begins by describing the wonders he’s seen: Niagara Falls; a river in

Queensland Australia - complete with kangaroos and a bandicoot; the interior of
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a Japanese home; daily life in Italy, China, Norway and England; and many
more exotic wonders. This would be expected from a prominent anthropologist
- foreign cultures are his area of expertise. He then explains that he didn’t have
to leave Chicago to see all this, instead, he went to his local movie theatre. The
following excerpts from Starr’s lengthy article illustrate his enthusiastic

endorsement of educational film.

No books have taught me all these wonderful things - no lecturer has pictured them
- I simply dropped into a moving picture theatre at various moments of leisure, and at
the total cost for all the visits of perhaps two performances of a foolish musical show, I
have learned more than a traveler could see at the cost of thousands of dollars and years
of journey.

Neither you nor I fully realize what the moving picture has meant to us, and what it
is going to mean...

The talking machine has canned the great voices and master melodies of our time,
but the moving-picture machine has done more - it is making for us volumes of history
and action - it is not only the greatest impulse of entertainment but the mightiest force of
instruction...

... the moving picture machine is an advantage - a tremendous, vital force of culture
as well as amusement. An economy, not only of money but of experiences - it brings the
world to us - it delivers the universe to our theater seat. The moving picture is nota
makeshift for the playhouse - its dignity is greater - its importance far beyond the puny
function of comedy and tragedy. Itis a clean entertainment, lecture, and amusement all
rolled into one - in its highest effort it stands above literature - in its less ambitious
phase, it ranks above the tawdry show house.

-.- A new type of dramatist has arisen - men who search through the literature of the
ages and construct tableaux in action which will render vividly the entire contents of
famous works of the drama, of the novel and of history.

The moving picture is not a makeshift, but the highest type of entertainment in the
history of the world. Itstands for a better Americanism because it is attracting millions
of the masses to an uplifting institution, drawing them to an improving as well as an
amusing feature of city life. Its value cannot be measured now, but another generation
will benefit more largely through its influence than we of today can possibly realize.

The Moving Picture World, Feb. 20, 1909*

The message from this eminent educator is this: film, when used properly,
has the potential to open doors, especially for the "millions of the masses" it
attracts. Though acknowledging that film can be used to appeal to the lowest of

human instincts, Starr correctly forecast that future generations would benefit
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greatly from film. He also predicted, as did many others of his time, that all the
great works of literature would eventually find their way onto film, to be
interpreted visually by "a new type of dramatist,” a screenwriter, one must
assume.

Starr also unknowingly forecast the importance of historical films in this
period of the demise of the exotic, as the 1900s have been not only the century of
electronic communication, but also of cultural homogenization. Undoubtedly,
the two are related. A good example of a culturally important film is Nanook of

the North, which was shot in the 1920s. No matter how contrived or re-arranged

for the camera the events of this film were, it nevertheless recorded a culture
which no longer exists, most Inuit having long abandoned the igloo, the spear
and the dog sled for permanent housing, the rifle and the snowmobile, except
for nostalgic or ritual purposes.

Starr’s over-enthusiastic piece is in stark contrast to many other currents
in society, which condemned film and movie theaters as corrupting influences
and dens of iniquity. The following newspaper articles, from the New York
Times in 1908, highlight attacks on film by religious and civic authorities. In the
first, a certain Rev. Copp of Washington, D. C. denounces film as immoral, and
in the second piece, clergymen in New York City do likewise, spurring civic
authorities to attempt to employ health and safety standards and zoning laws to

shut down some movie theaters.
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PICTURE SHOWS IMMORAL
The Rev. Copp Wants the Moving Picture Houses Investigated

The Rev. Zed Copp, the Washington clergyman who sprang into prominence a few
months ago by announcing his discovery that hell was located in the sun, appeared in a
new role to-day before the District Commissioners.

He has made the discovery that the nickel theaters within the shadow of the dome
of the Capitol are immoral, and that 75 per cent. of the moving pictures shown therein
are demoralizing. He was supported by a flying column from the Women’s
Interdenominational Missionary Union.

"Oh, they are awful," he shuddered. "I should say that 5 per cent. are instructive, 20
per cent. are amusing, and the remainder are bad, oh, awfully bad!”

Clergyman Copp said he blushed terribly upon leaving one show, and
acknowledged having visited eight of the twenty-five that have sprung up along
Pennsylvania Avenue to tempt the innocent and unsuspecting Senators on their way to
and from the Capitol.

The Commissioners promised to investigate the matter. Only after the pledge was

given did Mr. Copp lead his flock forth.
The New York Times June 3, 1908 p.6

Appendix item # 33

The article seems to have been written by someone with a wry sense of
humour, saying that the good reverend, to be sure he knows sin when he sees it,
visited 8 of the 25 motion picture houses on Pennsylvania Ave. in Washington,
DC., and calling U.S. Senators "innocent" and "unsuspecting.” The Reverend’s
shock over the location of theaters is almost laughable, as if proximity to the seat
of power should have any effect on ne’er-do-wells, then or now. In fact, the
theaters were well placed to attract the thousands of tourists who would have

come from around the world to visit the U. S. capital.

MOVING PICTURES HEARING
Mayor Calls a Public Meeting to Hear Complaints Against Sunday Shows

Mayor McClennan will hold a public meeting on Wed. at 2 o’clock to obtain
expressions of opinion and the sentiment of the people of the city about moving picture
shows, and the condition of the buildings or rooms in which they are displayed.

