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Dedication

hroughout the pages of this book, we have

presented the glorious history of our Inter-

national Alliance, with all its struggles
and worthy attainments.

This book is dedicated to the membership—
past and present—of this esteemed Interna-
tional Union, in recognition of vour devotion
to your union and in honor of your many
accomplishments throughout the years. As
we face the future with confidence, you, the
members, will lead us into our second century
of achievement.

For 100 years, the IATSE & MPMO has en-
dured, in good times and bad, in peace and
in war, and against all odds. And though we
come from two separate nations, we are one
union, rising to meet the challenges of today
and tomorrow.

Congratulations to all my sisters and
brothers in the IATSE, on being part of these
100 Years of Solidarity.

@%«4 4. D ortta_
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The Birth of the Alliance

tis a time when

workers are taken for

granted by their em-
plovers. Wages are low,
hours are long and no one
is secure. Unemployment
is the highest it has bee
in many years. Families
are suffering and there
an increasing number who

t everything and

are living on the streets of
America.

This could be a descrip-
tion of America in 1933, or
even 1 Butitisn't.

The vear is 1893, and a
small handful of coura-
geous men have made a
momentous decision.
They will risk their jobs,
their homes, even their
ability to work in their
chosen field for an idea
whose time, they believe,
has come.

Their idea is embodied
in a single word: snion.

These seventeen men
were the first delegates to
the first convention of the
National Alliance of
Theatrical Stage Employes.
They met in New York
City on July 17, 1893, and
gave voice to their frustra-
tions with an industry in
which managers and pro-
ducers held all the high
cards.

They knew the risk they
were taking. Those same
managers and producers
could, and often did, fire
workers for far less than

trying to form a union.
Nevertheless, they
persisted.

eir courage was re-
warded—the National
Alliance would transform
the entertainment industry
in the rs to come.

Th tional Alliance
received a charter from
the American Federation
of Labor in 1894, This
charter set the fledgling
union on a course it has
followed without waver-
ing since then.

The International Al-
liance of Theatrical Stage
Employes and Moving
Picture Machine Operators
of the United States and
Canada—as it is now
known—is today primarily
o ed along craft lines.
That is, the local unions
are, in general, organized
as industrial craft unions,
with projectionists belong-
ing to one local, stage-
hands to another, televi-
sion broadcast employes to
yet anather, and so forth.

This structure, as a tradi-
tional craft-style union,
took the IA out of the in-
fluence of the more frater-
nal and socialistic Knights
of Labor. For ever after,
the IA would pursue its
work based on this princi-
ple. And the union would
be faced with a continuous
struggle with industrial
unions for work within
the blossoming entertain-
ment industry.

The Elkes Hall occupied the first
floor of this budding, located at




The Imetus For UNION

n 1893, the need fora

union was clear. The

highest paid stage-
hands in that year worked
for about 50 cents a day, if
they were lucky enough to
get paid. They were ex-

cted to work around the

clock, doing whatever was
asked of them. They un-
loaded a show, set it up,
handled lights and props
during the performance,
repeating this scenario
twice a day for the matinee
and evening performance.

Qur late International
President Emeritus,
Richard Walsh, described
what life was like for the
stagehands in the early
part of the 20th century:

“We went to work on
Friday, and we worked
Friday, Saturday, Sunday,
and then on Monday we
would put on the new
stock show for that week,
and then we could go
home. We always brought
along two or three pairs of
clean socks and we would
change our socks when
we got a coffee break each
day. [ was the apprentice
boy in the theatre, and for
six days | received $8. No
overtime. Nothing like
that. The only thing I got
that was a little lucrative
was that they would let
me take a part in the show,
like standing at the door
with a rifle or some such
thing. So I would get an
extra 52 for the week for
that.”

After all that, the stage-
hands were then expected
to take the show down,
load it up and travel on to
the next one-night stand.
All too often, these early
stagehands were left
stranded, as slick pro-
ducers took box office
receipts and quietly disap-
peared. The stagehands
were then left to walk the
rails back home.

Conditions for these
men were brutal, yet they

loved the theatre, the
lights, the look on the
faces of the audiences.
They loved the magic of it
all.

The early fraternal or-
ganizations—precursors
of the Alliance—were
formed to aid the stranded
stagehands. These were
charitable organizations
which came to the aid of
those who were so cruelly
taken advantage of, but
they were not structured
to try to stop the abuses.

The Theatrical Mutual
Association was one such
organization, and there
were others. These groups
did serve to open the door
to discussions which
wotild nurture the notion
of mutual support. Shared
suffering inevitably led to
a search for solutions.

The convention in 1893
was not the first step,
however, in the formation
of the new union. That
came in 1886, with the
creation of the Theatrical
Protective Union of New
York. The members of this
first union, later Local
One of the International
Alliance, used the strike to
win such victories as a $1-
a-day wage.

They won this strike
because the foolish pro-
ducers in such houses as
the Academy of Music
believed they could hire
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early benevolent assoctations that preceded the Natiomal Allfance,

strikebreakers to do the
work of these experienced
stagehands. A story is told
that, when a poorly-placed
flat toppled over onto the
great actor Louis James,

he refused to continue
until the striking stage-
hands were rehired.

Whether or not this
particular story is true
doesn’t matter. Such a
story could have happened
wherever 1A stagehands
were at work, because
their skills and their com-
mitment to the show were
without equal in the enter-
tainment industry in the
late 19th century.

Early local unions were
composed of carpenters,
scene shifters, flymen,
electricians and property-
men. They did their as-
signed jobs, and more.
The work and the hours
were irregular, so early
stagehands were always
worrying about where
their next wages would
come from.

When they worked, it

was often without meals
or breaks. They labored in
virtually every department
of the theatre, often
against their will. Usually,
after opening night of a
run, many of the stage-
hands who had worked so
hard to load in the show
were sent on their way,
with no promise of future
work.

A common practice of
the day was to enlist young
boys to help work the
show or take small parts
as “extras.” These chil-
dren, for that's what they
were, were not paid in
cash: they were given
“free” tickets to the show
as payment.

The stagehands were
not alone in receiving
abuse from employers.
Other workers, too, saw
unions as their only salva-
tion against factory and
mill owners and other
industrialists. Thus the
stage was clearly set and
the time was right for the
formation of the Alliance.

When the AFL charter
came in 1894, the number

of locals had doubled from
the founding convention.
At the birth of the 1A,
there were delegates from
New York, Chicago, Pitts-
burgh, Denver, Philadel-
phia, Buffalo, Syracuse,
5t. Louis, Boston, Cincin-
nati, and Brooklyn.

These locals represented
a remarkable cross section
of the United States, from

the metropolitan areas of
the Northeast to the Mid-
west. In all those states,
the theatre in some form
was firmly established.
And those theatres were
ripe for organizing.

The first president of
the LA was John G.
Williams, elected for a
one-year term. In the be-
ginning, the Alliance met
every year so that more
and more newly-formed
locals could participate.
President Williams was
succeeded by Lee M. Hart
of Chicago, in 1894.

President Hart was a
strong leader with a force-
ful personality. During the
Third Annual Convention
in 1895, he told the
delegates:

“It is written in letters of
fire that the day of injustice
to the working men of our
craft must soon draw to a
close. . . Let the ties which
bind us to the past, let the
interests which demand
our watchfulness of the
present, let the nobility of
our aspirations for justice,
truth, liberty and a grander
development of our craft
in the future, be the guid-
ing stars to our actions.”
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Just affer the turn of the century. a group of stagehands posed before a

-
matinee performance.

His words inspired his
brothers. The Alliance
grew rapidly from this
point on. In 1902, the Al-
liance was chartered as an
international union after
the first two Canadian
locals were admitted.
Montreal Local 56 and
Toronto Local 58 had been
welcomed to the Alliance

an uphill battle
for the Alliance from the
start, but in 1911, a victory
was won which would
make the IA a force to be
reckoned with. A strike in
New Orleans was called,
and strikebreakers were
employed by the theatre
OwWners.

Fearful of picket line
conflict, the theatre
owners are believed to
have circumvented the
pickets by bringing work-
ers in through a manhole
in thestreet.

The story goes that then
Fresident Charles C. Shay
simply took a chair and
settled himself atop that
manhole so that no work-
ers could get in or out.

In any case, the strike
was successful in getting
IA members back to work
and brought about union
recognition from the domi-
nant theatre interests in
New Orleans.
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The Early Years
of the Theatre

n the late 1880s, the

legitimate theatre

existed mostly in larger
cities, When producers
and managers saw the
response of the public to
the legitimate theatre,
they realized the next step
was to create traveling
shows. The development
of a national rail system in

the late 19th century made
traveling shows much
more feasible.

The touring companies
could bring their own
costumes, props and even
scenery. One immediate
effect of this trend was to
reduce employment
among local crews, since
these stagehands were no
longer needed to construct
scenery, acquire props or
make costumes for long-
running shows or local
stock companies’
productions.

Despite this, the road
shows became a principal
source of employment in
the entertainment indus-
try. These shows employed
not only traveling stage-
hands, but would often
pick up local crews as
well.

Estimates are that, when
road shows reached their
peak in 1904, there were
some 420 companies tour-
ing the United States and
Canada. Because the sets
and scenery were usually
constructed in the larger
metropolitan areas, such
as New York and Philadel-
phia, a gradual division of
skills resulted.

Certain stage mechanics
became specialists in the
construction of sets and
props in scenic shops.

Others became experts in
handling the output of
these shops—everything
from packing the sets and
loading them onto rail cars
to running the show dur-
ing performances.

However, the usual
story prevailed: abuses
were rampant.

Wages were cut arbitrar-
ily and discriminatory
practices were commaon.

There were many road
shows that employed
NONUNion crews, paying
them very little and work-
ing them long hours.
When strikes were under-
taken, there was always
conflict between the local
membership, the road
stagehands and un-

The Legacy of Lee Hart

ne of the prominent early leaders of the 1A was Lee M.

Hart, who served as president of the National Alliance

in 1894 and as General Secretary-Treasurer of the
International from 1898 to 1914.

He played a pivotal role in bringing the first delegates
together in 1893, and many consider him to be the real
father of the Alliance. The 23rd Convention recognized
Brother Hart in a special memorial notice in 1917, with
these words: (Brother Hart) gave unsparingly of his efforts
. . . and never did he evidence a desire to withdraw, to
step aside, to shirk responsibility, but . . . resolutely kept
to the task which he had set himself.”



scrupulous workers who
would come from other

cities to break the strike,
sometimes from Alliance
local unions themselves.

Traveling stagehands
were often forced to work
in unfair theatres or found
themselves stranded in
distant locations and out
of a job. They frequently
seized this as an opportu-
nity to bring the local
workers into the Alliance.
These very early organiz-
ing efforts served to spread
word of the new Alliance
and what it could do for
its members.

It was in this environ-
ment that the Alliance
moved to assert itself.

It soon became clear
that the concerns of these
early members centered

on wages and working
conditions. The social
reform characteristic of the
Knights of Labor would
simply not meet the needs
of stagehands. The Ameri-
can Federation of Labor,
which practiced a brand of
trade unionism focusing
on job security and wages,
was a natural organization
with which the Alliance
could affiliate.

From the beginning, the
new union moved quickly
to create mechanisms to
enable it to fully represent
the members. At the first
convention, a simple con-
stitution had been written,
per capita dues instituted,
and a minimum rate of
pay established.

For marny years, well-heyond the
turn of the century, horse-draum
wagons were skl used fo deliver
props, material and other theat-
rical supplies to theatres,

Specific conditions for

waork were set which called
for strict departmentaliza-
tion of jobs, establishment
of a standard eight-hour
work day, and perhaps
most importantly, abolish-
ing the system of employ-
ing actors and other un-
skilled workers as
carpenters, flymen and
stagehands.

At the second conven-
tion, the constitution and
by-laws were rewritten to
reflect changes in the in-
dustry. Work was under-
taken to establish a union
waorking card, and a com-
mittee was appointed to
create a union label.

In 1912, the first blanket

contract was established
for road men. Under this




system, bonds posted
with the International
guaranteed transportation
home, as well as two
weeks' pay for shows that
closed suddenly.

At the same time, Dis-
trict No. 1, composed of
locals in the Northwest,
created a system which
allowed road men to send
ahead to the next destina-
tion basic information
such as the size and length
of time the local crews
would be needed. This
assured not only that there
would be enough people
to staff each theatre, but it
made it easier to ensure
that these were umion
crews.

It worked so well that
the International adopted
the system a few years
later. It is now known as
the yellow card system,
which is still in use today.

Despite difficult eco-
nomic times, the local
unions survived. Ironi-
cally, the stability of the
locals was not reflected in
the leadership of the
Alliance,

The top positions
changed constantly. At
virtually every convention
for the first several years,
a new president was
elected.

Former President Lee
Hart became General Sec-
retary-Treasurer in 1898
and served in that position
until 1915, His tenure was
the longest of any leader
until many, many years
later.

One reason for the fre-
quent turnover was that
these officers of the Al-
liance were not paid a
salary, with the exception
of the General Secretary-
Treasurer, who in 1895
had been awarded a salary
of 5300 a year plus
expenses.

In 1906, the delegates
finally voted to pay the
International President a
salary of 51,000 a year plus
expenses. Until that time,
the president had to rely

on his craft to provide his
income. Consequently,
the president would often
join a show when he had
the chance, and someone
else would have to finish
out his term. It was not a
very workable arrange-
ment, but the delegates
had been reluctant to make
the job a paid position,
given the scarce financial
resources of the young
Alliance.

The membership ex-
pected a lot from their

Local 118, Vancouver, British Columbia, members posed for a formal por-
trait on December 6, 1903, four months after the local was organized.

officers. For example, the
General Secretary-Treas-
urer had no clerical help.
Brother Lee Hart, who
served so diligently from
1898 to 1915, conducted
lengthy correspondence,
all written out by him in
longhand.

