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  PREFACE


  Ever since I moved to Prescott, Arizona, in June 2001, I have grown more and more fascinated with the history of the Arizona Territory and particularly with the courageous thespians who braved the wilds of this wondrous desert land to bring live theater to our dusty frontier mining towns. After a career in academic theater, I was thrilled to discover that the Arizona Territory—principally in the towns of Tombstone, Tucson, Prescott, and Phoenix—boasted active amateur theater troupes, multipurpose city halls with stages and theatrical scenery, and “opera houses” that regularly hosted touring theatrical stock companies and many of the superstars of the American stage.


  The impetus for local theater troupes was the arrival of the US Army at various outposts of the territory: Fort Whipple, Fort Lowell, Camp Lincoln, and Fort Grant, to name a few. All-male minstrel and melodrama troupes, made up primarily of enlisted men, entertained local audiences at clubrooms or theaters constructed at the forts. As early as 1868, army ambulances transported eager audiences from the town plaza of Prescott to Fort Whipple for hops and plays, and the soldiers sometimes brought their shows to the town centers. Officers and their wives formed exclusive military theatrical clubs that performed light farces and comedies of character, often with military settings or themes. Their mission was to bring the amenities of Atlantic Coast culture to the Wild West, to create oases of civilization in the lawless mining towns that burgeoned when speculators discovered rich veins of gold, silver, copper, and mineral ores in the homelands of Native Americans. The establishment of the Anglo theater was, in a sense, the crowning manifestation of America’s manifest destiny: the arrival of British, European, and American music and drama.


  The judges and lawyers who thronged to the mining communities responded to the army’s example by forming their own amateur theatrical troupes and building modest theaters or “opera houses” and performing the most popular melodramas of the day—East Lynne, The Two Orphans, The Ticket-of-Leave Man—as well as light farces and serious comedies like Caste and Led Astray. Tombstone boasted not only the infamous Bird Cage Theatre, noted for its girlie shows and vaudevilles, but also Schieffelin Hall, the home of the serious drama. In Tucson Alex Levin built the Park Theatre (December 1878), Thomas Fitch erected Fitch’s Opera House (1882), and Antonio Grossetta opened the capacious Tucson Opera House (1897). Phoenix theatergoers enjoyed the Phoenix Opera House and the Patton Grand Opera House (later called the Dorris Theater), both designed by resident architect Samuel Eason Patton. As the territorial capital from 1864 to 1878 and from 1884 to 1899, Prescott provided a variety of multipurpose halls, but also the Prescott Theatre, built by Tom Fitch and the Prescott Dramatic Club in 1878; the City Hall Theatre, remodeled in 1878 by George W. Curtis from the earlier City Hall Skating Rink; the tiny opera house located in Howey’s Hall, Patton’s Opera House (built 1894); and the Elks Theater (1905). Patton finished his Arizona career with the design and construction of the magnificent Winslow Opera House in that newly created railroad town in 1899.


  Touring theater companies initially traveled from one town to another via stagecoach, sometimes with minimal scenery, expecting to use the stock scenery provided by the local theaters, most of which had at least one exterior forest scene and a few interior scenes: one of a humble dwelling and another of an elegant, aristocratic home. Storms and floods sometimes bogged the stagecoaches down, delaying the actors’ arrival and consequently the performances. Because travel was difficult and town populations were small, the actors usually had five to seven plays in their repertoires, sometimes even more, so that they could settle into a town for a week and play a different show every night (Sundays excepted) and repeat the most popular ones, like Uncle Tom’s Cabin and East Lynne, at least once. To curry favor with the townspeople, they would occasionally throw a benefit for a worthy local cause: the public library, the fire department, a baseball team, or a recently erected church.


  The advent of the railroad system, which reached Tucson in 1880, Prescott in 1887, and Phoenix in 1888, eased travel for touring companies. They could now move swiftly from city to city with carloads of scenery and costumes. The quality of their productions consequently improved, and by the mid-1890s lavish Chicago or New York traveling shows—such as Lewis Morrison’s spectacular staging of Goethe’s Faust and Paul Gilmore’s ten-thousand-dollar production of The Musketeers—were chugging into town and dazzling audiences with their beautifully painted scenery and special effects.