He has made this announcement of the hearing:

In view of the many complaints [ have received in this office, notice is

hereby given of a public hearing on Wednesday, Dec. 23, 1908 at2 P.M.
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First - On the advisability of closing moving picture shows operating
under a common show license on Sundays.
Second - On the condition of moving picture shows generally in regard

to the safety of their patrons. Respectfully,
GEORGE B. McCLELLAN, Mayor

The many complaints the Mayor refers to have come chiefly from clergymen, who
are indignant over some of the pictures shown, and are protesting that they spread
demoralization among the children. Many complain, too, that the shows keep children
away from Sunday schools, but added to this, Sunday is a free day at these shows,
which attract a great many who could not attend during the week.

Canon William Sheafe Chase of Christ Church, Brooklyn, has been one of the chief
movers in the crusade. He has called at the Mayor’s office many times of late. Dr. F. M.
Foster of the Third Reformed Presbyterian Church, Manhattan, is also a worker against
the picture shows. Bishop David E. Greer has also lent his name to the protesting
movement. They are all on the Interdenominational Committee for the Suppression of
Sunday Vaudeville. Among others on the committee are the Right Rev. Dr. MacArthur,
... (names several clergymen) , and many more.

Several Roman Catholic priests are very much interested in the question of Sunday
moving picture shows, and it is said that they will also be on hand at the hearing to

utter protests against them.
There are 800 moving picture shows running on Sundays in the city and fifty

theatres, it is said.
New York Times Dec. 21, 1908 p.2
Appendix itemn # 34
It seems that the clergymen were more concerned with church attendance
than with the moral content of the films. Exactly what is "immoral" in motion
pictures is never quite spelled out in either case. These two protests, six months
apart, in two cities separated by hundreds of miles, are remarkably similar. The
second article fleshes out the details a bit, indicating that Sunday shows were
free! No wonder attendance in church was down.
The mayor appears more concerned about the safety of patrons in
storefront theaters, than he was about their morals, as this was before movie

palaces became common (Léo Ouimet had just opened the world's first luxury

movie house in Montréal in 1907), and before safety film. On the other hand, it
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may have been an expedient way of either answering the clergymen, or

conversely, using their complaint to clean up some notorious "dens of iniquity."
It is interesting that, 12 years after the introduction of motion pictures,

they were still perceived as being part of Vaudeville, and had not yet developed

a distinct identity. In a related New York Times article on Dec. 26, 1908, the

Exhibitors” Assn. claims there are 500 movie houses and 50 theatres in New York
City employing 12,000 men, as opposed to the 800 theaters claimed by the
clergymen. Surely not all of these were also Vaudeville houses.

At the public meeting mentioned in the New York Times article, the

Mayor decided to close the 5 cent movie houses, but not the 10 cent ones, as they
operated under different licenses.’ I will assume that the 5 cent houses were
either part of a larger arcade or entertainment complex, with many questionable
practices occurring on the premises, or fly-by-night operations in unsafe
buildings.

Among the ridiculous charges the Mayor used to close a movie parlour
was that the owner showed "other than instructive pictures in his place, and
because he had, according to police, no ‘lecturer’.” It was common to have a
commentator beside the screen, telling the patron what they were watching and
adding "colour commentary,” much like modern TV sportscasters. The charge
was thrown out of court, along with all the other trumped up charges, such as
the couple arrested for performing in, I assume, indecent clothes. Again,
vaudeville and motion pictures are treated as one. A detective charged that a

man wore a "smoking jacket" and his female partner, a "white dress." When the
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judge scoffed at such "evidence" the detective "exhibited to the Magistrate a
waistcoat of brilliant yellow with large black and brown spots.”* Another
fashion crime. Among the other "crimes" committed in the low-brow movie
houses were: using a German dialect; having put on a sketch; selling tickets to
boys; and the only offense having anything to do with film - showing an "actual
scene from Julius Caesar."

It appears that Vaudeville itself was under attack, and that the films
shown were, in general, not "immoral" even by turn-of-the-century standards,

but, being attached to Vaudeville in the minds of many people, it came under

attack for Sunday performances. A New York Times editorial,” reproduced in
the Appendix, takes the only sensible position of any institution in this matter:
that most films were not immoral, and if any were, they should not be shown
any day of the week.

Two of the operators of 5 cent movie houses who headed the new
organization to fight the Mayor’s edict were William Fox - President (later to
found Fox Film which became 20th Century Fox) and Marcus Loew - Treasurer
(founder of the Loew’s theater chain and owner of MGM). They had the Mayor’s

order revoked.

CLASS OF FILM PATRONS
Another related discussion in which writers of this period engaged was
over the class of the typical film patron, and more specifically, how to elevate

their lower class tastes. One suggestion was to film the classics to both bring in
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high-brow customers, and to educate the lower class. The educational
possibilities have already been discussed above in relation to Frederick Starr’s
article.

Obviously, the film patrons could only watch what the film producers
were creating, and film produceré would only make films they thought people

would want to see. The New York Dramatic Mirror, a publication devoted to

Broadway news and reviews, took it upon itself to "improve"” motion pictures.
In 1909 they addressed this issue with the Edison Company, in particular, the
quality of acting in film.