The decentralized na-
ture of the organization
made obtaining recogni-
tion for the union a slow,
painful process. One lock-
out in Boston lasted seven
years, and there were

similar situations in cities
like St. Louis and Detroit.
Despite these challenges,
during this period mem-
bership rose rapidly. Esti-
mates are that in 1893,
there were about 1,500
members. By 1900, that
figure had grown to about
3,700, and by 1920 there
were more than 21,000
members in the Alliance.
The number of local
unions grew at a speedy
ace as well. Locals were
irst organized in the larger



cities, and later in the
more remote areas.

Annual conventions
were held until 1913, when
the delegates voted to
establish biennial
conventions.

The conventions have
followed a tradition set
down in the very begin-
ning, something that has
lasted to this day.

These are active, hard-
working conventions
which tackle all sorts of
thorny questions and

cenibury the

issues. So it has always
been.

Legislation is enacted,
complaints are heard, and
appeals are considered
and determined.

Another complication in
the early years was that
the president, the secre-
tary-treasurer and the
other officers all lived in
different cities. With com-
munications and transpor-
tation systems such as
they were at the turn of
the century, it was almost

impossible to carry out the
of the Alliance in
a timely fashion.

In 1913, international
headquarters was firmly
established in New York
City, and the president
and the secretary-treasurer
were required to live
there.

At last, it seemed that
the Alliance had real lead-
ers, with real authority, to
conduct the business of
the organization.




Gnvemin the New Union

he Alliance leaders
next set about finding
to enforce the

constitution and by-laws.
At first, they had very
little authority to make
their rulings stick, and
members found guilty of
violations often ignored
the orders of their elected
leaders.

At the convention of
1910, after long and heated
arguments on the floor,
the delegates gave the
president and the execu-
tive board authority to
levy fines and other
penalties.

In the beginning the
general executive board
was composed of five
members—the president
and four “at-large” vice
presidents. This inevitably
led to conflict among the
locals, with Chicago charg-
ing in 1897 that the Alliance
was too strongly domi-
nated by the East Coast
locals.

The response of the
convention was to estab-
lish an Eastern Executive
Board and a Western Ex-
ecutive Board. When this
proved unsatisfactory,
other attempts were made
until the Alliance finally
settled on a board com-
posed of the President,
the regional Vice-Presi-

Employes of | Opera House carrying in the shotw of Mande Adams s

Peter Pan, May, 1907,

dents and the General
Secretary-Treasurer.

Next came the need for
International Representa-
tives to conduct organizing
campaigns and assist the
local unions in their
operations.

The President was given
very broad powers, most
significantly, the authority
during an emergency—
surrounded with due proc-
ess protections—=to sus-
pend the laws of the Al-
liance of any local union,
50 long as he has obtained
the unanimous consent of
the General Executive
Board. This power would

prove highly important in
later years during the long
period of strife in
Hollywood.

At the 1909 convention,
the delegates approved
the creation of seven dis-
tricts which would be
responsible for winning
fair wages and working
conditions in the theatres
in their respective regions.
Often, these theatres
would be owned by the
same manager or theatre
chain. Without the district

il, it would have
been very difficult to con-
front these chains and win
equitable wage increases
for the many local unions
which operated in the
particular area.




Home Rule

erhaps the most sig-

nificant and funda-

mental policy de-
veloped in this period of
the Alliance is the concept
of home rule.

Home rule provides for
local autonomy so thata
local union can fully con-
duct its own affairs, in-
cluding negotiating con-
tracts for wage scales and
working conditions within
its jurisdiction.

At the 1895 convention,
the Alliance defined home
rule as “New York theatres
for New York local mem-
bers, Chicago theatres for
Chicago [and so forth] . . .
and ne other members of
locals allowed to work
within the jurisdiction of
other locals without [their]
consent.”

It meant that local union
members were to be em-
ployed first and foremost
in their jurisdiction, and
only when all members of
that local were working
could those from sister
locals outside the im-
mediate jurisdiction be
allowed to take the re-
maining jobs.

It was also decided that
any local union which
refused to order its mem-

Members of Local 19 in 1905,

bers to withdraw from the
jurisdiction of a sister local
would have its charter
revoked and could not be
readmitted into the Al-
liance without a two-thirds
vote of the delegates in
convention.

Then the troubles
began.
Many locals refused to
obey home rule, and the
early convention proceed-
ings are filled with argu-
ments about members
who refused to withdraw
when ordered to do so by

A Maryland Theatre production staged by members of Local 19 in 1910.

the International President.

It was not an easy time,
but the concept of home
rule was firmly entrenched
within the Alliance and its
leaders were determined
to make it work.

During these difficult
years, local unions were
expelled when violations
were proven. If they were
lucky they just received
heavy fines or suspensions.

Eventually, home rule
was fully accepted by the
local unions, and offenses
became less frequent.

Home rule, with all its
problems, is still an essen-
tial part of the character of
the IA. It has shaped the
response of the LA to its
problems for nearly a
century.

It was important for the
Alliance to solve its inter-
nal problems because it
was clearly facing enor-
mous challenges from
craft unions such as the
International Brotherhood
of Electrical Workers and
the Carpenters’ and
Painters’ unions.

These other unions
coveted the Alliance’s
work, pure and simple.
They felt they should have
it, although conceded they
had not been doing the
work before.

For example, the [IBEW
claimed jurisdiction of [A

theatrical electricians and
this generated numerous
hard-fought and heated
disputes. The IBEW, be-
cause of its large numbers
in the AFL, possessed a
substantial political edge
over the [A.,

Unfortunately, the AFL
itself had no real mecha-
nism for the settling of
disputes. About all it could
do is revoke the charter of
an affiliated union—and
that it did not want to do.

So the battles raged on.

Early in the fight, at-
tempts were made to settle
the argument. A simple
rule was adopted stating
that all work back of the
proscenium arch belonged
to the Alliance. This rule
did not stick for long. The
development of outdoor
theatre attractions, as well
as the use of motion
picture projectors in
vaudeville theatres almost
immediately complicated
matters. Outdoor stages
had no proscenium arches,
and the new moving pic-
ture machines had to
operated from the rear of
the theatre.

These disputes turned
out to be the opening
volleys of a long rivalry
among these unions which
persists to this day to some
extent.

And when the movies
came along, things just
got worse.

[
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The New
Moving Pictures

hen moving pictures

exploded onto the

scene and screens of
North America, the legiti-
mate theatre, including
actors and stagehands,
nearly panicked. There is
no doubt they felt very
threatened by the new
industry.
Opportunistic theatre
owners fostered this fear—
threatening to convert
their theatres to movie
houses if the Alliance and
other theatrical unions did
not give in to the owners’
demands. This weapon
was used during negotia-
tions and as a way to drive
striking workers back into
the theatres.

At first, three rival
unions—the Alliance, the
Actors’ National Union,
and the IBEW—claimed
jurisdiction over the
projectionists.

The actors’ union saw
control of projectionists as
a way to protect their jobs
in light of the movie in-
dustry’s growing popular-
ity. If they controlled the
number of projectionists,

An early Kinstascope parlor,
about 1894, in San Francisco,
California.




5 mtittg relied on the
use of natural light.

they believed the

control how many theatres
switched to moving
pictures. i

For the IBEW, it was a
simple case—to their
minds—anything electrical
belonged to them.

The IA, however, faced
a dual struggle, both ex-
ternally with other unions
and internally. Many locals
resented the growth of the
motion picture industry,
and repeatedly denied
membership to projec-
tionists because they
thought they were pro-
tecting the jobs of their
own members in the legiti-
mate theatre.

Many [A members clung
to the belief that movies,
or “flickers” as they were
called, were just a passing
fad and that the public
would turn once again to
the legitimate theatre for
entertainment.

Eventually, the national
leadership of the Alliance
convinced the locals to
accept the inevitability of
the movies’ importance to
show business and to the
1AL

Even then it would
prove difficult for the Al-
liance to organize projec-
tionists. Many of them
worked on the road. Some
companies sent their own
employees on the road to

project films with portable
machines. This practice
led to conflict with local 1A
electricians or calcium
[ight operators who would
normally have operated
the show but whose jobs
were taken by company
mer.

In 1907, the Alliance
asserted jurisdiction over
all motion picture machine
operators. The next year,
specific charters were

granted for projectionist
local unions.

Eventually, the Alliance
as a whole embraced the
fledgling industry, paving
the way for some [A mem-
bers to transfer their theat-

rical skills to motion
picture production.

In 1914, the American
Federation of Labor gave
the Alliance full jurisdic-
tion over motion picture
operators, thus ending the
IBEW's claim to these
workers. The actors’ union
had long ago given up the
struggle.

The Alliance acknowl-
edged the importance of
the projectionists when it
voted to change its name
to include “Moving Picture
Machine Operators” in
1915.
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The First Flickers

he first movies were

made in the suburbs

of New York City,
especially Ft. Lee, New
Jersey. Some of the most
successful early films were
made there and along the
Hudson River, such as The
Perils of Pauline.

It was natural that stage-

hands, already familiar
with creating and setting

took on a factory-like tone.
The early film pioneers
literally cranked out the
movies, one after another,
at the rate of a reel a week
oF more.

Ince Studios was one of
these prolific but still
young studios which had
theatrical origins. Other
filmmakers, like Ince,
came to the movies with a
theatrical stage back-

round. D.W. Griffith,
illiam Fox and Jesse

scenery, operating lights,
etc., should be called upon
to make the movies
happen.

ﬁ‘tptehe beginning, it was
like a great adventure.
Euerygady on a movie set
joined in the freewheeling
atmosphere that existed. If
a lighting man had a story
idea, he could sell it to the
producer. If a stagehand,
transplanted to a movie
set, conceived a new way
to create a backdrop toa |
scene, he was welcome to
make his concept become
reality.

Eventually, as the flickers
became more and more
successful, the whole
moviemaking process

Ome of the earliest film studios,
called the Black Maria, in Wes!
Orange, New Jersey.

Lasky came from a theatri-
cal industry that was going
into decline just after the
turn of the century. They
naturally turned to the
theatre for the skilled
workers they needed.

As Jesse Lasky explained:
“It occurred to us that
we could use Bill (Bowers,

a propertyman) at the
studio to take charge of
obtaining all the odds and
ends to dress the sets. |
think Bill established the
principle upon which the
props departments func-
tion today, namely that a
director gets whatever he

Edison projector, patented in 1893.

asks for without argument,
no matter how crazy or
impossible the request.”

That statement un-
doubtedly sounds very
familiar to every [A prop
man working today, al-
most 100 years later.

These film pioneers
were clearly influenced by
their theatrical experi-
ences. They took those
experiences and put them
to work in the movies.
They set up their studios,
meager as they were, along
craft lines such as had
existed in the theatre.
Propertymen handled
props; set painters painted
sets; 1A electricians set
lights.

The movies had another
appeal to LA members,
especially those on tour:
they could go home at
night because the movies
didn’t travel, they could
work mostly during the
daytime, and they could
work nearly every day.

The movies, in essence,
hastened the decline in

the number of road shows
that once crisscrossed the
U.5. and Canada.

The public demand for
movies—a form of enter-
tainment almost every-
body could afford—grew
enormously after 1910.
Producers and theatre
owners alike wanted to
tap into the gigantic col-
lective purse of the movie-
going public.

As the legitimate theatre
continued to shrink in
cities like Chicago, Phil-
adelphia, New York, and
Denver, the transition for
IA members from the stage
to the screen moved more
quickly. Calcium light
operators gladly took the
jobs of projectionists when
their theatres were con-
verted to movies.

Stagehands became
department heads in the
new film production com-
panies, and they in turn
brought in their union
brothers to fill jobs on the

set.
While New York City




Early on
in Fort

raking

‘was clearly the core of film
production, other studios
were quickly established
across the nation, in such
laces as Chicago, Florida,

ew Orleans and
Phi phia.

Some system was

needed to du plicate and

transport the movies from
€ty to city, tow n to town,

rental and
moving
created to fill this need,

and these were staffed by
workers who became
members of the Alliance.

In the early days, pro-
jectionists were expected
to take the film back and
forth from the exchange,
put up posters before the
show, take them down
afterward and even sweep
out the theater.

Thev wo rkeci seven

was able to
conditions of its projec-

tionists, especially as their
numbers grew. Th
strength and power of the
projection Id stand
the Alliance in good stead
in later years.

But while the projec-
tionists and the ﬁlrn ex-

bm‘n filmind stry was
undergoing still more
dramatic change.
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The Lure of Hollywood

aking movies in Ft.

Lee, New Jersey was

fine, so long as pro-
ducers were willing to
endure unpredictable
weather and long winter
days when sunlight was at
a minimum.

But the demand for
movies was increasing.
The industry had not yet
perfected the lighting

Billy Bitzer with Biograph camera
shoots track sequence in early
1900s.

techniques which would
make filming so much
easier later on. What was
needed, quite simply, was
better weather.

Some directors and
producers were anxious to
move away from the movie
centers of the East because
they were being harassed
by the Edison Company,
which held the patents on
movie cameras. Edison
expected large royalties
from those companies

using his camera.

But these tiny com-
panies operated on a
shoestring. If they had to
pay royalties to Edison,
they might as well close
up shop. And that's
exactly what they did.

Sunny California
beckoned. There they
knew they would have
abundant sunlight, very

little rain and wide open
spaces. Westerns shot on
location were becoming
increasingly popular, and
the unpopulated outskirts
of Los Angeles provided a
perfect setting.

In 1924, a charter had
been issued by the Alliance
for a studio mechanics
local in Wew York City. A
vear later, a similar charter
was issued in Hollywood.
Cameramen were organ-
ized in 1926 and 1927, and

laboratory technicians a
year later.

But these advances did
not come without enor-
mous pain and struggle.

Los Angeles before
World War I was a
staunchly “open shop”
city. Labor unions in that
city were among the most
hardpressed of any in the
United States.

Business interests in the

area, aided and abetted by
the Los Angeles Times, had
for years been waging a
concerted open shop cam-
paign against all unions in
L.A

These anti-union forces
were very successful.
Wages in Los Angeles
were low. The unions
engaged in open warfare
against each other, some-
thing the Chamber of
Commerce and other anti-
labor interests fostered
and encouraged.

Asin the theatres of the
Northeast, the Alliance
became engaged in a bitter
struggle with the IBEW
and the Carpenters to gain
control of film industry
jobs.