  Arizona audiences were, by and large, savvy about the professional theater. Those who could afford the one-dollar ticket price (equivalent at that time to about twenty-five dollars) six or seven times per week had come from the Atlantic Coast to seek their fortunes in Arizona. They were familiar with the famous actors and the classical repertoire and were eager to attend the latest sensational dramas and roaring farces from New York.


  As for the drama itself, it may strike the modern reader as hopelessly old-fashioned, sentimental, overwrought, and corny (with the exceptions, of course, of Shakespeare, Sheridan, and Ibsen). But it was a reflection of the Victorian age, of the issues of the time, and of society in Europe, the Atlantic Coast, and the Wild West. Whatever the weaknesses of the playwrights and their plays, they depicted with a sturdy, uncompromising sense of morality their love of what was beautiful and true in the hearts of men and women. They detested evil, pitied those who fell victim to their own passions, and lauded the unwaveringly faithful, moral, and courageous. In a highly artificial theatrical language, they sometimes preached excessively. But even today you can’t help but admire their tremendous sense of theater. Their plays remain truly entertaining. They knew drama.


  This was the context for the superstars of the late nineteenth century who, after successes in New York or Chicago or San Francisco, sought to extend the lives of their expensive productions by touring the Wild West. I have spent years gathering biographical sketches and photographs of the actors, advertisements, and reviews of productions, and information about the numerous theaters that dotted territorial Arizona. And I have collected acting editions of the plays that the superstars produced. These gleanings now come together in this book, a labor of love. It does not tell the entire story but focuses on significant trends and the artists who aspired to the highest of production standards.


  The sad thing is that most of these actors have vanished into obscurity. Their performances, unlike those of modern actors, were never recorded on film or videotape; or, if they were filmed, it was for the silent screen, on which we see them in grossly abbreviated versions of the plays that made them famous. Those who survived long enough to appear in talkies, like Alma Kruger, were no longer in their prime. As Macbeth says, “Life’s but a walking shadow, a poor player that struts and frets his hour upon the stage and then is heard no more.”
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  Though these actors did not achieve immortality on the silver screen, their influence would be felt for at least another hundred years. They both entertained and educated their audiences, creating powerful and memorable experiences that expressed what it meant to be a human being. They brought home the lessons of history in a way that no classroom ever could. They may have vanished, but their legacy lives on. As William Faulkner put it, “The past is never dead. It’s not even past.” My mission here is twofold: to bring these once-famous stars back to life for the reader, both as performers and as human beings; and to examine, where possible, their acting styles and their renditions of the plays that made them famous.


  I am especially grateful to the Sharlot Hall Museum Archives, Bill Schoerner, Sally Westrom, Patsy Jackson of the Yavapai College Library, the Arizona Historical Society, the Arizona State Library and Archives, the Arizona Historical Foundation at the Hayden Library, the Pennsylvania Historical Society staff (especially Hillary Kativa), the New York Public Library, the Southern Illinois University Special Collections Research Center, the University of Chicago Library, the University of Washington Libraries, and countrywide libraries, archives, and historical societies too numerous to mention.


  PART I: HUMBLE BEGINNINGS: BIG STARS ON LITTLE STAGES (1879–1893)


  CHAPTER ONE


  Theater Builders in Boomtowns


  THE RISE OF THE THEATER IN TUCSON


  Our story begins in Tucson, one of the oldest settlements in the Arizona Territory, if not in the entire country. Its settlement was the result of Spain’s conquest of Mexico and her northward military and missionary penetration into what was known between 1769 and 1850 as the Territorio de Alta California : a huge area consisting of the modern states of California, Nevada, Arizona, Utah, western Colorado, and southwestern Wyoming.


  An Indian Rancherio, established by missionaries, may have existed near or at the site of modern-day Tucson as early as 1540.1 The Jesuit missionary, Eusebio Francisco Kino, pushed into the Santa Cruz River valley in 1692 and founded the Mission San Xavier del Bac in 1700. A convento was constructed nearby along the Santa Cruz River in the 1770s, and in 1775 Hugh O’Conor, an Irish mercenary in the Spanish army and the founding father of the city of Tucson, authorized the construction of a military fort, Presidio San Agustín del Tucsón, to protect the inhabitants from Apache attacks. The current mission—a National Historic Landmark—was completed on the site of the original in 1797. With the Treaty of Guadalupe Hidalgo (1848) and the Gadsden Purchase (1852), the United States of America annexed Alta California and consequently the Pueblo of Tucson. Gradually, spurred by the Gold Rush in California, Anglo settlers made their way into what is now southern Arizona. Some continued no farther west.