In the recent Spring number of The Mirror Mr. Dyer, of the Edison Company is
quoted in an interview as saying that the quality of picture pantomime is improving
quite as rapidly as the public is prepared to receive it. He then referred to an experience
the Edison Company had in offering high class music in phonograph records, showing
that the American public is not yet educated up to a high standard of art in music and
much prefers the so-called popular music. From this he argued that the same thing is
true of motion pictures and that the evolution toward a higher grade of art must be
gradual in both instances. While Mr. Dyer’s reasoning is sound his conclusions in this
instance are apt to be misleading. The American masses may not be yet educated to
appreciate operatic music, but that does not argue that they prefer their simple popular
airs trashy rather than well composed. The history of popular music proves quite the
confrary. Itis so, too, in literature as well as the arts. Themes that are simple, direct,
and elementary may be in greatest demand, but excellence of style and execution is sure

to receive public approval.
The New York Dramatic Mirror, June 19, 1909°

The Edison plan was one way of approaching the problem, to keep
making the same bad film over and over until people stopped paying to see it.
Economically, this makes sense - they know how to make these films, they know
what the films will cost to produce, and that people will pay to watch them.

There are no surprises under this mindset, which still governs Hollywood
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filmmaking today. Another method, which the critics favoured, was to make

better films, taking more time, employing better actors, writers, etc.

THE ROLE OF THE CRITIC

In an article/editorial, The New York Dramatic Mirror claimed it was at

the vanguard of a movement to elevate the subject matter and quality of motion
pictures. Itis evident from the article below that another film institution had

started by 1909: the self-congratulatory promotional message.

How can motion pictures be best improved? There would appear to be only one
reply to this question, outside of the mechanical end, which may be trusted to take care
of itself. When a magazine or a newspaper company sets out to increase the circulation
of its publications it employs first more able writers. When a theatrical producer gains
permanent success he does it through better dramatists and better actors. The motion
picture producer can only improve by the same policy ... On the stage it has long been
recognized that the "play’s the thing.” So it must be in the motion pictures - "the story’s
the thing."

The part played by The Dramatic Mirror in motion picture advancement in America

must not be overlooked. ... More than two years ago, before any theatres of
considerable size had gone over to pictures, The Mirror recognized the invasion that
must take place and advised managers of regular theaters to get into the game. ... The
Mirror has had undoubted influence, through its impartial film reviews, in elevating the
artistic quality and character of motion picture subjects. [t was the first paper in the
world to review motion pictures seriously, systematically, and with sufficient
intelligence to win the respect of the manufacturers themselves. By this policy of review
The Mirror, from its commanding position, was able to do what no other amusement
publication was in a position to accomplish - place motion picture publication on the
higher plane of literature and art.

The New York Dramatic Mirror, May 1, 1909°

The role of the critic, while important, had minimal effect in the early days for
one reason: since a film only played in a theater for a single day before moving
on, it was too late to affect the public’s decision to attend or not. As that was

their only method of feedback to the producers (and attendance was all
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producers and exhibitors cared about), the critic’s yea or nea could not possibly
affect the bottom line, coming after the film was already gone.

What did work for critics was to educate the public as to why a film or
films in general were bad - poor acting, little or no plot, anachronisms,
inconsistencies in the action, contrived plot devices, and generally poor
production values. The critic’s experience in theatre endowed them with
authority, and with their publication as a soap box, they were somehow able to

convince producers to clear up the worst offenses.

VACHEL LINDSAY

Although the appearance of real film discourse signaled the beginning of
film's transition from amusement to conscious artform, the battle for institutional
acceptance was far from over. In 1915, nearly ten years after drama critics began
covering the film circuit, poet Vachel Lindsay wrote The Art of the Moving
Picture, a desperate call for the art world to take film seriously. Converting
newspaper drama critics and editors to regular film followers had been only the
first step in a long battle.

Lindsay’s basic theory was that most films of the time could be divided
into three categories: action films; intimate films; and splendor films. These
three film categories coincided with three art disciplines: action with sculpture;
intimate with painting; and splendor with architecture, calling each film genre

by its artistic counterpart, as in “sculpture-in-motion” for action films, and so
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on. He further aligned these three film/art genres with three type of poetry:
dramatic; lyric; and epic, since his main profession was that of poet.

There are other forms of art, as there are other film genres, but for these
three, the groupings fit, and can expand one’s understanding of how film affects
viewers on an instinctive level, having been perfected by centuries of trial and
error by the associated artforms. For instance, take the Splendor film - epic
poem - architecture-in-motion genre, which we now call epic film. Today, when
one thinks of epic films, the genre evokes films of an historic or religious nature,

such as The Ten Commandments, or Cleopatra.

The epic or Splendor genre was split into four by Lindsay: Fairy
Splendor; Crowd Splendor; Patriotic Splendor; and Religious Splendor, which
are not really different sub-genres, but the four most common topics in the
genre. It would be more expedient to say that these films tell a story larger than
life, not the story of a family or a couple in love, but that of mythology, entire
races of people, empires, and Gods to put his sub-categories into plain language.

These four categories also correspond to epic architecture in its ability to
impress: mythic architecture - such as the Pyramids of Egypt; crowd architecture
- cities; patriotic architecture - city hall /Parliament; and religious architecture -
churches. All these form of building had the same specific purpose: to convey a
sense of great and remote power, the work of many people, timelessness.

Then as now, the action film was the prevalent genre, which Lindsay
compares to sculpture-in-motion. He states that one of the secrets of sculpture is

to enlarge the features to concentrate and direct the viewer’s attention. This is
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exactly what film did, for the first time putting this effect in motion. Close-ups
magnified facial features and expressions many times over, and, as discussed
above, exhibitors habitually played films 20-30% faster than they had been shot,
again compressing action, directing the attention of the viewer even more
intensely than sculpture could ever hope to do.