This struggle went on
for several decades against
a backdrop of economic
boom and bust in the Los
Angeles area.

The economic decline of
the city had led to the
creation, by small groups
of men, of a plan to rebuild
L.A. into a major industrial
power. One of these men
was General Harrison
Gray Otis, publisher of
the Los Angeles Times.

They created the
Chamber of Commerce
and proceeded to do what
they could to lure busi-
nesses to town. That in-
cluded keeping wages
down and breaking exist-
ing unions.

It also included a plan to
recruit new residents from
the East. The hidden goal
was twofold: stimulate
real estate sales and glut
the labor pool. Estimates
are that this artificially
large labor pool helped
keep wages as much as 40
percent lower than the
next biggest market, San
Francisco.

Central to the plan of
Otis and his ilk was that
labor in Los Angeles must,
at all costs, be kept unor-
ganized. They formed the
Merchants and Manufac-



turers Association (Mé&M)
and used Otis's L.A. Times
as an outlet for their ven-
omous attacks on organ-
ized labor.

This went on from the
formation of the M&M in
1896 until the New Deal
era came in the 1930s.

Despite this highly effi-
cient, labor-hating
machine, a theatrical work-
ers union was formed in

L.A. in 1891 and became a
local union of the Alliance
in 1896.

The labor situation came
to a head in L.A. in 1910,
when the M&M managed
to railroad an anti-picket-
ing ordinance. The L.A.
City Council was only too
happy to comply.

Ina very short time, 470
workers had been arrested
for picketing. However,
public sympathy appeared
to be with the strikers
because juries released
defendants almost as
quickly as they were
arrested.

The city became an open
battleground, and the
climax to this ugly scene
came on October 1, 1910.
The Los Angeles Tim
building was dynamited,
killing 20 workers.

James McNamara,
brother of the secretary of
the Ironworkers” union,
pleaded guilty to conspir-
acy in the Times building
explosion.

This event set back the
cause of labor not only in
Los Angeles but nation-
wide.

It is in this context that
the Los Angeles motion
picture locals were created.
It was not an easy task.

The first movie company




believed to have come to
L.A. was the Selig Com-
pany in 1908. Francis
Boggs of Selig served in
virtually every capacity:
director, scene painter,
prop man, carpenter, and
even screenwriter. The
studio had very humble
accommaodations in Eden-
dale, built in 1909.

From this tiny start, the
industry grew in just a
few short years to become

the largest payroll industry

in Los Angeles County,

with more than 40 com-
panies filming in the area.

Local 33in L. A. faced
many challenges in or-
ganizing these studios.
For the smaller studios,
the streets of the city often
served as a set. Larger
companies built substan-
tal stages and facilities for
both production and post-
production work.

Bringing such disparate
groups together was a
formidable task. More-
over, motion picture pro-
duction was spread out
over a wide area all around
central Los Angeles, so
the question of territorial
jurisdiction came into

lay.

In 1912, the IA conven-
tion passed a resolution
calling for organization of
all aspects of motion pic-
ture production, and
further stating that “Mowv-
ing Picture Operators of
the .A.T.5.E. must refuse
to operate machines han-
dling unfair films.”

The Alliance was clearly
sending out a warning
that, if necessary, it would
resort to a secondary
boycott. It was a signal
that the [A would use all
its might and resources to

move forward in organiz-
ing Hollywood.

Local 33, even with the
assistance of permit work-
ers from other locals, could
not meet the manpower
needs of the studios in
those early, boom days.
This opened the door for
other unions, such as the
Carpenters, to step in and
fill the empty jobs.

In 1914, a jurisdictional
battle broke out over who
would control the film
production workers. Local
33's leaders made matters
worse by clinging stub-
bornly to the notion of
home rule. They turned
away [A members who
emigrated to Hollywood
from all over the country
in hopes of finding work.

Local 33's leaders feared
relinquishing even slightly
their home rule authority,
but this recalcitrance cost
them dearly.

When they could not
adequa!{el)' respond to the
incursions made by the
Carpenters, they turned to
the International for help.
President Charles Shay
was in office at the time, a
powerful and assertive

The cast and crewe of Uncle

Tom's Cabin take a celelratory
break after filming the first sce
of the movde in 1903,

leader who had already
had significant success in
dealing with inter-union
disputes.

President Shay's
strength and power and

President Charles C. Shay

Local 33's independence
would sow the seeds of a
conflict between the Inter-
national and the local that
would last for 40 years.
However, the need for
organizing and for block-
ing further intrusions by
other unions superseded
all other concerns.
Workers in the Los
Angeles film industry



faced difficult conditions.
Work was casual and ir-
mgular, vet productimls
such as DLW, Griffith's
Intolerance required armies
of technicians, laborers
and extras, all on short
notice.

Large, sometimes elabo-
rate sets were built, used
again and again and then
destroyed. This went on
day after day in the
studios.

With the outbreak of
World War [ in Europe,
film production overseas
virtually stopped. Holly-
wood picked up the slack.

In response to the boom
in movie production and
to Local 33's difficulties in
organizing, President
Shay declared the local in
a state of emergency and
took over its operation.
He brought in new mem-
bers who were either
working on permit or held
cards in other unions,
These workers were of-
fered membership in Local
33 if they surrendered
their dual cards.

In the meantime, the
producers planned their
own counterstroke.

They formed the Motion
Picture Producers’ Asso-
ciation (MPPA) to promote
the open shop in Holly-
wood,

The producers weren't
just worried about the
technical workers; they
feared that any unioniza-
tion would lead to or-
ganizing of the actors
whose salaries were al-
ready enormous.

In fact, Actors’ Equity
Association was already
moving toward unioniza-
tion itself. The early efforts
of Actors” Equity in Los
Angeles would eventually
give life to the Screen
Actors’ Guild, the actors’
principal bargaining unit
in Hollywood.

The Alliance, through
the aggressive efforts of
President Shay, had some
success in getting 1A mem-
bers jobs in studios. In
fact, the International felt

confident enough in its
position to call a general
strike in 1918 against pro-
ducers, demanding recog-
nition of the 1A as the
bargaining agent for its
members, calling for a
closed shop and a wage
increase. The IA also de-
manded overtime pay,
and double time for
Sunday work.

It was also the first time
the IA called out the pro-
jectionists in a secondary
boyeott.

Unfortunately, the tim-
ing wasn't right.

everal studios re-
mained open thanks to
strikebreakers from the
Carpenters. The Depart-
ment of Labor eventually
settled the strike, with a
wage scale granted but no
union recognition.

Chariie Chaplin’s first appear-
ance as The Kid, in the ferture
Kid Auto Races at Venice.

Post-World War |
Hollywood

wo factors affected

work in Hollywood at

the end of World War
1. The demand for war-
time propaganda films
which had kept the studios
s0 busy dried up. And the
influenza epidemic of
1918, which killed so many
thousands of people, had
closed down many
theatres.

The studios at this time
briefly closed down. Fol-
lowing this, there emerged
a new Hollywood, domi-
nated not by lines of
work—production, distri-
bution and projection—
but b_l,' major motion pic-
ture companies.

Fortunately for the [A,
producers who had been
associated with the Al-
liance in the legitimate
theatre looked to Local 33
for skilled workers. Thus
it was that by 1919, more
than 900 new members
had joined the ranks of
the IA.

Later that same year,
when the [A contract with
the producers expired, the
Alliance struck again. This
time there was even less
success than in 1918, as
the IBEW pledged to fill
any jobs left by 1A workers
as part of a secondary
bovcott.

The production com-
panies then began a cam-
paign of mergers and
acquisition which put
power in the industry into
Just a few hands. The
enormous financial output
of Hollywood, as well as
the growing power of a
few mighty companies
proved a big attraction for
Wall Street.

Bankers got involved in
the operation of the
studios, and this led to a
pervasive sense of insecur-
ity among the workers.

The age of the Movie
Mogul had come.
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The Stagehands’

Continuing Struggle

hile the Hollywood

locals were grappling

with a tidal wave of
anti-union hostility, stage-
hands all across the United
States and Canada were
struggling with their own
problems.

It is ironic that the de-
cline of the theatre and the
troubles of the stagehands
were a direct result of the
ascendancy of the movie
industry. It is no wonder
that many of the stage-
hands resented what they
saw as their brothers’
prosperity coming at the
expense of their own.

Little did they know of
the battle for survival that
their Hollywood brothers
were engaged in; all they
understood was that their
own jobs were disappear-
ing at a frightening rate.

There were other factors
that contributed to the
long decline of the legiti-
mate theatre, though none
was so dramatic as the
rapid growth of the film
industry on the West
Coast.

Amaong the trends hav-
ing animpact on Broadway
and the other large theat-
rical venues was the ad-
vent of the “little theatre.”

These small regional
theatres, sometimes refer-
red to as the “Straw Hat”
circuit because their busy
season was the summer-
time, took much attention
away from the well-estab-
lished, metropolitan legiti-
mate theatre.

In 1917 there were at
least 30 small theatre
groups, and their numbers
appeared to be growing all
the time, These small
theatres, operating on a
shoestring, did not employ
union stagehands. In fact,
many of them depended
on volunteers for
assistance.

A characteristic scene from omne
of vaudeville’s lavish produc-

tions, probably abeut 1910,

These little theatres
eventually evolved into
community theatres which
concentrated on producing
Broadway hits in the
hinterlands for eventual

A playbill from the Canadian
production of Dumbells, which
featured @ gug mumber abowt hair
styles.

:

opening on Broadway.

By 1925, there were
nearly 2,000 of these com-
munity theatres. As
theatre became more ac-
cessible, a renewed inter-
est in drama and stagecraft
was born. Colleges and
universities began to offer
courses in theatre, play-
writing and acting.

At the same time, a new
trend was taking place in
North American theatres.
The “new stagecraft,” as it
was called, reflected Euro-
pean trends in set design.

The new stagecraft was
more impressionistic and
less realistic. It was more
visual and suggestive,
rather than explicit. Set
designers began to use all
sorts of methods to create
their desired effects.

On stage, platforms
were raised and lowered
in a fashion never seen
before. Steps, ledges and
backdrops were used more

freely, as were scenery
and props. Lighting be-
came more imaginative,
often becoming an integral
part of the shaw,

The influence of this
trend is clearly seen today
in such shows as Phantom
of the Opera, Cats, The Secret
Garden, Les Miserables, and
Miss Saigon.

Thus, a new sophistica-
tion was infused into pro-
ductions, and this trend
would eventually be the
savior of the legitimate
stage.

But in the early 1900s,
the legitimate theatre had
fallen on hard times.

More and more, legiti-
mate theatre became con-
centrated in the large
metropolitan areas, espe-
clally New York City.
Touring companies had
fewer and fewer houses to
play in. In 1917 there were
1,500 theatre buildings



across the country that
would welcome a touring
company.

By 1927 that number
had declined to less than
500 theatres, and many of
these also ran motion pic-
tures five nights out of the
week and would allow
plays only one night a
week.

A columnist for the New
York Times, Ray Hender-
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son, wrote in 1931 that
south of the Mason Dixon
line the legitimate theatre
had been all but aban-
doned. He noted thatin a
year not more than six
companies had toured the
South, whereas in 1910
virtually every city in the
South with a population
over 25,000 had its own
opera company and also

Avahdaehu-e
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welcomed several travel-
ing companies every
week.

Such was the story
across much of the U.5.
and Canada. Motion pic-
tures had taken solid con-
trol of the public’s
imagination.

Massive and ornate
movie palaces were built
in the towns and cities of
North America. Ticket

.

In 1891, Harrigan's Theatre in
New York iwas located on 35th
Street.

prices were so affordable
that virtually everybody
could go to the movies.

Legitimate shows, on
the other hand, were ex-
pensive. Moreover, they
were viewed by some as
entertainment for intellec-
tuals or the wealthy. In
stark contrast, movies
were accessible to
everyone.

The commercial theatre,
in New York and else-
where, became a big gam-
ble for all those involved.
Many producers seemed
ata loss as to what the
public wanted, and there
were far more plays that
failed than there were that
succeeded.

As Clare Boothe wrote
some years later in Theatre
Arts magazine:

“At present it is almost
impossible to put on any
show which does not seem
in advance to be a "sure’
thing to a producer. Even
then the producer is wrong
seven times out of ten.”

Stagehands, as well as
musicians and actors,
expecting the worst every
time they joined a show,
attempted to get the best
terms they could up front.

Who can blame them?
The wages they earned for
these shows would often
have to last them several
manths between hits.

The pessimism that was
rampant in the theatre at
this time made virtually
everyone associated with
a project very nervous and
anxious. Most of them
had already been through
rough times—shows clos-
ing overnight, empty
houses, disgruntled
patrons.

Moreover, economic
conditions leading up to
World War Il were in-




creasingly unstable and
depressed.

What the theatre owners
and the producers often
objected to were strict
union rules that set terms
and conditions of employ-
ment. They did not like
having minimum crew
sizes. They did not like
paying musicians for an
entire performance who
had very little to do before
the end of the first act.

What they could not
appreciate or accept was
that these workers be-
lieved they had to strike
while the iron was hot—
that is, get the most out of
the work while they could
because they were likely
to have a long time off
between productions.

Until the problem of
sporadic employment
could be resolved, conflict
between producers and
workers would continue
unabated.

Alliance members were
as committed to the theatre
as were any of the actors,
producers or owners.
They knew they needed
theatrical successes just as
did those sitting across the
bargaining table from
them. Quite simply, they
needed the work,
desperately.

Even George Abbuott, of
the League of New York
Theatres, stated “T cannot
say that | know of any
instance in which union
trouble caused the aban-
donment of a play.”

1A members and others
were angered and frus-
trated when they saw
theatre owners taking
huge percentages of re-
ceipts, 40 percent or more.
These same owners were
more unwilling to take

cuts than were any of the
unions.

One union leader of the
time noted that “some
producers seem to make a
gmd living out of having

ilures.” He was talking
about how unscrupulous
producers would load
expenses and costs at the
front end of a uction
50 heavily that the project
was doomed from the
start.

There was no incentive,
therefore, for unions like
the Alliance to make
concessions.