  Growth moved at a snail’s pace. The explorer John Russell Bartlett, in his 1854 Personal Narrative, stated that Tucson was nothing more than a presidio or garrison, without which the place could not be sustained. He estimated the population in 1852 at about 350. The census-takers of 1860 counted 623. Tucson in 1861 was basically a way station on the road to California, populated by secessionists. But when the Arizona Territory was officially named in 1863 and Abraham Lincoln appointed a governor, a gradual infusion of Anglos began to change the complexion of both northern and southern Arizona. The third territorial governor, Anson P. K. Safford, saw to it that a public schoolhouse was erected in Tucson in 1871. By 1877, two Mexican Catholic schools offered both secular and religious instruction. Richard J. Hinton, in his Handbook to Arizona (1878), described 1877 Tucson as “the representative of the old semi-Spanish-Indian civilization; for the Mexicans comprise two-thirds of the resident population, and ‘the Church’ occupies, with its offices, the place of honor customarily assigned to it in the laying out of a Spanish-American town—the principal portion of the chief plaza or grand square thereof.”
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  Finally incorporated in 1877, Tucson was a culturally diverse city of some 4,500 inhabitants, about two-thirds Mexican and one-third Anglo, hungry for a better quality of life than they had experienced for the past twenty or so years. That included music and drama. Touring Mexican theatrical troupes, like the Jose Perez Garcia Company, performed in a meeting room of the Cosmopolitan Hotel as early as May 1875. Garcia opened his engagement with El Hombre Negro o el Carnaval de Sevilla, followed by the celebrated “Can Can Dance.” In June he played King Philip IV and Doña Jesus Teran de Perez played Anna in El Bastardo de Castilla. A Spanish-speaking theater, the Teatro Cervantes, opened in November 1882 for the Molla Company, starring Señora Laura M. de Mollá.


  The Anglo theater was launched by a Prussian Jewish settler, Alexander Levin, who constructed in December 1878 a new opera house, variously called Levin’s Park Theatre and Levin’s Hall, in the spacious seven-acre park where his popular brewery, saloon, and dance pavilion stood, between old Alameda and Pennington Streets. The exact location is disputed, but best estimates suggest that the park was located just northwest of the corner of modern Granada and Congress. In 1878 the theater stood at the right of the main entrance, on Pennington Street. No photographs have survived.


  Originally intended as a multipurpose hall, Levin’s theater contained an eight-foot-high, suspended platform for musicians and a removable stage, about thirty feet wide and fifteen feet deep: not commodious, but serviceable. Tucson’s amateur singers and instrumentalists gave frequent concerts, making the walls resound with delightful music, and March 1879 brought the Taylor Comedy Troupe with its child prodigy, Little Mattie, who performed five different roles in a playlet called The Little Orphan. Two months later disaster struck. At midnight on a Saturday evening in May the hall was made a heap of rubbish when the central portion of the roof fell in and brought down with it its entire mass of timbers and earth upon the floor and furnishings.


  With a little help from his friends, Levin hastily rebuilt his theater and replaced the old roof with a tin one. The Arizona Citizen of Saturday, October 25, 1879, announced the impending opening of H.M.S. Pinafore. As of the previous Tuesday, “active rehearsals of the Pinafore chorus” had commenced under the leadership of Mr. Joseph Dauphin, Mr. Springer furnishing “a splendid accompaniment on the piano.” The same news item reported, “Levin is going to set back the east wall of his hall by an archway so as to give more room for the stage and additional seating in the audience room.”


  By November 1879 the Anglo population was growing in anticipation of the arrival of the Southern Pacific Railroad, and Levin’s Park Theatre was ready to receive the Arizona Territory’s first important Anglo touring star: Miss Pauline Markham.