Thus Lindsay had, early on, identified some of the basic features of film:
to enlarge features or expressions; and to show these intensified emotions in
motion. To this, he adds the element of time measurement, which was present
in virtually every film of the time in the chase scene. He says that producers,
“introduce some stupid disaster and rescue utterly irrelevant to the character-
parts and the paintings (in Lindsay’s sense of the word) that have preceded.
Whether the alleged thesis be love, hate, or ambition, cottage charm, daisy dell
sweetness, or the ivy beauty of an ancient estate, the resource for the final punch
seems to be something like a train-wreck.”" As further evidence that action in
films was the driving force, Lindsay points to the posters advertising films,
which were habitually placed in front of a theatre to attract customers. The
photos chosen for the posters were the action shots, rather than representative
images, regardless of what the film was about. "

Lindsay compares the invention of writing by cave people to the
invention of film, to explain why the lower classes were so attracted to film.
The earliest writings were pictograms, like hieroglyphics, which, before

abstraction was assigned to them, stood for their face value. Through images, a

81



universally understandable story could be told to the illiterate, and mother
tongue was no barrier, as we have seen in the early Montréal screenings.
Caught up in the spirit of the moment, Lindsay says that “Edison is the
new Gutenberg. He has invented the new printing, ” not realizing that Edison
had little to do with the invention of film. He was not alone in expressing this
sentiment. Frank Woods, one of the first critics of film to be widely read within
the film industry, wrote in his first column for The New York Dramatic Mirror
in May 1909, “As it (film) is developing, it is a new form of combined literature
and art. Itis a new and universal language in which the artist, the actor, the
author of fiction, the historian, the traveler, the philosopher, and the theologian
may convey ideas and information to his fellow men. ... Like the printing press,
it has opened up a vast opportunity for the dissemination of human thought.”"
Since Woods wrote it first, Lindsay, being a rabid film fan, may have read his
articles, and developed Woods’s idea comparing the invention of film to the

invention of the printing press.

' See footnote 1 in Introduction.

? Maclean’s Magazine April 1912, p. 634. Appendix item # 32

? Ramsaye, p. lii

* All of the Moving Picture World reviews and commentary are taken from Stanley
Kauffmann and Bruce Henstell’'s American Film Criticism: From the Beginnings to
Citizen Kane, Westport, CT: Greenwood Press, 1972., and not from their original source,
The New York Dramatic Mirror pieces are all from Kauffmann as well.
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* See Appendix item # 35 for the article entitled, "Picture Men Organize to Fight' New
York Times Dec. 26, 1908.

° New York Times Dec. 29, 1908, Appendix item # 36.
’See Appendix item # 37.

* Kauffmann, pp. 29-30.

* Kauffmann, pp. 28-29

“ Lindsay, Vachel. The Art of the Moving Picture (reprint of 2nd ed.- 1922). New York:
Liveright Publishing Co., 1970 (originally pub. by MacMillan), p. 139-140

" Lindsay, p. 128. “Why not have the most beautiful scenes in front of the theatres,
instead of those alleged to be the most thrilling?”

* Lindsay, p. 199.

" Kauffmann, p. 26.
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CONCLUSION

The newspapers accounts presented above tell as much about the culture
of the newspapers of the 1890s as they do about the perceptions of film in that
period. There was little division between editorial content and reporting, or
even advertising in those days. As seen from the newspaper items in Chapters 3
and 4, a report on film was essentially an ad, especially in Ottawa, where the
Holland brothers, promoters of the Edison Vitascope in Canada, were former
newspaper owners.

Part and parcel of this was the inaccuracy with which these events were
covered: reports of film titles, dates, events and other details have been shown to
vary widely in their devotion to facts. This is especially true when a fabrication
suited the needs of the film promoter, who was also, usually, a paying
advertiser. Edison, for example, frequently claimed in newspaper interviews
that sound for films was already a reality which needed just a bit more work.
That work never seemed to get completed, yet the quotes continued to be
printed. The Lumieres told the Toronto press that their city was hosting the
Canadian premiere of the Cinématographe, despite the fact that they had
already been to Montréal.

Many of the first articles about film screenings in the cities covered are
written as if the reporter had seen the films, but the article written the day after

the screening is known to have occurred frequently indicates that much of the



pre-screening article is inaccurate. The worst example of this was the Toronto
Mail and Empire article of Aug. 29, 1896, which is fully discussed in Chapter 3.

Among the other trends which have emerged through the examination of
the sources from 1890-1915, I wish to highlight three: the almost universal
amazement expressed by writers of 1896 reviews, including their failure to fully
comprehend what they had witnessed; the similarly widespread desire for
sound and, where not yet present, colour in films; and finally the prevalence of
the action film, especially in U. S.-made films.

Besides the flowery, verbose language employed at that time, the most
noticeable feature of the first reviews in all four cities examined is their utter
amazement at what they had witnessed. Many reviewers spoke of the
projections as if they had substance, or as if some part of a scene could somehow
escape being recorded by the camera. To the modern reader, these concepts
appear quaint and perhaps even foolish, but to the 19" century first time film
viewer, who was not film literate, these explanations of what they had seen

seemed as good as any other.

One good example of this was the review in the Ottawa Daily Citizen of
the first Canadian Vitascope screening at West End Park, where the reviewer is
describing exactly how motion pictures work. Among an exceptionally accurate
and, to us, understandable description of the mechanism through which
simulated motion is projected on canvas, the reviewer says that ,"itis possible to
reproduce every movement in a pugilistic encounter where the motions of the

combatants, both in attack and defence, are of lightening rapidity."? Why would

85



a boxer’s attack be reproducible, but not defence? The Ottawa Evening Journal’s

review of the same night's show had a similar comment saying, "Even the

w3

swaying of the trees did not escape the camera.”” As we now know, how could it

avoid being recorded?