At the same time, pro-
ducers and owners re-
peatedly called for the
unions to get rid of
“superfluous” workers.
Yet when these producers
were getting ready to
mount a production, they
would demand large num-
bers of skilled craftsmen,
conveniently forgetting
that they had just been
calling for a reduction in
the labor force.

And then there were the
ticket speculators and
agencies who artificially
drove up the cost of tickets.
Unprincipled theatre
owners were not above
selling big blocks of tickets
to these speculators, often
taking a cut of the marked-
up price.

It is no wonder that
union members and lead-
ers, especially those in the
Alliance, remained suspi-
cious and distrustful of
theatre owners and pro-
ducers. After all, most
stagehands still remem-
bered what conditions
were like before their union
was organized.

Another member of the
League of New York
Theatres, Rowland Steb-
bins, conceded this point:

“With reference to the
theatrical unions and their
effect upon production, [
believe that certain pro-

ducers and managers took
unfair advantage of their
employees and were di-
rectly responsible for the
existence of these unions
today.”

He did suggest, how-
ever, that perhaps the
balance of power had
shifted onto the unions’
side when he said, 1 think
the pendulum has swung
the other way now and
that production is ham-
pered and made unneces-
sarily costly by some of
the union regulations. |
feel very confident, how-
ever, that a great deal of
unnecessary money is
spent on production by
producers who do not
thoroughly know the
union regulations or their
rights under them.”

The reality was that
producers and owners
were all too willing to
share their losses, but
never their profits, as Al-
liance leaders knew very
well.

For many years the belief
persisted that theatrical
unions were mostly re-
sponsible for the decline
of the legitimate stage.
Authors, producers and
theatre owners alike
blamed the stagehands,
the musicians and even
the actors for the high cost
of producing shows.

‘What they ignored or
overlooked was that these
shows failed not because
of the wages earned by
stagehands, but because
the plays themselves were
simply not good enough.

In addition to competi-
tion from the movies, the
decline of the theatre must
also be blamed on the lack
of high quality plays and
shows.

As the actress Lynne
Fontane said, “We have
read scripts by the hun-
dreds. . . but the vast
majority had neither writ-
ing nor story value to com-
mend them. They were so
bad that you couldn’t chain

your thoughts to them, no

matter how hard you tried
. . . ‘Author! Author!” is the
vital cry.”

As conditions grew
worse, divisiveness and
turmoil between the vari-
ous theatrical unions—the
Alliance, the Musicians,
the Dramatists and the
Actors—grew, making it
even easier to blame or-
ganized labor for every-
thing that went wrong.

Meanwhile, the argu-
ments among union lead-
ers, producers and mana-
gers continued as to what
should be done to halt the
theatre's decline.

It was this environment,
coupled with the massive
moneymaking machine in
Hollywood, that would



Orphewm Theatre in Kansas
City, showing the entire com-
pamy: stage enployes, actors and
MANAZETS,

allow corrupt forces more
than a decade later to as-
sert a control over the
Alliance that would pro-
duce lasting scars.

A cirea 1910 paudeille scene

illustrates the detailed set created
by stagehands, including marble
steps, painted backdrop and
props and costuming.

Vaudeville and Burlesque

or a time, vaudeville

became the mainstay

of live theatre. In 1919,
there were reported to be
more than 900 theatres in
the country playing
vaudeville.

Vaudeville began as
burlesque, using spectacu-
lar scenery, beautiful and
scantily clad women,
music and comedy to at-
tract large, predominantly
male, audiences. Burlesque
was little more than a
collection of musical acts
and paredy, with heavily
sexual overtones.

Early in the century,
burlesque began to be
transformed into modern

vaudeville, which would
appeal more to the family
audience.

Like burlesque, vaude-
ville was a collection of
variety acts which also
featured sketches and
short plays, often featuring
leading actors. Vaudeville
was one of the most popu-
lar forms of entertainment
from the turn of the cen-
tury until around 1930,

It also kept many stage-
hands alive,

Burlesque, on the other
hand, eventually evolved
into the “strip tease”
shows which operated on
the fringes of legality—and
also employed many
stagehands.

But both burlesque,
with its limited audience,
and vaudeville with its
liveliness and energy,
could not compete with
the movies. By 1931, the
Falace Theatre in New
York was the only remain-
ing large vaudeville house
in the nation.

All those other vaude-
ville theatres had been
converted into motion
picture houses.

In the houses where
vaudeville was presented
in conjunction with the
movies, owners became
convinced that it was the
motion picture which
drew the crowds, not the
live show. Thus, when
economic hard times hit
and something had to be
cut, it was usually the
vaudeville troupe that
found itself back on the
street. And with them
went the stagehands as
well as the musicians.

From 1930 on, the legiti-
mate theatre struggled to
stay alive, and the movies,
especially after the “talkies”
arrived, continued to take
a larger share of the skilled
labor pool in the entertain-
ment industry.
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Growing Pains

frer World War [, film
production in Califor-
nia exploded. Bebween
1921 and 1927, the number
of workers engaged in
film production in New
York and New Jersey de-
clined by half.

In California, for that
same period, the number
jumped from about 1,900
to more than 12,000.

The Alliance had seta
goal for itself: to link the
entire film production
industry under a single
union label, from the cam-
era operators to the film
labe all the way to the
projection booth.

It was a formidable task.
Vigorous organizing ef-
forts were often met with
frustration.

A two-week strike at
several film labs in New
York City did little to help
workers, since manage-
ment immediately hired
replacement workers for
the 2,500 who had struck.

The film lab workers
wanted a 35 percent wage
increase, a 44-hour work
week and union recogni-
tion. All they won was a
half-hearted promise to
bargain with the union
OVEr wages.

About 25 percent of the
strikers lost their jobs to
replacement workers.

However, IATSE's
frustration with film pro-
duction on the East Coast
was minor compared with
what was happening in
the West.

The entire Building and
Construction Trades De-
partment of the American
Federation of Labor—
Painters, Carpenters, Elec-
tricians, etc.—had united
against IATSE. These
unions used the forum of
an AFL convention to put
forth resolutions claiming
that the Alliance was un-
fairly forcing workers to
join the 1A and to give up

their dual cards in the
construction unions.

The resolutions called
for the A to return these
workers to their “rightful”
unions and to stop making
agreements with ucers
to provide skilled crafts-
men for this work.

If the resolutions passed
and the [A failed to com-
Eley. its AFL charter would

revoked. Skillful
maneuvering by [A dele-
gates prevented passage
of these resolutions.

But two years later, in
1921, the building trades
dealt the Alliance a devas-
tating blow. At the AFL
convention in Denver, the
building trades unions
succeeded in forcing the
Alliance to give up nearly
all studio work.

The IBEW would now
do all installation work in
connection with lighting,
leaving the A members
only the “operation of all
lights and of all devices for
electrical lighting and
electrical effects as well as
the operation of moving
picture machines.”

The Carpenters would
take even more of the IA's
work, leaving only prop-
erty men and set decorators
to the Alliance. Particularly
galling to the IA was that
Alliance carpenters could
no longer make props out
of wood or build miniature
sets—work they had been
doing in theatre property
shops for more
yEars.

Thus, the seeds of war
were sown; this unfair
and potentially fatal—to
the Alliance—arrange-
ment could not be allowed
to stand.

Lon Chaney starred in the 1926
MGM feature, Road to Man-
dalay, shown here on the set with
the crew preparing fo shoot a

SCEne.

D.W. Griffith, here directing
Mae Marsh in The White Rose
(1923), turned to the legitimate
stage for skilled stagehands to
create realistic sels, costumes,
props, lighting and all the other
detatls that contributed to his
cinematic artistry,



The Producers Pounce

roubles between the

various unions in

Hollywood gave the
producers a weapon they
intended to make full use
of. They demanded wage
cuts of 12 percent and an
increase in straight time of
8 to 10 hours a day.

These demands were
necessary, they said, in
light of the decreased de-
mand for film production
following World War I.
However, the exorbitant
salaries of stars (who
eamed over $1,000,000 a
year in 1921) and produc-
ers ($100,000 a year) were
never mentioned.

Ironically, on July 24,
1921, an article in the New
York Times states that there
were many reasons why

movies cost so much,
among them temperamen-
tal stars and directors,
payrolls padded with rela-
tives and vast sums spent
on the trappings of
stardom.

In 1921, salaries of cor-
porate executives, writers,
actors, directors, ete.,
totaled more than
522,000,000. Wages of
production workers—car-
penters, painters, prop
makers, wardrobe, ete,—
totaled $14,000,000.

Still, those lower paid
workers were the ones
being asked to take the
hardest hit.

Pay cuts were imposed
and union leaders met to
decide what to do. Actors’
Equity would not agree to
a strike, despite the fact
that just two years earlier,
Equity had won a big vic-

[

Al kinds of spectal effects were required to create the magic of the movies,
Here a crew and actors film an “underivater” scene.

tory on Broadway, in part
due to the strong support
of IA members.

In July, 1921, about
1,200 studio employes
walked off the job. Unfor-
tunately, the producers
seized the strike as an
opportunity to shut down
production for the rest of
the summer and avoid
paying expensive salaries
to stars.

Briefly, the building
trades unions and the
Alliance put aside their
differences to fend off the
producers’ attack, but
their unity could not haold,
Strikers began crossing
each others’ picket lines to
go back to work.

This strike, and its
damaging effects on
smaller studios, contrib-
uted to the rise of a few,

owerful studios. Wall

treet bankers also favored
fewer, larger studios as a
way of supporting their
investment.

This gave even more
power to the producers,
with those returning to
work having to accept
whatever wage rate was
offered to them.

In August, 1921, the IA
won jurisdiction over
cinematographers and lab
workers. The laboratory

technicians worked in
some of the most dismal
conditions in the entire
movie industry.

Thirty years later, a
technician from those
days in Hollywood would
recall:

“The expression ‘lab rat’

. . is a mock-title, self-
bestowed by the film tech-
nicians themselves. Wrap-
ping film upon racks which
were carried by hand and
dipped by hand in one
tank after another, until
developing processes
were completed, then
winding the developed
film onto large, hand-
turned drums for drying
was a far cry from present
techniques [in 1954]. With
the realization that every
day was spent wading in
the various solutions or
working in the dark, airless
rooms with the end of the
shift being the completion
of the job, then perhaps
the phrase ‘lab rat” will
have a little more
significance.”

It wasn’t until 1929 that
a successful contract was
negotiated on behalf of
these much-abused
workers.




Labor In Decline

he Hollywood prob-

lems were not unique;

all over the nation,
labor was in decline. Union
membership decreased by
almost 2 million between
1920 and 1924. The open
shop movement had been
revived—under the mis-
nomer “the American
Plan.”

And in Los Angeles,
with its long history of
unionbusting and open
shop tradition, the Ameri-
can Plan took off with a
vengeance—only in the
City of Angels they called
it the Better America
Foundation. The question
must be asked: better for
whom?

Certainly not the
workers.

All sorts of tactics were
used against unions, in-
cluding red-baiting and
charges of being unpatri-
otic, Nevertheless, unions
were making progress,
most notably Local 150, 1A
projectionists.

Local 33 had been di-
vided up, with the forma-

tion of a new studio
mechanics’ Local 37. Local
33 retained jurisdiction
over the stage work.

Local 37's counterpart in
New York, Local 52, had
been formed out of film
workers from several
stagehand locals in the
area.

The Alliance was not
without internal problems
during this formative
period. International Pres-
ident Charles Shay, an
autocratic and politically
ruthless leader, was forced
to resign in 1923 under a
cloud of accusations that
included mismanagement
of some $75,000 of union
funds derived from a spe-
cial assessment of the
locals. The money was
never accounted for.

Shortly after, General
Secretary-Treasurer F.G.
Lemaster also resigned.
William Canavan became
International President
and immediately refunded
part of the special assess-
ment levied by President
Shay that had been his
undoing.

O sound stages or o location, when Mother Nature didn’t cooperate

(ahtich wiis usually), movie creios creted ¢

rir owon natural effects. Shoton

15 an example of am early machine used to create wind,

The Producers’ Hiring Hall

n 1924, the producers

established the Mutual

Alliance of Studio Em-
ployees (MASE), in es-
sence a company hiring
hall for craft workers and
technicians. It was nothing
more than a way to cir-
cumvent the theatrical
unions.

MASE added to the
difficulties already facing
1A workers in Hollywood.
In 1925, IA International
Representative Steve New-
man described the situa-
tion this way:

“Conditions here are
deplorable. We have more
men out of work than we
hawve had at any time since
we organized. MASE are
sending men out every
day into the studios . . .
MASE organization has
the support of bosses as
well as managers of
studios, and their repre-
sentative is allowed to go
into any lot at any time.
Their (MASE) men are
called first and retained
when our men are laid off
. . . Members of the Al-

liance have been ap-
proached by bosses on the
lots to sign a long term
contract with the com-
pany, but must agree to
stay on the job in case of
trouble and renounce their
union affiliation. When
they refuse, they are laid
off that night.”

To 1A members, this
was just another form of
the yellow dog contract:
join the company union or
lose vour job.



The Alliance Responds—
The Studio Basic
Agreement

n the face of such brutal

abuse, the Los Angeles

unions briefly put aside
their differences. The 1A
and Carpenters Local 1692
signed an agreement
restoring prop building
and miniature set work to
Local 37.

In 1926, the Alliance

signed new jurisdictional
agreements with the
IBEW, thus stopping cold
the producers’ “divide
and conquer” strategy—at
least temporarily.

Emerging from this new
solidarity was a develop-
ment which would become
the cornerstone of labor
relations in Hollywood—
the Studio Basic
Agreement.

The SBA came about
only after the Alliance and

the other unions threatened
to strike. The [A, with its
projectionists, had the
power to make such a
strike truly damaging,.

On November 29, 1926,
the producers and the
unions signed the first
Studio Basic Agreement—
not so much a contract but
a true agreement to
negotiate wages, benefits,
hours and working condi-
tions, as well as grievances.