  THE PRESCOTT THEATRE (1878–1883)


  Tucsonans protested vehemently when Territorial Governor John N. Goodwin chose the newly founded village of Prescott in the north, not Tucson, to be the capital of the Arizona Territory at the time of its founding in 1864. Tucson had been in existence for well over one hundred years and boasted a population of nearly three thousand, while the area surrounding Prescott was inhabited by the Wikutepa band of the indigenous Yavapai people, only a handful of prospectors, and the army personnel at Fort Whipple. But there were two justifications for this seemingly odd decision: Confederate sympathizers made up a significant portion of Tucson’s population, and the Walker Party had discovered rich veins of gold in the Lynx Creek area near the future site of Prescott in early 1863.


  Hundreds of prospectors, lawyers, and businessmen flocked from the east and Midwest to Prescott in the 1860s, seeking a new life and a fortune. By 1877 nearly two thousand people inhabited the town. From about 1868 to 1878 Fort Whipple led the way in establishing the nice-ties of Atlantic Coast culture with band concerts, hops, and theatrical entertainments. Encouraged by the editor of the Arizona Miner, enlisted men at Fort Whipple formed an amateur theater troupe that entertained the local populace at a multipurpose hall in 1868, and officers and their wives organized the Fort Whipple Dramatic Association in 1876. Eventually the town, whose male-dominated way of life centered on drinking, gambling, and prostitution, followed suit. An enterprising attorney, Tom Fitch, known as the “silver-tongued orator of the Pacific,” founded the Prescott Dramatic Society in 1878 and the same year built the Prescott Theatre, with architects Campbell & Parker, on the corner of Alarcon and Liberty streets. There he and talented amateurs staged ambitious productions, from Richelieu and Cricket on the Hearth to East Lynne and Lady Audley’s Secret.
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  On the outside, the Prescott Theatre resembled an army barracks. But its interior boasted three magnificent chandeliers and velvet stage curtains imported from San Francisco. The auditorium measured thirty-five feet wide by sixty-five feet deep, with a serviceable stage about thirty feet wide and thirty feet deep. The curtain opening was likely no more than twenty-two feet wide and about fifteen feet high. The seating area, also used as a dance hall and meeting place, welcomed about four hundred playgoers. A dome in the twenty-one-foot-high ceiling provided ventilation.


  It was here that Pauline Markham played H.M.S. Pinafore and numerous other short operettas and comedies. The theater also hosted the Taylor Comedy and Concert Company with its precocious child star, Little Mattie; the Star Novelty Company; and the legitimate actress Nellie Boyd and her supporting company of actors and musicians. In November 1883 the Prescott Theatre burned to the ground. Arson was suspected.


  SCHIEFFELIN HALL: TOMBSTONE’S LEGITIMATE THEATER


  Founded in 1879 by an enterprising silver miner, Ed Schieffelin, Tomb-stone became a magnet for miners, soiled doves, businessmen, newsmen, saloonkeepers, and purveyors of both naughty variety-hall fare and legitimate theatrical entertainment. Its population grew from about one hundred in early 1879 to about fourteen thousand in less than seven years.


  The notorious Bird Cage Theatre—opened December 26, 1881, by William “Billy” Hutchinson on the corner of Allen and Sixth Streets—has received far more attention than it actually deserves, owing primarily to the sensational nature of the activities than went on within its narrow walls: gambling, drinking, brawling, girlie shows, and prostitution. The Bird Cage is also one of only three theaters that have survived from the territorial era, and its museum offers a dim and dusty look at what life was like in the Wild West. But its heyday amounted to only a few years, and it operated only intermittently between 1883 and 1889, when it was shut down. Its entertainments—magic and vaudevillian shows, stripteases, bawdy songs and dances, and occasional comic skits and parodies—scarcely constitute legitimate theater. And since many of the wild stories associated with the Bird Cage are apocryphal and the claims that famous actors and actresses performed there are specious, we will not dwell on its well-published history here.