The New York Times said that the Vitascope projections “appear to stand
forth from the canvas, and move with great facility and agility, as though
actuated by separate impulses.”* The writer clearly does not know that it is
merely a recording of the agile capabilities present in the person being filmed,
which are not aided in any way by the Vitascope, which seems to be indicated
by the item. Ten days later the Times called the Vitascope films "wonderfully
real and singularly exhilarating. For the spectator’'s imagination filled the
atmosphere with electricity, as sparks crackled around the swiftly moving,
lifelike figures."* These "sparks” may have been imperfections in the filmstock or
the emulsion. However, it is possible that it was part of an act, as many of the

dance acts of the day used fire or lighting effects. The Toronto World's review of

the Vitascope says that, "This machine projects apparently living figures and
scenes on a canvas screen."® Again, the effect of the illusion to these untrained
observers was apparently so real, that they were unable to understand that it
was only a projection.

As stated above, since the reviewers and the regular patrons were on an
equal footing, both never having seen film before, the reactions of the reviewer

are likely to approximate those of the average audience member. One can
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assume from this uniform misapprehension on the part of newspaper review
writers, that the general public was quite amazed by this new medium as well.

Another frequently expressed sentiment was the desire for films to have
sound and colour to more fully reproduce life, and the understanding that such
advancements were imminent.

In the New York Times article written two days after that city’s first
screening, the reporter first states what is to become a familiar refrain, "his
(Edison’s) latest invention shows life and color, with speech and noise the only
things lacking."” The June 29, 1896 La Presse review of the Cinématographe,
which did not show colour films in Montréal at that first screening, similarly
said, "All that was needed to complete the illusion was colour and a phonograph
to reproduce sound. That is soon to come, we are to believe.”* The Toronto Mail
and Empire printed an almost identical belief in describing the Cinématographe,
though their screenings had apparently included films with hand tinted colour,
as had the New York City screenings,” Colour is there, animation is there, speech
is the only thing wanting, and that will come with the aid of the phonograph
before long.” °

This review, as discussed above in Chapter 3, is highly suspect as the
Lumieéres were not known to have had colour films in North America at that
time and certainly did not show any in Montréal. Furthermore, most of the films
discussed in the rest of the article were from Robert Paul's film system, not the

Cinématographe. A later, more accurate review of the Cinématographe in the
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same paper describing a film of the sea wrote, "All that is missing in this
wonderfully realistic picture is the sullen boom of the sea."

The Ottawa Evening Journal account of the Vitascope said that, "A corner

in Prospect Park, Brooklyn, shows foot passengers, bicyclists and horses passing,
with a trueness to life that sound seemed only wanting to make them real.""

The inability of inventors to solve the problem of synchronized sound
enabled a genre of film, which didn’t need sound to impress, to emerge and
dominate North American screens: the action film.

Both Vachel Lindsay, in The Art of the Moving Picture, and Terry
Ramsaye, in A Million and One Nights, discuss the overacting and flagrant
gestures which were commonplace in early silent films. This is partly a carry-
over from stage acting, where every movement have to be perceivable from the
back of the room. The other reason that early film actors moved around and
gestured frequently was that they could; movement by an actor in an otherwise
static scene assured that s/he would be noticed, known today as “stealing the
scene” when performed by supporting actors who could normally be considered
a prop. Ina new medium designed to capture and reproduce movement,
producers seemed ready to utilize film’s basic function to its fullest.

In a New York Times article, written soon after the launch of the
Vitascope, the writer describes a film scenario that Edison has planned, perhaps

for the first time in history describing pre-production in a publication.

He (Edison) has bought, for about $5,000, two ancient, but still serviceable, locomotives
and several dozen flat cars. He has built about a quarter of a mile of railroad track in a
secluded spot, not far from his laboratory. In a few weeks he will start a train from each
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end of the track, and will run them to a crash. The engines and cars will be manned,
just as trains are in active service, and all the incidents of a train wreck will be caught by
machines stationed at short intervals near the track.
The New York Times, Apr. 26, 1896, p.10
Appendix item #10

There are so many things wrong with this paragraph, both technically
and morally, that it is difficult to decide where to begin. In any case, it is
indicative of public attitudes in 1896. The reporter sees nothing wrong, or at
least expresses no horror, in that Edison plans to crash two trains full of human
beings to film it for public merriment. Dozens of people would be killed and
injured if things occurred as described. Whomever it was that fed this story to

The Times, obviously didn’t know, or didn’t tell them, how one would actually

shoot such a scene to avoid injury and death to the actors. In a similar gauging

of the interests of the general public of 1890s, the New York World ran an article

forecasting possible subjects for filming, “fighters hammering each other,
circuses, suicides, hangings, electrocutions, shipwrecks, ... almost anything in
fact in which there is action, as if you were on the spot during the actual event. ”"
Executions of prisoners were public events in those days, and were frequently

attended by thousands.

In the New York World piece, the operative word again is “action.” Over

the years, it has become a stereotype of film jargon as the command which
means “begin acting.” Train wrecks, executions, and the ever-present chase
scenes described by Lindsay in Chapter 5, these are the subjects which early
American film producers believed suited the interests of the American viewing

public.
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When movies seemed certain to overtake theatre in both popularity and
box office receipts in the first decade of the 20" century, wise drama critics took
to reviewing films. Their input began the serious study of film techniques, as
they employed existing theatre standards and terminology to establish the
foundations of film literacy in the general public. Since, as mentioned in
Chapter 5, films usually played in a theatre for a single day before moving on,
their commentary was useful in educating the public, and film producers as
well, in general terms, pointing out poor acting styles, plot gaps, anachronisms,
non-sequiturs, and the like.