It was a major break-

This crew nsed a camera mounted on @ car to fil an action scene in 1923°s The Ten Commandments.

through in Hollywood
labor relations—and just
in time. The talkies were
about to burst on the
scene, with a whole new
field of work opening up
to entertainment industry
workers.

i
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National Pictures and
RKO Pictures was formed
from a merger of RCA and
several other companies.
Fox moved to acquire a
large chain of theaters.
Loews and Famous Players-
Lasky (later Paramount)
maintained their promi-
nent positions in the
industry.

Wall Street speculators
were pumping money in
and out of Hollywood ata
rapid pace. The movie
executives themselves
were not above trading
their own companies”
stock to manipulate the
prices. They engaged in
all sorts of shenanigans to
keep stock prices high so
they could attract more
capital.

In part, they needed
this money to install sound
equipment in their theater
holdings. Estimates today
are that the installation of
this equipment would
eventually cost the indus-
try about 530 million.

All of this buying, selling
and merging of companies
would take its toll less
than a decade later, but
for now Hollywood was
booming,

The 1A, having achieved
the Studio Basic Agree-
ment, quickly re-estab-
lished camera and lab
technician locals which
had been so decimated in
the early 1920s.

In 1927, the Academy of
Motion Picture Arts and
Sciences was formed. At
first, it was little more
than a company union
composed of writers, ac-
tors, directors and direc-
tors of photography
(cameramen).

The Academy was an
attemnpt by the studios to
exert control over this
group of workers. It pro-
vided a way to stop the
spread of traditional
unionism among the “tal-
ent” groups, thus ensuring
that the studios, not the
workers, would determine
the level of wages and
salaries.

These actors, writers
and directors were among
the highest paid in the
industry, outside of the
studio executives. By pre-
empting them, the studios
hoped to keep them under
tight control.

The introduction of
sound created a box office
bonanza. In 1927, movie
attendance was estimated
at 60 million, By 1929, that
number had soared to 110
million.

But sound would bring
with it new challenges to
the Alliance jurisdiction.

The projectionists would
later play a crucial role in
assisting their brothers
and sisters in Hollywood

fr[Hn'rﬂn’R days f soumd, comera
operators fonend themseipes
working in padded, movable
boaths like this to keep the sound
of the camera from infruding on
the sceme,

An urban street sceve about to be
immortalized on film, as the
sound teclmicians in the truck go
aver last mirnute notes.




The first meeting of Local 31,

Kansas City, Missouri, was held
in a properly room of the Warder
Grand Opera House.

to meet the challenges
before them.

In the past, threats to
use a secondary boycott of
projectionists who would
refuse to show unfair films
were not always success-
ful. The IBEW had been all
too eager to send in their
members to replace any
projectionists who walked
out in protest.

But with the creation of
the Studio Basic Agree-
ment, labor relations in
Hollywood simmered
down. The threat of a
strike among projectionists
would become more of a
real weapon on the side of
Alliance members and not
just a hollow threat.

However, sound
brought with it other prob-
lems. The cost of sound
equipment and installation
took a toll on independent

Animation and Imagination

he early cartoonists were among the most innovative

and creative people working in movies. In fact, some

of the most remarkable advances in sound came through
animation, and most of these were produced by Walt
The first sound cartoon by Disney was Steamboat Willie, in
1923. The cartoon used Cinephone, the optical sound system,
and was remarkable for its integration of picture and sound.
Despite these achievements, for many years the cartoonists
waould battle the anti-union animosity of the studios, and
wiould find all their early efforts at organizing thwarted at
every turn, Finally, after a long struggle, Local 839 was
chartered in Hollywood and Local 841 was chartered in
New York. The screen cartoonists at last had union repre-
sentation as part of the [A.

#



Charlie Ruggles inspects a sound-
proof camera mounted on electri-
cally-powered equipnment that
enabled it to move easily,

A Super Simplex Project with
Tuype M Pedestal and H-C High
Intensity Lamp, According to its
specification, the Super Simplex
Projector could project both silent
films and sound films.

As shown here, the early musical
features used elaborate stage sels,
drawing from the skills of stage-
hands who crossed over to the
maoies.

theater owners, who re-
sponded by firing union
projectionists. In some
cities there were lockouts
which escalated into major
strikes.

As frustrations
mounted, some theaters
were bombed. Eleven
people in Los Angeles
were arrested, giving anti-
union forces in that city
another weapon in their
fight to destroy organized
labor.

The Two-Man Booth

t the same time, Al-

liance projectionists

were struggling to win
a work rule for a “two-man
booth.” Working with film
and projection equipment
was a dangerous job in
those days. The nitrate
film was highly flammable
and could be ignited by
even the smallest spark.
In addition, it emitted
noxious gases,

It was believed that an
extra man in the booth
would have two-fold bene-
fits: it would make it safer
for the workers and would
assure quality in the pro-
jection of films, especially
talking pictures.

There were two systems
for movie sound in 1928:
Vitaphone's disc-based
system which required
projectionists to handle
lots of equipment, all at
once; and Fox's sound-on-
film, which also required
someone to operate
faders.

No one knew yet which
system would ultimately
be adopted by the indus-
try, and the Alliance was
determined to protect the
jurisdiction of its projec-
tionists, no matter what.
Whatever system was
finally accepted should
and must be operated by
IA members and no one
else,

Pressure from theater
owners to keep only one
man in the booth led to an
extended period of dis-
putes, aggravated by de-

ining box office revenues.
Just as the Alliance was
intensifying its efforts on
behalf of projectionists, as
well as studio craft workers
in Hollywood, the stock
market collapsed and with
it the entire national
ECONOMY.
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Depression!

ith the stock market

crash of 1929 (head-

lined by Variety as
“Wall Street Lays An
Egg”), the bottom fell out
of the box office.

Unemployment soared
and theater attendance

lummeted. The movie

ouses were hurt, but the
legitimate theater suffered
EVen more.,

Some projectionist locals
responded by taking in
stagehands and re-training
them to become projec-
tionists. This was only a
temporary fix, however,
as the depression
deepened.

Union projectionists
who had worked at the
same theater for years
now found themselves
locked out at contract time,
as owners hired low-wage,
non-union projectionists
as replacements.

Projectionists working
for Loews and Publix
eventually made wage
concessions. Other locals
followed suit, with more
than 400 taking the cuts.

It was a brutal and diffi-
cult time. In cities where
union projectionists were
locked out, there was vio-
lence and attempts to dis-
rupt performances
through stink bombs and
other means.

The harsh responses of
the union projectionists
reflected the overall fear
and desperation of the
nation, as The Great De-
pression tightened its grip
on the economy and the
psyche of the people.

Unemployment in non-
manufacturning jobs soared
to more than 25 percent.
In manufacturing, that
figure was more than 50
percent. Half the nation’s
unemployed were concen-
trated in seven industrial
states: Massachusetts,

New York, New Jersey,
Pennsylvania, Ohio, 1I-
linois and California.

In just four years, the
total income of America’s
wage earners had been cut
nearly in half. Payroll in
the motion picture indus-
try had declined by nearly
two-thirds.

The Depression had a
direct impact on the inter-
nal politics of the Alliance
as well. When [nternational
President William Canavan
proposed further wage
cuts, his plan was rejected
by the locals, prompting
him to resign. He was

P
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International President William
C. Elliott of Cincinnati, at the
31st Biennial Comvention in
1932

replaced by William C.
Elliott of Cincinnati.

By May of 1932, more
than 300 theaters were
operating non-union,
compared with less than
100 just a few years
before.

For the workers in live
theatre, it was even
worse—estimates are that
as many as 10,000 out of

16,000 IA stagehands were
out of work during this
time.

A production photo from the 1929 film, The Virginian, starring Gary

Cooper (mownted on horseback), shows the difficulty in getting action

shots on location.

The IA and the New Deal

he election of Franklin

Delano Roosevelt at

the close of 1932
brought with ita Egmrn er
of hope that the charis-
matic and aristocratic new
president would succeed
in his promise to end the
Great Depression with a
“New Deal.”

That New Deal, how-
ever, did not begin well,
at least not for the Alliance.

Inauguration Day for
FDR was on March 4,
1933. That was also a Na-
tional Bank Holiday. Pres-
ident Roosevelt had hoped
the bank holiday would
slow down the avalanche
of bank withdrawals by
frightened depositors.

Theatre owners all over
the country saw this as
their opportunity to slash
wages and benefits, jus-
tifying their actions by
saying they were “cash
poor” because of bank
closings.

The Motion Picture
Producers and Distributors
of America (MFPDA) had
met in secret the night of
Roosevelt's inauguration
and agreed to impose

salary cuts of 25 percent to
50 percent for eight weeks.
e Studio Basic Agree-

ment was one week away
from iits renewal date when
all unionized craft workers
in the studios were asked

to take a 20 percent wage
cut. The unions voted
unanimously to reject the
wage cut.

IATSE Local 695 told
Varuety:

'Efr'l'nfi Studios took ad-
vantage of the bank situa-
tion, which climaxed their
financial difficulties, to
demand cuts; they also
took advantage of panic
among employes . . . sev-
eral majors close this time
of year anyhow, and
others are faced with the
impossibility of continuing
profitably under existing
contract costs. Therefore,
shutdown threat means
little to unions_”

Local 695 was right; the
studios normally closed
down in February and
March in order to reduce
their inventory of exposed
negative—the criterion
upon which they were
taxed by the state of
California.

Even after the banks
reopened, the producers
continued their ruthless
wage cuts and tactics of
economic intimidation.

As the April 1, 1933
issue of the Official Bulletin
putit:

“Ta listen to the pro-
longed wailing emanating
from the recent predica-
ment, one would be led to
believe that the bank clos-
ings were confined and
applied solely to the theat-



rical business to the exclu-
sion of all others . . . Itis
common knowledge that
the other various branches
of industry did not attempt
to make use of this oppor-
tunity by taking even tem-
porary relief.”

Some studios even em-
ployed “minute men,” as
they were called. These
were individuals hired by
the studios to observe
production activities and
report on people they
deemed inefficient or
UNNecessary.

These minute men were
hated by the crews, espe-
cially since many of them
were accountants and had
little or no understanding
of how movies were
made.

Still, even as producers
and theater owners were
trying to seize tighter con-
trol of their workers, laws
were being passed which
strengthened organized
labor.

In 1932, the Norris-La
Guardia Act was the first

in a series of laws that
gave labor unions legiti-
macy. The Act outlawed
yellow dog contracts and
other means that had been
emﬁlayed to bring workers
to their knees.

From these disputes
early in 1933, two other
unions emerged which
would have a powerful
impact on Hollywood: The
Screen Writers Guild and
the Screen Actors Guild.

In June, 1933, President
Roosevelt signed into law
another major piece of
legislation that would
affect workers in every
walk of life in the United
States—the National
Industrial Recovery Act,
creating the National
Recovery Administration
(NRA).

The NRRA's first mission
was the creation of a uni-
form system of codes to
cover all of industry in the
United States.

The Alliance ici=
pated in henringl:sling
many months on the crea-

tion of an industrial code
for the entertainment
industry.

Eventually, four different
codes were established:
® Code of Fair Competi-
tion for the Motion Picture
Industry;

#® Code of Fair Competi-
tion for the Legitimate Full
Length Dramatic and
Musical Theatrical
Industry;

® Code of Fair Competi-
tion for the Burlesque
Theatrical Industry;

® Code of Fair Com,

tion for the Motion Picture
Laboratory Industry.

The NRA did shorten
hours of workers in order
to spread the work around,
and it set the first mini-
mum wage level for
stagehands.

However, for [A projec-
tionists, conditions were
bleak. At hearings held by
the National Recovery
Administration, Alliance
officials testified that many
IA projectionists had been
replaced in the theaters

with non-union operators.

In addition, the movie
theater owners were at-
tempting to hide their
open shop policies by
setting up company
unions. In some cases, the
owners even paid the
dues of members in these
fake unions.

Finally, however, an
agreement was reached
which gave union projec-
tionists a full week's pay
for a maximum of 40 hours

week.

In the studios, craft
workers had gained shorter
hours for more pay per
hour, They finally estab-
lished standardized wages
and working conditions,
and there was Jess un-
employment. The studio
locals were strengthened
by these changes and
found they had more
members with paid-up
dues than before.

The Theatrical Legitimate Code
Hearing, meeting in the House
Office Building in 1333 to set
codes for the enfertainment
imdnesery.
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The Strike of 1933

n 1933, a jurisdictional

battle broke out be-

tween the Alliance and
the IBEW over sound en-
gineers. Once again, the
electricians were attempt-
ing to expand their influ-
ence intoan area the IATSE
believed was clearly ours.

Both the Alliance and
the IBEW appealed to the
Association of Motion
Picture Producers (AMPF)
for representation of the
sound engineers.

The producers refused
to take a stand; they cited
language in their contracts
which prevented them
from taking sides in a
jurisdictional dispute.

Things came to a head
on July 8, 1933, when [A
Local 695 called a strike
against Columbia Pictures,
seeking recognition and
an established wage scale.

About 400 courageous
IA members walked out of
the major studios that
afternoon. Their walk-out
was brief but they did
manage to halt production
on two features for a short
period of time.

Local 695 then sought
the right to bargain on
behalf of Columbia’s
sound technicians. The
studio refused.

On July 20, Local 695's
business manager issued
an ultimatum to all mem-
ber companies of the
AMPP—pay a standard-
ized wage scale or face a
strike. The AMPP again
refused.

On July 24, 1933, all
IATSE locals walked off
the eleven AMPP studios

in support of Local 695.

The studios’ response:
the Alliance had with-
drawn from the Studio
Basic Agreement by virtue
of their strike and because
they did not first take a
vote from the members of
the affected locals. Thus,
said the studios, they had
every right to hire
reg_l:.cements.

e IBEW was only too
eager to rush in and take
the jobs of their IATSE
brothers.

The producers, in turn,
began approaching specific
IATSE members with of-
fers of two-year individual
contracts without Alliance
representation.

The IBEW was also of-
fering contracts to striking
IA members in exchange
for deserting the Alliance.

Once again, as they had
in the past, the producers
took advantage of the
opportunity to set union
against union, brother
against brother.

And the IBEW mem-
bers—"chiselers,” as they
were called in those days—
had been waiting for just
such an opportunity.