  [image: Interior of Schieffelin Hall AUTHOR PHOTO]


  Tombstone became the county seat of Cochise County in 1881. That same year, Ed Schieffelin’s brother Al and his business partner William Harwood built a beautiful theater on the corner of Fremont and Fourth Streets for legitimate drama. They touted Schieffelin Hall as the largest opera house between Denver and San Francisco. At the height of the town’s mining boom, its thirty-nine-foot by fifty-nine-foot auditorium could accommodate 575 people (main floor and gallery). The stage was fifty-nine feet wide and thirty feet deep, with a curtain opening twenty-four feet wide and twenty-one feet high. An impressive lobby with a high ceiling, chandeliers, and mirrors ushered playgoers into the magical world of the theater.


  [image: Exterior of Schieffelin Hall AUTHOR PHOTO]


  The amateur Tombstone Dramatic Association inaugurated the playhouse on September 15, 1881, with a performance of Tom Taylor’s The Ticket-of-Leave Man. They followed up with the three-act drama, Lost in London, and Tom Taylor’s one-act farce, To Oblige Benson, on November 8. Nellie Boyd brought the first professional production there on December 5. It became a venue for lectures, magicians, dog shows, musicals, minstrels, variety shows, boxing matches, melodramas, comedies, and operettas.


  Despite its attractive size, Schieffelin Hall drew few major touring companies in the 1880s and 1890s; rather, second-rate stock companies, minstrel shows, and magic acts. Stagecoaches provided the only transportation from the Southern Pacific Railroad station in Benson to Tombstone, and companies with carloads of scenery, costumes, and actors would not have relished the long stopover on their normal route, especially when the population of Tombstone fell so sharply in the 1880s that the managers could not have guaranteed a full house. It wasn’t worth the time and effort.


  Schieffelin Hall fell into sad disrepair after 1917, but in 1963 it was restored by Historic Tombstone Adventures (Harold O. Love, President) and deeded to the City of Tombstone in 1979. In a second restoration (1990–1994) the building was stabilized, rotted window frames were replaced, and the exterior was painted. In a third restoration (1999) the lobby and auditorium floors were refinished, the adobe walls were repaired, and a metal roof was placed atop the back stage area of the building. The lobby windows were decorated with curtains matching those of the stage and auditorium windows. Whether the theater interior of today is an exact duplication of that which playgoers saw in the 1880s or not—its simple, unadorned décor lacks Victorian authenticity—Schieffelin Hall remains a beautiful tourist attraction and testament to the fine arts in Tombstone’s history.


  REID’S OPERA HOUSE, TUCSON


  In 1885 Levin’s Park Theatre was falling into disrepair. Tom Fitch, who had moved from Prescott to Tucson to establish his legal practice, constructed an ill-fated opera house (1882–1884) on Sixth Street. It had terrible acoustics, and after a number of local amateur productions and visiting professional productions it was converted into a skating rink. It became clear to Tucsonans after it was destroyed by fire that their city desperately needed a new opera house that could accommodate properly the latest touring productions that were roaring into town on the Southern Pacific Railroad with their carloads of scenery.


  William Reid, proprietor of the Scotia Billiard Rooms, answered the call, though not on the scale demanded. Previously the head cook at the Brooklyn Hotel in San Francisco, Reid moved to Tucson in 1879, taking a job as the head cook at the Palace Hotel. He leased the Otis Building on the corner of Congress and Meyer streets in 1883 and a few years later had it fitted up as an opera house, first on the second floor, and later on the first floor. The Citizen announced on March 13, 1886, that the opera house was completed and the footlights were awaiting something to shine before. An 1886 Sanborn Fire Map shows a stage only thirty feet in width, scarcely large enough to accommodate opulent productions. The curtain opening could not have measured more than twenty-two feet. But it was an improvement on the Park Theatre, which was now old (by territorial standards) and neglected.
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  The inaugural entertainments in March 1886 included an elegant Purim Bal Masque, attended by Governor Zulick and the elite of Tucson society; the Tucson amateur dramatic club’s productions of The Hunchback, the dagger scene from The Wife, and Tom Taylor’s one-act comedy, To Oblige Benson ; and the Georgia Minstrels. Within a month the footlights would shine before a truly great actress, Miss Mary Jeffreys-Lewis.