Though films did not depend on a good “run” to make a profit, the public
got to know a company’s level of quality and style and made their purchase
decisions based on those criteria, rather than on the individual films. In this
way, the critics were effective, and their opinion carried weight with the better
producers, who respected their positions as opinion leaders.

When Vachel Lindsay wrote about film in 1915, he was very
knowledgeable about the motivations, genres and elements of a good film. He
also rightly called the critics writing at that time “half-formed.”” However, in
twenty short years, film had sprung into existence as the first visual mass
medium, with filmmakers inventing its language and syntax, codes and
standards, on the fly, often without even realizing it. Writers of film
commentary deserved at least as long, if not longer, to develop, since they were

dependent upon the output of film producers to hone their skills and develop
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their own set of references and a knowledge base from which both they and

their readers could draw.

' Appendix item # 16.

? Ottawa Daily Citizen, July 22, 1896

? Ottawa Evening Journal, July 22, 1896, front page. Appendix item # 14.

* New York Times, Apr.14, 1896, p. 5. Appendix item #7.

* New York Times, Apr.24, 1896, p. 5. Appendix item #8.

* Toronto World Sept. 1, 1986, p.4. Appendix item #15.

” New York Times, Apr. 26, 1896 p.10. Appendix item #9.

* La Presse, June 29, 1896 front page. Appendix item #5.
* Toronto Mail and Empire Aug 29, 1896. Appendix item #16.
* Toronto Mail and Empire, Sept. 7, 1896, p.5. Appendix item #17.

" Ottawa Evening Journal, July 22, 1896, front page. Appendix item #14.

“ Ramsaye, p.134. Taken from the New York World, possibly in late May 1895.
Ramsaye puts it in after describing a Latham fight film which was exhibited on May 20,
1895, another of the earliest public film screenings which has been ignored by most
histories.

" Lindsay, p.226
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The Mail and Empire (Toronto)
The New York Times

Saturday Night Magazine
Maclean’s

FILMS ON VIDEO

Dreamland: A History of Early Canadian Movies 1895 - 1939. Producer: Kirwan

Cox, Director: Donald Brittain. Montreal: National Film Board of Canada, 1974
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APPENDIX

1. An ad from Saturday Night magazine Oct. 10, 1896, p. 11, for a travel lecture
illustrated by magic lantern/stereopticon slides.
2. The Globe, Oct. 19, 1896, p. 2. An open letter from H. J. Hill, former manager

of the Toronto Industrial Exhibition and current manager of the
Cinématographe operation in Ontario.
3. a) The Sears, Roebuck & Co. 1900 mail order catalogue featuring
movie projectors.
3.b)The Sears, Roebuck & Co. 1900 mail order catalogue featuring magic
lanterns.
3.c)The Sears, Roebuck & Co. 1900 mail order catalogue featuring
stereopticon projectors.
4. a) Film strip of a Mlle Ancion performing the Serpentine Dance in
1896, shot by Max Skladanowsky in Berlin.
4.b)Close-up of Annabelle the Dancer (Annabelle Whitford Moore)
performing the Serpentine Dance at age 17, in 1896. Shot for the
Kinetoscope in 1894.
4.c)Film strip of the Annabelle Serpentine Dance. The still shot in 4b does not
appear to have come from this strip which was shot in 1894 for the
Kinetoscope.
4.d)Picture of LaLoie Fuller on the front page of Saturday Night magazine,
Sept. 26, 1896
4.e)Announcement/feature from Saturday Night about LaLoie Fuller's
impending appearance in Toronto in late Sept. 1896. - Note ad for
Cinématographe on right in competition with the Fuller sisters.
4.f)Review of LaLoie Fuller’s performance from Saturday Night -Toronto in
late Sept. 1896.
5. La Presse, June 29, 1896, front page. Review of the first film screening in

Canada.

95



6. La Presse, July 8, 1896. Article on the Vitascope.

7. New York Times, Apr. 14, 1896, p. 5. Premiere announcement for the

Vitascope.
8. New York Times, Apr. 24, 1896, p. 5. Review of first screening in New York.
9. a) New York Times, Apr. 26, 1896, p. 10. A more detailed review of the
Vitascope. Pt. 1
9.b)New York Times, Apr. 26, 1896, p. 10. A more detailed review of the

Vitascope. Pt. 2

10. The Montreal Daily Star, June 29, 1896. A review of the French Press
comments the day La Presse covered the Cinématographe screening. There
was no mention of it in the Star the following week as well.

11. La Presse, June 27, 1896. Announcement of the Cinématographe screening in
Montreal that night.

12. The Ottawa Evening Journal, July 20, 1896. Premiere announcement -
identical to #13 in the Ottawa Free Press.

13. The Ottawa Free Press, July 20, 1896. Premiere announcement - identical to

#12 in the Ottawa Evening Journal.

14. The Evening Journal, July 22, 1896, front page - review of Vitascope premiere

15. Toronto World, Sept. 1, 1896, p.4. - item on Robinson’s Musee & Vitascope

show.

16. a)Mail and Empire, Aug. 29, 1896. Front page of special section of the
Toronto Industrial Exhibition - item attempting to discuss Cinématographe
16.b) Close-up of Cinématographe part of item in 16a.