“It was a bad time to call
a strike,” said one A mem-
ber who was a sound
editor in the studios at the
time.

He was referring to the
fact that many of the strike-
breakers had been out of
work for months. Even if
their consciences bothered
them a little, they were
too hungry to turn down
work.

And for the IA members
called out, it was an espe-
cially frightening time.
They knew they stood a
good chance of being per-
manently replaced.

They knew conditions
throughout the country
were not in their favor.
The producers were using
the New Deal as an excuse
to “keep operating at all
costs.” They declared it
their patriotic duty to do
whatever was necessary to

Paramount on Parade, a
feature starring Nancy Carroll,
was shot in California in 1930.
Tihtis photegraph shows how
demanding moviemaking had
become in a short period of time.
Moicgoers, as the producers
knetw, expected more authenticity
amd reality with each passing
year.

keep the studios running.
A secondary boycott
among projectionists was
initiated but it was not
likely to do much good,
since the Great Depression
had reduced the numbers
of union projectionists to
less than half of what they
had been. Here, too, the
IBEW was only too eager
to step into a booth left
empty by an IA projec-

Wikile director George Stevens
watches from belrind the camera,
Montgomery Clift and Shelley
Winters act out a scene from the
Paramount 1931 production, A
Place in the Sun.



tionist walking out in sup-
port of his Hnﬁywmd
brothers.

Nevertheless, solidarity
was high among the strik-
ers in Los Angeles. They
pledged mutual support
and encouragement—
right to the end.

Sadly, their courage
went unrewarded. The
Alliance did not prevail
against the ruthlessness of
the producers and the
IBEW,

Despite appeals to the
AFL Executive Board, a
lawsuit against the IBEW
and the nters, and
appeals directly to Presi-
dent Roosevelt, the Al-
liance lost its power
struggle in Hollywood.

The Studio Basic Agree-
ment was redrawn in
August, 1933. The daily
rate was reduced, and the

producers’ association
signed with the IBEW for

sound and electrical
work.

Grip and property work
was taken from IA Local
37 and given to the Car-
penters union.

The results were devas-
tatin%hsn just a few short
months, Local 695
dropped from several
hundred members to just
over 60.

Local 37 declined from
several thousand to
around 40. Estimates are
that the overall member-
ship of the Alliance in the
Hollywood studios
dropped from 9,000 to
just 200,

According to a report in
Variety at the time:

“Two months before the
strike, producers are said
to hawve had a tacit agree-
ment to fight the IATSE to

a finish regardless of the
cost and to break the
strength of the individual
and combined locals. The
IBEW claimed that the
AFL had granted them
jurisdiction over film
sound technicians, but the
AFL records from that
period offer no evidence
of such a ruling by the
AFL. The claim to legiti-
macy under AFL fiat was
nothing more than a ruse
aimed at covering up what
was surely yet another
“back room” deal worked
out between the unions—
in this case the IBEW and
the Carpenters—and the
producers.”

And all this despite a
ruling by the National
Labor Board that the
studios “take employees
back without prejudice,
strikers to be given prefer-

ence before new employ-
ees are taken on, and that
they may retain member-
ship in their organization.”

is ruling was not
enforced.

A letter in the September
20, 1933 issue of The Nation
gives a more accurate and
poignant picture of what
conditions were really like
in Hollywood then:

“The next morning the
men crowded outside the
studio gates. Just about a
hundred men, in most
cases the highly skilled
ones who could not be
replaced, were taken back.
The rest, close to four
thousand, were politely
told that the jobs were
filled—by union scabs.
But in the future, should
there be any openings,
they would be hired “with-
out prejudice,” providing
they joined the strike-
breaking unions. The
strike overnight became a
lockout. The men are help-
less . . .

“5o the New Deal has
come to Hollywood in the
form of unemployment to
men who have loyally
worked in the studios for
many years. The men are
bitter. Some pace the
streets in a daze. Rum-
blings are heard about
murder, beatings, and
sabotage . . . In the mean-
time, one of the strongest
unions in the country is
broken in body and spirit;
the men are locked out as
a result of the treachery of
a handful of cameramen,
the knavery of two unions
. . . and the great power
and influence of the
NRA.”

But the writer was
wrong; the worst was vet
to come for the [ATSE.
The great Alliance was to
face a threat and chal-
lenge—this time from
within—which would
nearly destroy it forever.
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The Browne/Bioff Era:

The IA’s Dark Years

ith the Hollywood

membership rolls

decimated, the U.S.
and Canada in the throes
of economic depression,
and the underworld crime
syndicate looking for new
opportunities in North
America, the mob set its
sights on organized labor.

Yet despite these threats
from within and without,
the IA rank and file mem-
bership remained true to
the highest traditions of
labor democracy. They
trusted in their ideals and
in their leaders.

Unfortunately, two men
alone were able to exploit
the fears and uncertainties
of the era and seize control
of the 1A for their own
personal benefit.

IA members had been
suffering from an over-
whelming sense of de-
spair, one shared by work-
ers all across the U.S. and
Canada who had been hit
so hard by the Depression.
On top of that, they had
been frustrated for vears
by the tactics of rival
unions who invaded the
IA's jurisdiction, and by
ruthless producers who
sought to keep wages and
benefits as low as possible.

Moreover, the disas-

trous 1933 strike shook the
Alliance to its core. The
outcome of the strike re-
sulted in more than just
the loss of thousands of
members. The leadership
of the |A was demoralized
and vulnerable.

Their weakness came at
a time when organized
labor as a whole was pre-
occupied in a larger strug-
gle between the American
Federation of Labor and
the Congress of Industrial
Organizations.

At the same time, the
Chicago crime syndicate,
frustrated by the end of
prohibition and the loss of
its lucrative bootlegging
franchises, was looking
for new rackets. In very
businesslike fashion, the
Capone “family” in par-
ticular was seeking to
diversify its interests. The
movie industry, with its
enormous cash resources,
was a prime target. And
the syndicate feit the best
way to gain some measure
of control in the industry
was through the ranks of
organized labor.

The syndicate was just
waiting for an opportunity
to infiltrate the Alliance,
and that came through the
moral failure of one man:
George Browne, Business

Agent of Local 2, who
later became International
President.

To the rank and file,
George Browne initially
appeared to offer a way
out of the terrible difficul-
ties facing the member-
ship. They placed their
hopes for a brighter future
in him, and they were
brutally double-crossed.

To most lA members of
today, George Browne
will forever remain an
enigmatic figure, a man
who betrayed his union
and himself. It is clear,
however, that George
Browne was never, in the
traditional sense, a true
“union man.”

In 1940, near the end of
his tenure, George Browne
was described by Jack
Gould, a writer with the
New York Times, in this
way:

“Mr. Browne can charm
you off your feet if he so
chooses, and is as alert as
they come. Among labor
union officials he is
unique, scorning all the
oratory . . . which in pub-
lic is the stock-in-trade of
some of them. He boasts a
rare sense of humor, even
if it works to his personal
disadvantage, and (he) is
not being fooled very
often. With newspaper
reporters he is a square-
shooter, and when he
gives them his word he
stands by it. At the mo-

ment, he is not a well man,
and living for the most
part on a diet of milk. At
one time he could drink
with the best of them, but
he is devoted now to an
imported beer. Much of
the year he passes in the
loneliness of a hotel
room.”

This was written just six
years after Browne was
elected president at the
1934 convention. Clearly,
his rise to power had not
brought him any happi-
ness or peace of mind.

The Browne era, so brief
and so damaging, began
in 1932, when Browne ran
against General President
William Elliot. He lost his
bid in 1932 because of
strong opposition from
Eastern locals, especially
Locals 1 and 306 in New
York. Though Browne did
not succeed in defeating
Elliot, the general belief
was that Elliot was still
vulnerable because of the
1933 strike.

At the same time,
Browne came to the atten-




This photograph toas taken i 1945, showing the film storage facilities of ] 9 9
that time. Millions of dollars worth of movies are still held in vaults like
these, auaiting shipmeit fo movie houses all across the country.

tion of a minor underworld
figure, William “Willie”
Bioff, who was associated
with the crime gang of
Frank Nitti, Al Capone’s
SUCCESSOT.

Through Bioff's influ-
ence, George Browne
would eventually become
involved with Nick Cir-
cella, one of Bioff's as-
sociates from the days of
Prohibition. Circella was
also a member of the
Capone crime syndicate,
under Frank Nitti.

In 1934, with Bioff's
guidance, Browne
emerged triumphant from
the Louisville, Kentucky
convention, as the IA's
new International
President.

Early in his first term,
Browne moved to consoli-
date his power. One of the
methods he used was the
“emergency” provision of
the [A constitution, using
it to seize control of 1A
locals in several cilies in
order to quell opposition
that began almost im-
mediately upon his elec-
tion as president.

Such tactics made it
difficult for locals to resist
Browne and Bioff. Despite
this intimidation, how-
ever, courageous [A rank
and file members, as well
as local union officers,
continued to fight the
Browne regime every step
of the way.

The Two Percent
Assessment

he Browne/Bioff agenda

was founded in greed,

and the most blatant
example of that greed was
the establishment—and
subsequent perversion—
of a two percent assess-
ment on the earnings of all
IA members to create a
defense fund which was
supposed to be for the
purpose of fighting un-
scrupulous employers.

Browne was given com-
plete control of the fund.
The assessment was about
560,000 a month, but no
real accounting of the
money was ever made.

It was this very defense
fund that would prove to
be such a bitter pill for the
locals that it would inspire
them to rise up against
Browne and Bioff.

While these locals were
not initially successful in
their struggle against the
Browne-Bioff regime, they
did stir up enough trouble
to create a growing public
awareness of the activities
of these corrupt leaders.

Outraged members filed
suit to gain an accounting
of the defense fund. The
suit itself failed, but it did
focus the spotlight of pub-
licity solidlf\::unngc};‘mrgg
Browne and especially on
Willie Bioff. They would
now find that they could
not act with impunity as

they had hoped.

The White Rats

pposition to the heavy-

handedness of Browne

and Bioff led to the
creation of a group of mili-
tant 1A studio workers
known as the White Rats.

The White Rats de-
manded a return of auton-
omy for Local 37, going so
far as to send a resolution
to the American Federa-
tion of Labor Executive
Board calling for an end to
some of the more devious
practices of Browne and
Bioff.

The White Rats also
wanted major internal
reform of the IATSE. The
pressure the White Rats
put on Browne and Bioff
was considerable, al-
though for some IA mem-
bers, the White Rats mili-
tancy was as alarming as
Browne's unaccountability.

In response to the law-
suit, the two percent as-
sessment was lifted in
December, 1937.

Browne himself travelled
to Los Angeles at the end
of the year, ostensibly to
poll Local 37 members to
see if they wanted local
autonomy back.

However, Browne made
it clear in Los Angeles that
anyone voting for local

autonomy would be con-
sidered disloyal to the [A.
And he also claimed that
the restoration of auton-
omy would mean the re-
turn of the open shop to
the studios.

Thus, at the 1938 con-
vention, Browne reported
that only 100 out of 10,000
1A members in Hollywood
had voted to restore au-
tonomy—a questionable
result,

Bioff did not emerge
unscathed from all this
struggle, however. In
early 1938, he was re-
moved as the [A's repre-
sentative in the studios.

The official photograph of dele-
gates o the 32nd Bienmial Con-
vention held in Louisuille,

Kentucky in 1934,




Labor's Gains

The Harder They Fall. . .

espite the immorality

of their top leadership,

IA members in Holly-
wood and elsewhere in
the country made consid-
erable gains in 1938,
thanks to passage of the
Fair Labor Standards Act.

The law brought what
organized labor had been
fighting for: a minimum
wage (25 cents an hour), a
44-hour work week with
eventual reduction to 40
hours a week in three
years, and paid overtime
at the rate of ime and a
half.

Studio workers and
stagehands for the most
part already made more
than the minimum wage,
so that portion of the law
did not affect them. What
would make a major dif-
ference for all workers was
the overtime provision.

Many studio workers
had contracts that called
for work weeks in excess
of 50 hours. If the industry
were forced to comply
with this law, the produc-
ers would have to scramble
to spread the work out or
end up unwillingly paying
what they viewed to be a
fortune in overtime.

By the end of 1938, the
studios had rearranged
the production schedules
to fit the 44-hour work
week.

n August, 1938 as infor-

mation leaked out about

his dealings, Willie
Bioff found himself testify-
ing before a grand jury
about various financial
matters. But his troubles
would not end there.

Former Screen Actors
Guild president Robert
Montgomery is said to
have hired at least one ex-
FBI agent to investigate
Willie Bioff, an investiga-
tion that would prove
embarrasging to him.

At the same time, the
MNational Labor Relations
Board had ordered an
election to determine who
would represent studio
workers—the Alliance ora
splinter group, the United
Studio Technicians Guild.
The final vote in that elec-
tion was 4,460 for IATSE,
and 1,967 for the USTG.
Clearly, despite the cloud
over the top leadership of
the Alliance, studio work-
ers knew which organiza-
tion would best represent
them in the ongoing strug-
gle with producers.

A 10 percent increase
for all LA workers and a
completely closed shop

were then negotiated.

In the meantime, Robert
Montgomery's investigator
had uncovered an embar-
rassing fact from Bioff's
past—an outstanding six-
month sentence for pan-
dering in Chicago in 1922.
Montgomery gave the
information to columnist
Westbrook Pegler, who
began a crusade against
Bioff.

Daily Variety joined the
crusade with daily attacks
on Bioff. Bioff was extra-
dited to Chicago, and
early in 1940 he was jailed
to serve his outstanding
sentence for pandering.

That sentence, however,
was only the beginning of
Bioff's difficulties. The
federal government now
claimed Bioff owed back
taxes of at least $80,000.

In light of these charges
against Browne and Bioff,
more and more [A mem-
bers began to rebel against
their tyranny, especially
against Bioff. This resist-
ance was heightened by
growing unemployment
in the studios throughout
1940,

The IA convention of
1940 was held in Louis-
ville, Kentucky—the city

Stagehands respond to their
lighting cues during a perform-
ance in bhe late 19305,

where Browne had first
come to power. On the
day Browne gave his key-
note address, federal au-
thorities were taking the
first in a series of steps
that would bring about
the downfall of these two
men who singlehandedly
brought the Alliance to
the brink of disaster.