  In November and December 1887, Reid undertook to renovate the building, expanding the stage. But the lack of dressing rooms remained an issue. Renovations alone would not solve the problems. Accordingly, Reid let the contract for a new opera house on the same site in June 1888. Completed in time for the arrival of Haverly’s American-European Mastodon Minstrels in October, the new structure was much more comfortable, pleasant, and commodious. The seating capacity was about six hundred. The proscenium opening was now thirty feet wide and sixteen feet high, with a stage twenty-eight feet deep. The Webster-Brady Company’s spectacular adaptation of H. Rider Haggard’s adventure-fantasy novel, SHE, created something of a sensation on November 7, followed by “The Great Equatic Melo Drama” [sic] Burr Oaks on November 8.


  Reid topped even these eye-popping spectacles when he booked Katie Emmett in The Waifs of New York (April 3, 1890). In a climactic scene, two orphans were trapped high on the Harlem railroad bridge, pursued by the villain, with two trains approaching them from opposite directions. The feisty young hero, Willie Rufus (played by Katie Emmett in breeches), saved his five-year-old friend Gertie by climbing down between the ties and hanging by his hands while the littlegirl clung to his neck. The trains roared across the bridge, forcing the villain to plunge into the river below.


  A furnace was added to the opera house in December 1891 for winter heating, and in May 1895 Reid made other “modern innovations,” including a new drop curtain and about four hundred dollars’ worth of new scenery. For some thirteen years Reid’s Opera House, in its various incarnations, was the center of Tucson’s cultural life. Reid operated his theater until 1898, when he undertook its conversion into a hotel with modern plumbing and conveniences. He named it the Park View Hotel.


  THE PHOENIX OPERA HOUSE


  In the year 1887 the city of Phoenix was home to a population of about 3,500, roughly half Mexican and half Anglo. This dry, barren wasteland had become habitable thanks to Jack Swilling, founder of the Swilling Irrigation and Canal Company. Swilling channeled the waters of the Salt River into ten ditches capable of irrigating 55,000 acres. Phoenix boasted numerous stores, three flouring mills, three canals, three lumberyards, an ice factory, a county courthouse, four churches, a public school, a public library, swimming baths, and perhaps too many saloons.


  The settlers envied the opera houses of Prescott and Tucson, for the only professional entertainment Phoenicians could enjoy consisted of vaudevillian shows at Stroud’s Theatre (inside a saloon) and the St. Louis Beer Hall (owned by Peter Brix). One W. A. Poindexter opened in July 1887 the equivalent of Tombstone’s Bird Cage Theatre in Phoenix on Center Street: the Garden City Variety Theatre, which offered—read between the lines—“Something Fresh and Racy at all Times.” Local amateurs produced the only refined entertainment Phoenicians enjoyed. In April 1881 the Good Templars (I.O.G.T.) Dramatic Club produced 10 Nights in a Bar Room at a multipurpose hall owned by King Woolsey. In 1885 the Phoenix Herald applauded The Cantata of Esther at the Baptist Church, and in the same venue the Good Templars Dramatic Club staged The Last Loafer and that old amateur standby, Box and Cox.


  The problem for touring professional theater companies was that between 1881 (the year of the city’s incorporation) and 1887 there was no railroad connection from Tucson to Phoenix. When in July 1887 the Maricopa and Phoenix Railroad was completed, the local contractor and builder Samuel Eason Patton hastened to design a new opera house in his business building located opposite the Commercial Hotel on Center Street. It was sorely needed. For in March of that year the advance agent of the Peck’s Bad Boy Dramatic Company left Phoenix in disgust, stating he could fine no suitable hall for his company: only a storeroom with no stage, no scenery, and no seating. “Phoenix is probably the only city of any consequence in the United States that is utterly without hall accommodations.”2


  The exact dimensions of Patton’s theater remain ambiguous, but the building in which it was housed initially measured sixty feet front by sixty-four feet deep, and seventy feet high. The ground floor contained three storerooms; the opera house—including a small stage, level auditorium floor (for dancing), and a gallery—occupied the second floor. The third floor was devoted to halls and offices. Large windows on all sides provided ventilation. Gas lighting illuminated the interior. The seating capacity was about nine hundred. The “commodious stage,” according to the Phoenix Herald (May 5, 1887) was to measure twelve by twenty feet. One could only hope that this signified a curtain opening twenty feet wide and twelve feet high, not a stage twenty feet wide and twelve feet deep, for the latter measurements would have been prohibitively small. By September 1, 1887, the stairs were up and the floor was being laid in the gallery.