17. Mail and Empire, Sept. 7, 1896. p.5. Review of Cinématographe at Toronto
Industrial Exhibition.

18. New York Times, June 28, 1896. Ad for Cinématographe show in New York

City the day after it appeared in Montréal.
19. Ottawa Eree Press, July 25, 1896. Front page announcement of colour films

for the Vitascope show.

20. Montreal Daily Star, Sept. 29, 1896. Review of Kinematographe show.
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21. The Gazette, Sept. 29, 1896, p.5. Review of Kinematographe show.

22. a) Ottawa FEree Press, July 25, 1896, p.7. another announcement of colour

films for Ottawa Vitascope shows naming Annabelle and Muller.
22.b)Ottawa Free Press, Aug. 4, 1896, p.8. Item identifying “Muller” as Amy
Muller

22.c) Evening Journal, July 25, 1896. Evening version of 22a announcement.

23. Ottawa Free Press, July 27, 1896, front page - ad for Vitascope featuring other

act and indicating freeloaders are watching the show without paying. Note
ad indicator (32-6) in bottom right-hand corner.
24.a) Ottawa Free Press, Aug. 10, 1896, p. 7. Announcement that Vitascope

will continue on and replace Japanese act which suddenly “took sick.”
24.b)Evening Journal, Aug. 12, 1896, front page, ad for prize fight film.
25. Evening Journal, July 24, 1896. Ad claiming Ottawa’s “best people” attend

film screenings.

26. a) The Gazette, Oct. 20, 1896, p. 4, ad for The Phantoscope at 78 Main St.
26.b)The Gazette, Dec. 15, 1896, ad for The Phantoscope at Theatre Francais
26.c)The Gazette, Dec. 21, 1896, p. 4, ad for The Phantoscope at Theatre

Francais
26.d)La Presse, Dec. 15, 1896, p. 7. Ad for The Phantoscope at Theatre
Francais. Ads appeared daily from Dec. 15 - 26, 1896.
27. Montreal Daily Star, Sept. 26, 1896, p. 6. Ad for Kinematographe show
27.b)Montreal Daily Star, Sept. 30, 1896. Ad for Animatographe
27.c)Montreal Daily Star, Nov. 20, 1896. Ad for Theatroscope featuring

Robert Paul’s English Derby film.
28. Mail and Empire, Sept. 4, 1896, p. 7. Item on Toronto Industrial Exhibition

announcing “Edison’s” Eidoloscope.

29. The Globe, Sept. 19, 1896, p. 15 - ad for Robinson’s Musee’s Vitascope show
and X-Rays - 10 cents to see all.

30. Mail and Empire, Aug. 31, 1896, U.S. currency will be taken at par.
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31. The Globe, Oct. 7, 1896, p.2. entertainment ads show three film systems

playing and an item on the Cinématographe.

32. a) Maclean’s Magazine, April 1912, article - The Rise of the Silent Drama.

Part1
32.b)Maclean’s Magazine, April 1912, article - The Rise of the Silent Drama.
Part 2

33. New York Times, June 3, 1908, p. 6. Picture Shows Immoral
34. New York Times, Dec. 21, 1908, p. 2. Mayor’s notice of a hearing on motion

picture establishment licenses.
35.a) New York Times, Dec. 26, 1908, p.2 - part 1. Picture Show Men Organize
to Fight.
35.b)New York Times, Dec. 26, 1908, p.2 - part 2. Picture Show Men Organize

to Fight.
36. a) New York Times, Dec. 29, 1896, p. 3 - part 1. Mayor Makes War on
Sunday Vaudeville.
36.b)New York Times, Dec. 29, 1896, p. 3 - part 2. Mayor Makes War on
Sunday Vaudeville.
37. New York Times, Dec. 25, 1896, p. 6, editorial on Moving Picture Shows.
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Hyacinths, Tulips,
Crocus, Snowdrops,
Narcissus, Lilies, Ete.

Good ~ound Bulbs, and
prices right. .

Autumn Catalogue (frec)

"The STEELE, BRIGGS SEED CO., Ltd
130 and 132 King Street East. . Tel. 1982

FOR COUGHS, COLDS, SORE THROAT, Etc.
) TRY

WATSON'S COUGH DROPS

“R. & T. W.” stamped on each drop.

ar. JAEGER DEPOT

63 KING STREET WEST

Mrs. Wreyford

Is making stylish dresses at moderate
prices. From ladies’ own materials if de-
sired, or can submil ...

LLates Novelties in Dress (Joods
from London and Paris

GoLD MINES

Rossland, Kootenay. B. C.

We offer stocks for sale in **Joxie.” * Monte
Cristo,” *St. Elmo,” **Ironsides.” and *California.™
Will forward Prospectus of Iatter on application.

For further particuliors apply to

A. W. ROSS & CO.

24 King Strecet East - - « Toronto

ST. GEORGE'S _HALL

m Sireef, vear Yonge, Toronf(o

Thix beautiful and aftractive audicnce chamber,
~eating about five hundred, ix on the ground floor,
and s available for Lectures, Concerts, Musical Reo-
citalx, Bazaars, Banquets, Balls, Wedding Keceptions,
Afteroon and Evenin inl Entertniuments, Sun-
day Services, cte. lfghﬂng. Heating, Ventilation
and Acdustic properties cxcellent. .Convenicnt Re-
freshment and Dressing Itooms, Lavatories, Kitchen

I

GET IS TR e AR T TTRERR A . ese

Bulbs Association Hal, on .