The authorities were
hearing testimony from
Joseph Schenk, a producer
who had been closely
involved in Browne and
Bioff's dealings in
Hollywood.

On May 23, 1941,
Browne and Bioff were
indicted on charges of
labor racketeering. It
would take two years, but
eventually the entire ex-
tent of the syndicate’s
involvement in Hollywood
would be revealed.
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On Trial

he trial of Browne and

Bioff involved the most

famous and powerful
Hollywood moguls: Harry
Warner, Louis B. Mayer,
Nicholas Schenk, and the
producers’ labor repre-
sentative in Hollywood,
Pat Casey.

The trial revealed the
extent of corruption: over
51,000,000 in payoffs was
paid by producers to
Browne and Bioff (eventu-
ally funnelled to the Nitti
gang) during the six years
of their control. For IA
members, the trial also
painfully revealed the
degree to which their trust
had been violated. George
Browne was bitterly re-
pudiated by the Alliance
membership who, in the
beginning, had based

tor with Fox Film Corporation in 1934, inspects a reel of film.

their hopes for the future
on his leadership.

He was thrown off the
AFL Executive Council
and resigned in disgrace
as International President
of the Alliance.

Browne and Bioff were
convicted of extortion.
Browne received a sen-
tence of eight years; Bioff
‘was sentenced to 10 years.

The two men later
turned state’s evidence,
with their testimony even-
tually leading to the in-
dictment of nine members
of the Nitti syndicate,
eight of whom eventually
went to tral. Frank Nitti
‘himself was not available
to stand trial; a few hours
after being indicted, he
shot himself to death in
the Chicago suburb of
Riverside. The man who
was supposedly a crime
syndicate mastermind
died with $1.14 in his
pocket.

Many years later, Holly-
wood put its own twist on
the Frank Nitti story. In
the film, The Untouchables,
Kevin Costner as Elliott
Ness throws Frank Nitti
off the roof of a building in
reven%: for Nitti's murder
of his friend, played by
actor Sean Connery.

Browne himself testified
briefly at the trial of these
men, collapsing at the end
due to a stomach ulcer.
Bioff testified for nine
days, and enjoyed every
minute of it according to
contemporary accounts of
the trial.

His testimony resulted
in the conviction of the
eight defendants. Despite
the severity of their crimes,
most of the men managed
to negotiate their tax
liabilities and win early
parole. They all returned
to their old profession of
racketeering.

Browne and Bioff were
released after serving three
years. The IA Executive
Board had long ago de-
nounced Willie Bioff, say-
ing he “is not now and
never has been” a member
of the Alliance. The Board
said Browne had betrayed
his union and misled the
rank and file.

How could he have
been so successful? A
government brief written
at the time explains this
phenomenon in part:

“From the labor point of
view the IATSE had
created an enviable
labor record in the past
25 years with regard to
hours, wages and work-
ing conditions . . . it
was maintained and
even improved during
Browne's reign . . .
Factually, the record
shows that repeatedly
these confederates did
things to further the
legitimate aims of their
union in a manner ut-
terly inconsistent with
any theory that they
were acting to the detri-
ment of union members
. . . Raises and union
recognition were even
obtained by Bioff for
unions not a part of the
IATSE. . . evena de-
fense witness called to
contradict portions of
Bioff's testimony had to
observe that Bioff did a
good job for the IATSE.”

After their parole,
Browne and Bioff disap-
peared from sight. Bioff
settled in Phoenix,
Arizona, under the name
of William Nelson. On
November 4, 1955, he was
blown up by a bomb at-
tached to the starter of his
pick-up truck. The fate of
George Browne is
unknown.
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War: At Home and Abroad

ust as the winds of

war began to blow

across Europe once
more, the Hollywood
locals were to find them-
selves engaged in the
bloodiest conflict in their
history. The origins of the
conflict went back several
decades, to the 1920s and
even earlier when rival
unions attempted to en-
croach on the IA’s juris-
diction or raid its ranks.

The end of the painful
Browne-Bioff era unfortu-
nately did not mean peace
in the studios. Instead,
the stage was set for open
and protracted warfare
between the Alliance and
the Conference of Studio
Unions (CSU), led by Her-
bert Sorrell of the Painters
Union.

Sorrell has been por-
trayed as both a saint and
a villain, depending on
which side of the conflict
one stood. What is clear is
that he was a ruthless
enemy of the IA who felt
that any means justified
the end, so long as that
meant the end of the
Alliance.

Many vears later, Sorrell
made a very telling state-
ment when he talked about
the era of studio wars.
“You can't always pick
your friends,” he said. He
was referring to charges
that he and the CS5U were
heavily influenced by the
American Communist
Party.

Sorrell himself was not
able to successfully deny
his Communist affiliation,
although he tried in later
years to discount any con-
nection between him, the
CSU and the Communists.

The CSU itself was fresh
from its success in support
of the cartoonists at the
Disney studios. It next
began organizing drives to
bring under its jurisdiction
such diverse groups as the

Initernatiomal President Richard
Walsh brought a rew era of sta-
bility to the IA.

publicists, the office em-
ployees and the set decora-
tors. The CSU had already
claimed the costume de-
signers and the scenic
artists.

In 1945, IA propertymen
were supervised by CSU
set decorators, but many
LA propertymen also held
decorator’s cards. The [A
claimed full jurisdiction
over the set decorators.
The.Painters Union de-
manded that the industry
recognize the CSU as the
collective bargaining agent
for set decorators under
the Studio Basic Agree-
ment. This situation would
bring all-out war between
the 1A and the CSU.

The Walsh Legacy...

hen Richard Walsh

became International

President, our Al-
liance was under a dark
cloud of scandal. In the
years that fellowed, he
would not only overcome
that negative image, but
would build the IA into a
highly respected force in
labor circles. His philoso-
phy is summed up in
words he spoke in 1943:
“The struggle or our Interna-
tiomal will never end. We
must go on and on striving
for human betterments, for
increases, for improvements
in working conditions
through the medium of our
Organization. The glories of
the past achievements of our
Alliance should be an inspira-
tion to all of us in strengthen-
ing the bonds of fraternal and
International brotherhood, so
that our future hopes may be
realized.”




The Struggle For Peace
And Prosperity

ichard F. Walsh, Third

Vice-President of the

Alliance, and Presi-
dent and Business Agent
of Local 4 (Brooklyn, New
York), was elected Inter-
national President of the
IATSE on the day after
George Browne resigned
from office

President Walsh was

only 41 years old. He was
one of the youngest presi-
dents of an international
union in the American
Federation of Labor. And
he inherited an organiza-
tion that was stunned by
the betrayal of George
Browne.

{foe action an
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A film editor inspects film at
Warner Brothers studios.

He also inherited re-
sponsibility for a Holly-
wood situation that was
about to erupt into bloody
fighting. It was a heavy
burden for a man so
young, and it would re-
quire every ounce of moral
strength and courage he
had to resist the forces
that were arrayed against
our Alliance.

President Walsh won
his first full term as Inter-
national President in 1942,
At that convention,
changes to the Alliance
constitution were ap-
proved that put the presi-
dent’s term of office back
to two years instead of the
four that had existed under
Browne.

Walsh also opened the
books and records of the
Alliance to the bright light
of examination so as to
remove the suspicion of
subterfuge that was
Browne's legacy. He de-
clared that under his ad-
ministration, the IA would
operate from then onin a
“fishbowl.”

President Walsh was
now ready to face the
challenge of the post-war
?eriod, He was also con-

ronted with a formidable
and powerful foe in Holly-
wood, the Conference of
Studio Unions, which was
openly challenging the
jurisdiction of the [A in
the studios.

In the vacuum left by
the removal of Bioff, Her-
bert Sorrell of the CSU
strived to become a domi-
nant personality in Holly-
wood. He was attempting
to build up the CSU rolls
by recruiting workers
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anywhere he could. This
inevitably led to conflict
with the Alliance.

If our Alliance was to
retain supremacy in Holly-
wood—and thus in the
entertainment industry as
a whole—it would have to
defend itself against at-
tempts by the CSU to in-
vade its rightful
jurisdiction.

The dispute over set
decorators involved only
77 individuals. It was a
minor jurisdictional argu-
ment that mushroomed
into a long, violent strug-
gle involving thousands of

workers. It must be re-
membered that these
struggles took place in a
city that had a long history
of antagonism and hatred
of unions. Civic and busi-
ness leaders almost
seemed to welcome any
internal labor unrest, espe-
cially if it helped to dis-
credit the American trade
union movement.

When the Painters
Union demanded recogni-
tion as bargaining agent
for the set decorators, the
1A called for an election

under the auspices of the
NLEB.

In response, on October
5, 1944, the CSU unions
began a strike against the
major studios to force
recognition of the set
decorators. The War Labor
Board ordered the strikers
back to work while a deci-
sion was being made re-
garding the set decorators
dispute.

The Painters Union—
Local 1421—filed a strike
notice, in keeping with
existing law, and then
after a 30-day “cooling
off” period, voted over-
whelmingly to strike—not
a legitimate economic
strike.

The strike began March
12, 1945. Because the CSU
strike was a jurisdictional
strike against the A, the
vast majority of LA mem-
bers crossed the picket
lines, along with members
of SAG, the Screen Writers
Guild and the Screen Di-
rectors Guild. The striking
CSU members attempted
by physical force to pre-
vent the non-strikers from
working. It was a bitter
time.

President Walsh sent in
a new representative to
Hollywood, Roy Brewer,
who became a powerful
force in West Coast labor
relations.

In the early post-war
period, just as the Cold
War itself was getting
underway, there was a
strong undercurrent of
fear in the United States
regarding the “Red
Menace.” This fear per-
meated the debate over
the Hollywood strike,
since many suspected that
Communists were fanning
the fires of animosity be-
tween the Alliance and
the CSU.

An NLRB election was
finally held, but virtually
every ballot was disputed,
resulting in a further delay
on the issue of who was to
represent those 77 set
decorators. A three-man



NLRB board set up to
decide the matter was
unable to do so.

The strike dragged on,
with the press now virtu-
ally ignoring it altogether.
The strikers became in-
creasingly desperate. On
October 5, 1945, mass
picket lines were set up at
Warner Brothers Studios.
The event became known
as “Bloody Friday.”

Variety described the
SCene:

“Strikers and studio
Eglice lined up for battle

fore sunup Friday
momning and the skir-
mishing began when
non-strikers reported
for work at six o'clock
and tried to pass the
picket line. Strikers
deployed from their
barricades, halted the
non-strikers and rolled
three automobiles over
on their sides. By noon
reinforcements arrived
for both sides. Squads
of police arrived from
Glendale and Los
Angeles to aid the Bur-
bank cops, while the
strikers increased to
about 1,000, led by Herb
Sorrell . . . When more
non-strikers attempted
to crash the gate, there
was a general melee in
which various imple-
ments of war were used,
including tear gas
bombs, fire hoses,
knuckles, clubs, brick-
bats, and beer bottles.
After two hours of strife,
300 police and deputy
sheriffs dispersed the
pickets and counted
about 40 casualties,
none serious.”

It was an ugly scene
that did nothing to help
the image of organized
labor throughout the
nation.

The pickets returned to
the battlefield the next
day, this time armed with

Wagon Wheels are given authen-
ticity through the application of
“cobwebs. ™

an injunction from a
Superior Court judge that
barred the police from
interfering with the strike.

Warner Brothers got its
own injunction limiting
the number of pickets to
no more than three ata
gate.

The following week, the
violence again broke out
at Warner’s. This time
everyone came armed
with some sort of weapon.
Thirty-nine people were
injured.

Many Warner's workers
who had managed to get
through the picket lines
stayed inside the studio
that night. Others were
brought in during the
middle of the night. The
violence continued
throughout the week,
although not so brutally as
in the first days.

On October 11, 300 pick-
ets were arrested and jailed

for violent conduct on the
picket line, the public had
lost its apathy rdin
the strike, ahdl;ei'lg:re wags
increasing pressure to
settle matters.

The NLRB was finally
forced to make a decision:
Who would represent the
set decorators, the CSU or
the IA? The NLRB decided
that votes of both the
strikers and their replace-
ments would be counted.
The vote was 55 to 45 in
favor of the CSU.

Despite this vote,
neither the strike nor the
violence ended. There
were still the other juris-
dictional arguments that
had grown out of the
conflict.

After six months of
struggle, a meeting in
Cincinnati was called be-
tween the producers and
the unions. While they
were meeting, the mass

picketing and violence
spread to several other
large studios, including
RKQ, Paramount and
Republic.

A settlement of sorts
was reached in Cincinnati.
The strike would end and
a 30-day period of negotia-
tions would be held on all
jurisdictional issues. All
strikers would return to
their former jobs and re-
placements would be
given 60 days severance
pay. Those matters not
settled during the 30-day
period would be worked
out by a three-member
committee drawn from the
AFL Executive Council.

The committee awarded
set erection to IA Local 80,
basing that decision
mainly on a 1925 settle-
ment between the 1A and
the Carpenters that led to
the Studio Basic
Agreement.



The Last Great Struggle

n January, 1946, mem-

bers of Carpenters Local

946 staged sit-ins at
Universal and Columbia
to protest the AFL com-
mittee’s decision. Pres-
sured by “Big Bill” Hutche-
son of the powerful
Carpenters Union, AFL
President William Green
then issued a statement
calling for a “clarification”
of the committee’s
decision.

Carpenters’ Local 946
then joined the CSU, sub-
stantially increasing the
number of members in the
Conference. The produc-
ers were given an ulti-
matum: increase pay and
adjust hours to provide
work for returning vet-
erans or face a major
strike.

Negotiations quickly
broke down. A short time
later, fights over the vari-
ous jurisdictional prob-
lems—TFainters and Car-
penters versus LA grips,
for example—were leading
to layoffs of hundreds of
workers.

Finally, in the summer
of 1946, CSU members
walked off the job. At this
point, an agreement,
known as the “Treaty of
Beverly Hills,” was
reached in which the strik-
ers returned to work and
all workers received a 25
percent wage increase and
a 36-hour work week.