  The inaugural event was the grand ball in celebration of Mexican Independence, on September 16, 1887. The Great McKanless Colored Specialty Company, featuring the multitalented William H. McKanless, entertained at the new opera house in November, followed by Billy Ker-sands and the Original Georgia Minstrels on December 7. Milton and Dollie Nobles, famed actors of melodrama, staged the first plays there—Love and Law and The Phoenix—on December 19 and 20.


  For some seven years the Phoenix Opera House served as the town’s cultural center. Dyer’s 1890 bird’s-eye view of Phoenix suggests that between 1887 and 1890 Patton had lengthened his roughly square building into a rectangle. Despite his renovations, in time the opera house came to be perceived as woefully inadequate for the huge touring productions that came to Arizona in the 1890s. The stage could not accommodate large numbers of actors, and the managers of spectacular shows could use only part of the scenery they brought with them. In February 1894 the Phoenix Opera House was condemned as unsafe, but Patton had moved to Prescott to construct a new opera house there. Hirschfeld and Fleishman became the Phoenix Opera House’s new lessees and managers, and the newly renovated building reopened in 1895. By 1898 it was time for Mr. Patton to scrap the old theater and build a grander, more commodious temple for the arts.


  CHAPTER TWO


  Comic Charmers


  PAULINE MARKHAM, BURLESQUE SONGSTRESS


  The seven thousand or so inhabitants of Tucson and the soldiers of nearby Camp Lowell, Arizona Territory, must have gone wild with anticipation when their newspapers, the Weekly Citizen and the Daily Star, heralded the arrival of the Hayne Operatic Company and their notorious star, the velvet-voiced, voluptuous burlesque queen, Miss Pauline Markham. Pauline—by birth a London cockney, educated in a Yorkshire school and apprenticed in a millinery establishment—had made a name for herself as one of Lydia Thompson’s British Blondes, a company of burlesque beauties who took America by storm in the late 1860s and early 1870s.


  While most of the British Blondes were neither British nor blonde (Pauline herself was a brunette but wore elaborate blonde wigs), they titillated audiences with their flesh-colored tights, their sensuous dancing, and the deliciously suggestive lyrics of their songs. Their musical burlesques were take-offs on mythology and popular plays or operas of the day, the actresses playing both the male and female roles. Pauline Markham had made a huge hit as the goddess Venus in Ixion, one of Lydia Thompson’s mythological musicals. Unlike many of the women in the troupe, Pauline Markham could sing beautifully, and she had both acting ability and stage charisma.
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  Markham’s fame (or notoriety) preceded her. She had already published The Pauline Markham Songster (1869), featuring “a great many of the most beautiful songs as sung by this charming queen of the blondes,” and a frank memoir, The Life of Pauline Markham (1871). Her escapades both on and off the stage were well known and publicized. In London, a disturbed young suitor whose marriage proposal she refused committed suicide by jumping into the Thames. In New York, a psychotic fan took her on a terrifying buggy ride and threatened to kill her if she didn’t marry him at once. Pauline was saved when the buggy tilted over and crashed, and the man’s head struck a rock. She made headlines in Chicago when she and Lydia Thompson confronted a newspaper editor who had assassinated their character in print and horsewhipped him on a crowded street (February 1870). At the age of thirty-two, Pauline was at the height of her powers: a star in her own right.