Wednesday, October 21,

Under the auspices of University College Y. M. C. AL

The Recital will be given under the patronage of
Licutenant-Governor and Mrs. Kirkpatrick.

Plan will open at 19 a.m. Wednesday, 1 inst.,

at Gourlay. Winter & Leaming’s.

Tickets, !125c. and 50c.

The Toronto Philharmofﬁc

J. HCMFREY ANGER, Mus Bac., Oxon..
Conductor.

GRAND EVENING CONCERT

MASSEY MUSIC HALL
Monday October 12

FIRST PART. ROSSINTS MASTERPIECE

THE “STABAT MATER”

By the Toronto PPhilharmonic Chorus and a full or-
chestra, under the leadership of Mr. John RBailey,
assisted by the members of the Quintette Club. The
solo parts will be taken by the following eminent
vocalists:
MADAME ALMA POWELL, of the Bosxton Quin-
tette Club. .
MADAME LUCY FRANKLEIN. Prima Donna
Contralto, from the Royal [talian Opera, Covent
Garden. Lond on, Eng.
MR, WILLIAM LAVIN, America’s Leading Ora-
torio Tenor.
DIL CARL E. MARTIN, the Celebrated New York
Basso.
“The SECOND PART will be provided by the
BOSTON QUINTFETITE CLURB
The most famous musical onanization in the world,
and by the artists above cenumeruted, who will give
vocal selections.
Prices of reserved seats, & and 75c. Generd ad-
mi<sion. Xc. .
The plan ix now open at Massey Music Hall. Tele-
phone 55.

ASSOCIATION HALL, TUESDAY EV'Q, OCT. I3
Frank Yeign's New Pictured Travel Talk on
‘Oar Fmplre; or, England’s Glrdlec of (he Clebe’

One Hundred new Stercontican .Views and Glionna-
Marcicnno Orchertra.. H. M. Fletcher, organist.
Roserved seats, 25¢, Plan at Gourlay, Winter &
Leeming's .

* Board and Rosidones in London

-

1. Anad from Saturday Night magazine Oct. 10, 1896, p. 11, for a travel lecture
illustrated bv magic lantern/stereopticon slides.
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New Rotcle Dress Gooda, English, Sentch and Saxeny Tweeds, French STk andy * - )
Wool Jacquania, 3hnt Henps, Coepnns, Eslamine, Cheviot and Coaling Srrgnl.} 1_2

Plain and Figurea Solicls, French I!tl-a’ricn.u. Covert Clath, Hopsacking amli
Canvas Cloth, Bedford and Alma Codls, Lu<tres and Sicdiane, Fine Freuch PRIC};
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1e police are out
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at the action of

in destroying
d .other machin-

AMUSEMENTS.

ASSEY MUSIC HALL

Octobor20th anti 2 st,
To-inorrow aml Wead Evigs, Wed. Mae

SEIDL’S (e

— e ol ©

ASSEY MUSIG HALL. |-

. Thursday Evenfug
JESSIE ALEXANDE.:. and

J. . BENGOUGH.

Plan now open from 8o till & p.m.

i
i
Ieserved scatw, Fersadmis-ion 25 i
}
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PERA HOUSE.
Fer1s Ev'G AT &15

LLLLIARD
24 Hours

{AST TIME
NESDAY KEVG.
4 Saturdey,

my. . |

__The_ Proprietors.ofthe ...

 Hewervid seats 75 81 and S1L50, Admiesior

lscl

Halcony . —
Entire T HE L OF THE 5. Pian nowoien fiomn 9o tisl Spom.
: {:_?;;r 25'(: {LAND IVING. AVis-ter Pinno ol

Next—Jas. J. CORBETT.

ASSEY FRUSIC. HALL
- TO-NIGHT. .

REV. .OHN IPATSON
1A N MACLAREN’
o Cortaiu Tra:its of Scottish Charcter.

Plan opea frsn 9 Ao tilt 5 e Reser v
caste T5¢ ol §lo Adnd-<inn. HI1 in top gal
. lery: 5:c. Donrscpoa at .20 p.m. }
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Cinematographe..
Deslire to retoro thanks 2o the pubilc of To-
ronto and many outside nlacex, whn have a0
liberally patronlized their exhibition dgurin,g
Its stay In the clity the past forr weeks. and
rezret that it Las to be renoved to oted
citler and towns In Weslera Ontarfo. by
previous  arrangement, Lefere  thousaads
who desire to see this woalderful inveution |
have boen able to do sa. It wll however. |
return to ™ Yonge xtreet. Tornato, fer a
short season on the 30th of November, Yita
an ectirely new lot of plctures, faciudiag
many lecal ones of gredt (mterest There
is and_ can be only one cinematograph’ exlil-

tted] In Ontario. it is far soperior to all other - Netcashpiloes... - )
machines as gold 1s to bruss. It will be ex- - $159, 8175 & $220 .respecu\-ely. C

hibiled in Eastern Oatarfo towns esrly !z | . y . .
.the new t;ear. Walt for It . : . _(). Newcombe&Co S
: ) - w 7. HI.LL. -Manager. e ) m-!(:hnrdlw : -

L

U TREE—————

. ° ’ M . F

3 Upright Pianos |
God Instruments: of nfce [
appearance -and ﬂnc., ‘tt-.)ne. T A

[N X,
. 43
co SmE

ihe Giobe, Oct. iy, 1896, p. 2. An open ietter from H. J. Hili, former magager

of the Toronto Industrial Exhibition and current manager of the
Cinématographe operation in Ontario.
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