  In the fall of 1879 Pauline assembled a small troupe of principal singers (no chorus), initially called the Hayne Operatic Company, and traveled down the coast of California, catching the Southern Pacific to Yuma and Tucson. But the troupe’s new manager, one Mr. Pring, evidently failed the actors. The notice in the Arizona Weekly Star of October 23, 1879, sounds ominous. “Mr. Pring received a telegram that the scenery would not be ready before the 10th of November. He immediately telegraphed to Mat Kennedy for scenery, and if it comes in time he will give an entertainment Monday evening; otherwise it will be postponed until Wednesday evening. Mr. Pring has labored under many disadvantages, pecuniary and otherwise, and we hope that our citizens will appreciate his efforts and give him full houses. Miss Pauline Markham’s name is a card in itself.” Other principal players in the troupe included Gertrude Hayne, May Bell, Belle Howard, Frank Rohraback, Tom Casselli, Joseph Dauphin, Harry Carpenter, and Pauline’s manager-husband, Colonel Randolph McMahon.
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  After much ado, the curtain at last rose on H.M.S. Pinafore at Levin’s Hall, November 3, 4, 5, and 6. The Star (November 7) announced that the production was growing “better and more entertaining every night. The company vie with each other in their several parts and are now considered by many old theater-goers as, in many respects, first-class. Much credit is due Mr. Pring for his efforts in thus affording our people with such an entertainment, and as he has so well and unostentatiously done his part, let every citizen bend his efforts to do his. Let Mr. Pring’s work reap him a rich reward. To-night the curtain rises again at 8 o’clock.”


  Tucson embraced Pauline Markham enthusiastically. A chorus made up of home talent rehearsed under the baton of Mr. A. Springer, whose orchestra produced excellent music (Arizona Weekly Star, November 6). While “a paucity of numbers in front of the stage must have thrown a chill on the troupe” at the Friday evening (November 8) performance,1 the Saturday (November 9) performance enjoyed a full house. The editor of the Star reprimanded the “first families” of Tucson for their conspicuous absence on Friday, but noted that “one of our most esteemed citizens, a gentleman always foremost in good works, has been present every night with his family and every night found fresh beauties and pleasures in Pinafore.” Gilbert and Sullivan’s one-act operetta, Trial by Jury, along with Jenny Lind at Last, played on November 11.


  On November 24, presumably after several additional performances, the Hayne Operatic Company, said the Star, “struck a financial rock.” An “unfeeling creditor” bore down on Mr. Pring, only to find his coffers empty. The company had gone bankrupt. Pring stepped down as the manager, and the performers reorganized at once under the name of the English Operatic Company and carried on. On November 25 they offered The Doctor of Alcantara, H.M.S. Pinafore again on November 26, and then, at the request of the Tucson citizenry, a children’s matinee of Pinafore on November 29. The town, eager to help the actors in their struggle to relieve themselves from the burden of debts and difficulties inflicted upon them by Mr. Pring, filled Levin’s Hall each night. The children’s matinee was jammed to its utmost capacity. Never before in Tucson had been gathered together so many happy faces. The company reportedly caught the infection and played with unprecedented spirit and abandon for the children.


  On December 1 the company left Tucson via stagecoach to give two or three performances in Tombstone. Markham’s brief engagement in Tomb-stone began on December 2. The Weekly Nugget (December 4) recorded the event: “Pinafore troupe arrived from Tucson on Monday evening last, and on Tuesday evening following gave an entertainment at Music Hall, to an overflowing house, notwithstanding Tucson took 50 of our entertainment-going people to that place, on the same day to make up a jury in the Powell murder case, and no time was given to notify the boys out in the suburbs of their coming. The company labored under great disadvantages regarding music, but they ‘filled the bill’ to the entire satisfaction of the people.”


  Now all that was left of this company, known more familiarly as the Pinafore on Wheels troupe, were the leading actors and a few supporting players: Miss Markham (Josephine), Harry Carpenter (Captain Corcoran), Joe Dauphin (the Admiral), Miss Belle Howard (Little Buttercup), Frank Rohraback (Ralph Rackstraw), Tom Casselli (Dick Deadeye), and possibly Miss May Bell (Cousin Hebe). May, whose real name was Josephine Sarah Marcus, attracted the attention of Sheriff Johnny Behan and Wyatt Earp. By the fall of 1880 Josephine was living with Johnny Behan as “Mrs. Behan,” although in a common law marriage. Later, in 1882, she entered into a common law marriage with Wyatt Earp, adopting the name of Josephine Earp.


  Markham and her little corps of loyal singers returned to Tucson for four farewell performances, commencing on December 7, 1879, with The Doctor of Alcantara and continuing December 8 with Pinafore. Offenbach’s The Rose of Auvergne, a comic one-act operetta about a love triangle, was featured. After three more farewells, the final performance of Pinafore, assisted by the Sixth Cavalry Band and a full chorus, rang down the curtain on December 13. Having exhausted their
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