President Walsh's Struggle

ince assuming leader-

ship of the Alliance,

President Walsh had
been confronted with one
major crisis after another.

He knew better than
anyone that the [A was in
a fight for its very life, and
he was ready to 'Eht with
every weapon he had to
ensure the survival of the
union he loved. He en-
dured personal attacks
from his enemies because
he understood them. He
was frustrated that the
Alliance was still being
dogged by the memory of
Browne and Bioff. He also
devoutly believed that
there was a serious threat
to the Alliance—and to
the nation—from
communism.

Like many of his con-
temporaries, he was realiz-
ing that the end of World
War II had not brought
the peace and security
hoped for by Americans
and Canadians alike.

President Walsh also
knew that the Congress of
Industrial Organizations
(CIO) had initially wel-
comed the support of
Communists in the 1930s
(the CIO later moved to
purge its ranks of Com-
munists). In short, he and
other labor leaders and
politicians were frightened
by the spread of Com-
munism throughout the
Eastern Bloc of Europe
and were concerned about
what they viewed as a
very real threat to Ameri-
can security.

These were tense and
emotional days for the
nation and the world, and
that mood was certainly
reflected in the labor war-
fare in Hollywood.

The wardrobe department of 20th Century-Fox in the mid-forties. The
wardrobe specialists made thousands of costumes, complete with acces-

sories, for all kinds of movies. Some of their work, as is true today, estab-
lished fashion trends that swept the mation,

The Death of the CSU

tlong last, the AFL

three-man committee

on jurisdictional dis-
putes in Hollywood issued
its “clarification” of the set
erection issue.

Apparently, the clarifi-

cation awarded construc-
tion to the Carpenters and
assembly to the IA. In
esgence, the clarification
reversed in part the 1945
ruling that supported the
IA’s position. Sub-
sequently, under continu-
ing pressure by the Car-
penters Union, the three-
man AFL committee is-
sued an “interpretation”
of the “clarification,”
which further eroded the

1945 award to the [A.

President Walsh's re-
sponse was strong: he
declared the committee
had no legal right to issue
any such interpretation of
the clarification altering
the substance and intent
of the 1945 ruling. He
therefore refused to with-
draw the 1A carpenters
from the studios.

CSU carpenters re-
sponded with a strike.
The producers backed the
Alliance. It was the influ-
ence of Roy Brewer and
President Walsh that per-
suaded the producers to
support the IA in the
matter.

By now all of the studio
workers were sick of the
conflict and were desper-
ate to do whatever it took



to settle matters once and
for all.

They also knew that the
producers had an enor-
mous backlog of films
they could release in the
event of a protracted
strike. It was clearly a
situation in which some
workers, on one side or
the other, were going to
lose. President Walsh was
determined it would not
be IA members who came
up short.

And once again, this
was a strike marred by
violence on both sides.
More people were sent to
the hospital and tensions
increased by the hour.
The public and other in-

dustry workers were grow-
ing tired of this intermina-
ble fighting. SAG Presi-
dent Robert Montgomery
reflected the mood in
Hollywood when he said:

“Strikers and non-strikers
are not fighting over a
question of wages and
hours. They are fighting
because two interna-
tional presidents of AFL
unions cannot agree on
. which union should
have jurisdiction over
350 jobs. The livelihood
of 30,000 American
workers, all members of
the AFL, is endangered
and an entire industry
has been thrown into
chaos and confusion.”

It was impossible to
explain to those not di-
rectly involved just how
critical a victory in this
struggle would be. From
the outside it looked like a
nasty, pointless struggle
over an issue that should
have been settled years
before.

The American Federa-
tion of Labor, which had
not been successful in
settling the dispute, gave
the 1A 60 days to obey the
“clarification.” However,
the Alliance held its
ground, and the strike
dragged on throughout
1947.

Litigation in the courts
was extensive. The Car-
penters Union, supported
by the C5U, brought one
suit after another trying to
oust the [A from the
studios. Without excep-
tion, each suit was dis-
missed and on appeal the
rulings were upheld.

The producers eventu-

ally replaced virtually all
of the striking workers,
and the Conference of
Studio Unions began to
disintegrate. At the end of
1947, Herb Sorrell’s own
local, Painters 644, voted
to allow its members to
cross the picket lines.
Painters who returned to
the studios joined 1A set
painters Local 729,

The picket lines began
to shrink, and by the end
of 1948 the CSU was gone.
The Alliance was now the
dominant entertainment
industry in Hollywood
and throughout the U.S,
and Canada.

It was time to concen-
trate on the new challenges
ahead, not the least of
which was the advent of
television.

The lowg eva of furisdictional dis-
prtes and picke! lines ended once
and for all in 1948, with the defent

and disintegration of the CSLU.
S
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Television

ow that the studio

wars were over and

our Alliance had
emerged triumphant, the
entertainment industry
moved into a new period
of peace and stability.

Yet, despite the security
that now existed for LA
members in the studios,
the last half of the 20th
century would pose new
challenges none of our [A
forefathers could ever
have imagined.

Technology was about
to revolutionize our indus-
try as never before.

There had already been
many technological
achievements by [A mem-
bers all during the history
of the Alliance. IA mem-
bers were inventive and
resourceful, and were in
many ways responsible
for tla:e ady\:'sances in
cinematography, sound
and special effects that
made the movie business
so lucrative for the studios.

Likewise, stagehands in
New York, Boston, Wash-
ington, Chicago, Toronto,
and in cities large and
small all across the U.5.
and Canada had helped
expand the horizons of
live theatre far beyond its
conventional bounds.

But the introduction of
television would have a
profound impact on the
entertainment world,
transforming the industry
and providing new jobs
for some LA members
while it jeopardized the
livelihood of others.

Many old-line IA mem-
bers resisted the upstart
television industry, believ-
ing TV was a gimmick that
m%lldn't last and certainly
couldn’t replace movies or
the legitimate theatre.

For other LA members,
especially stagehands in
New York, television
meant more regular work,
especially in the days of

live telecasts when theatri-
cal workers were called in
to help build and change
sets, operate lights and do
all the traditional things
they did in the theatre,
only on a much smaller
scale.

The crossover between
legitimate theatre and live
television was a natural for
many Alliance members.

The movie studios were
fascinated by the possi-
bilities of television as
well. Movie companies
such as Paramount either
owned or had financial

A 1930 photograph showing the
camern, phonograph turnfable,
and the transmilter that was the
first television operation.

interests in some of the
early television companies.
Other studios were
experimenting with theat-
rical television systems. LA
projectionists were the
logical technicians to oper-
ate this equipment. In
1949, there were television
systems set up in many
theaters around the coun-

try, including the Fabian-
Fox in Brooklyn, the Com-
erford West Side Theater
in Scranton, Pennsylvania,
and the Pilgrim Theater in
Boston.

In these theaters, cus-
tomers were able to watch
live television transmis-
sions of the World Series
and similar “big events.”



The picture projected by
theater television was 15
to 20 feet high. President
Walsh himself appeared
on one of the earliest tele-
casts of Tonight on Broad-
way.

The Alliance was one of
the sponsors of this show.
When he appeared on the
show on October 2, 1949,
President Walsh told
viewers: “You know,
ladies and gentlemen,
right here on Broadway is
the world's greatest enter-
tainment, and this pro-
gram makes it possible for
us to show some of it to
you. We hope that seeing
a bit of Broadway each
Sunday night on television
will make you want to see
more—in the theater.”

However, despite shows
like Tonight on Broadivay,
the real push for television
was not coming from the
live theatre or from the
movies, but from radio. A
subsidiary of RCA—
NBC—along with CBS
were the first major com-
petitors in the fledgling
industry.

By the end of 1946, there
were 50 television stations
in the United States. By
the late 1940s, the number
of households with televi-
sion sets increased at an
annual rate of 1,000 per-
cent! By 1948, a million
television sets had been
sold.

In 1947, the Federal
Communications Com-
mission put a freeze on
licenses for television sta-
tions, thus slowing down
the boom in TV. However,
when the FCC lifted the
freeze in 1952, expansion
of television immediately
took off like a rocket.

This increase in televi-
sion watching did have an
undeniable impact on the
movie industry. Box office
revenues declined by
about 23 percent between
1946 and 1956. Profits
were cut even more, with
the 10 largest studios see-
ing their profits drop from
$122,000,000 in 1946 to
$30,000,000 in just three
years. The golden years of

Behind Your Radio Dial nas a
S0-minute motion p.i::n ré pro-
duced for NBC by RKO Pathe,
Inc, in 1949, This scene shows
the inside of a television studio,

Hollywood were over—at
least for now.

The IA’s main competi-
tion in organizing workers
in the television industry
came from the Electrical
Workers and from a new,
unaffiliated union, the
National Association of
Broadcasting Engineers
and Technicians.

IA work in television
came through two distinet
areas, live productions at
networks and film produc-
tion in Hollywood.

Because the industry
was s0 young and had not
vet achieved the recogni-
tion and dominance it
would later exert in the
entertainment industry,
wage scales for production
jobs in TV were lower
than in other crafts.

In the early years, pro-
ductions were broadcast

live across the country.
For LA stagehands, it was
stagecraft transplanted to
a TV studio. Networks
hired stagehands as well
as carpenters, electricians,
scenic artists, wardrobe
workers, make-up artists,
hairstylists and other
skilled theatrical techni-
cians to fill these jobs in
television.

While the pay was low,
the work was steady—a
fact that was very impor-
tant to theatrical workers
during this time.

DuMont Television
Studios in New York was
a prime organizing target
for rival unions as well as
our Alliance. Organizing

A model poses for a test by NBC
of a first-generation lconoscope
camera in @ 1934 television
experiment.
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drives undertaken at this
studio—then the largest in
the country—caused the
Mational Labor Relations
Board to order an election
to determine which union
would represent these
waorkers.

President Walsh saw
this as an important battle
for the IA, one that our
Alliance had to win.

The IATSE triumphed
and Local 794 was char-
tered. In 1945, a five-year
contract was entered into
between that local and
DuMont covering all of its
engineers in New York.
Camera operators (who at
that time were all women)
got a whopping increase
in their weekly pay from
550 to §75.

This victory led to other
successful efforts later in
Washington, D.C. and
Pittsburgh when TV sta-
tions began operation in
those cities.

As our Alliance began to
fight for better wages, the
major networks began to
do what their theatrical

.' 4
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counterparts had done so
many years ago. They
began to recycle sets,
props, and costumes as a
way to save money, cut-
ting jobs and working
hours in the process.

The networks also began
to rely on filmed programs
throughout the early
1950s, transferring the
focus from live produc-
tions in New York to film
production in California.

On the West Coast, it
was a replay of what oc-
curred in the early years of
live television in New
York. IA members secured
jobs in television but only
if they were willing to
accept lower wages and
conditions.

In the early days of film
production for TV (in the
late 1940s), the production
companies found it very
difficult to make any
money on their projects.
To cut costs, they turned
to 16mm film, rather than
the 35mm film used in
movies.

1A agreements did not
cover 16mm productions,
so many of the TV produc-

A technicians like those on this
set worked hard to meet the
growing demands of television.

ers operated without
union contracts. In order
to win agreements, 1A
locals signed contracts
that allowed lower wage
scales and smaller crews.
It was an ongoing struggle
on every side for the first
several years of TV pro-
duction in Hollywood.
Film production for
television did not become
widespread until the early
1950s, when the number
of television outlets had
risen dramatically, New
opportunities for advertis-
ers brought more revenue
to the networks, allowing
for increased production,
As the demand in-
creased, some of the Hol-
lywood studios saw an
opportunity to expand
into telefilm production.
Universal, Republic and
Monogram all began tele-
vision film production
during these years.
These studios already had
strong relationships with
the Alliance, thus organiz-
ing efforts in this area
were considerably easier.
Nevertheless, things did

not always go smoothly.

In February, 1952, 1A
workers went on strike for
an hour at four of the ten
major producers: Ziv,
Crosby, Wisbar and Screen
Televideo. All ten produc-
ers then signed a contract
that was equal to that
enjoyed by 1A members
working in theatrical
movie production.

This was a major break-
through for our Alliance.
By the summer of 1952,
one quarter of the JA
membership in Hollywood
was employed in television
film production.

The IA remained strong
in both New York and
Hollywood because net-
work producers knew that
the Alliance could supply
the skilled manpower
needed to produce quality
television films and
programs.

But as the focus of tele-
vision production shifted
from New York to Holly-
wood, IA members on the
East Coast found it difficult
to obtain adequate wage
scales and conditions.




The Decline of
Theater Television

hat had once seemed

such a promising

arena for [A projec-
tionists—theater televi-
sion—began to decline
after 1952,

President Walsh had
hoped that theater televi-
sion would dominate the
new industry, giving work
to IA members in virtually
every segment of the over-
all entertainment industry.
He believed the public
would welcome the oppor-
tunity to view live sporting
events, televised news
and entertainment shows
on the large screens found
only in movie theaters.

The major motion picture
companies also promoted
theater television, and
they were happy to nego-
tiate contracts with projec-
tionist locals they already
knew so well.

But the post-war public
preferred to stay home
and watch the tiny, black
and white screens in their

living rooms, instead of
spending money on theater
television.

With the decline of
theater television, the
Alliance knew that it was
essential to expand juris-
diction into the television
stations themselves. Un-
fortunately, the studio
wars of the 1940s and
struggles brought about
by the Taft-Hartley Act
sapped the attention and
strength of the Alliance.
Thus, the LA came late to
the game of organizing
television stations.

The 1A’s long history of
association with motion
picture companies would
prove very useful in this
new organizing effort.

In 1947, the IA won
jurisdiction over all craft
and technical workers at
Paramount's television
station in Los Angeles,
KTLA. In Chicago, the
Alliance won similar juris-
diction at Paramount’s
WBKB.

Chicago locals also won
contracts at WGN-TV, and
in Philadelphia contracts
were signed with WPTZ
and WFIL.

Organizing efforts were
not always so easy, how-
ever, since many television
stations grew out of radio
stations, where both the
IBEW and NABET had
strong bargaining relation-
ships and thus enjoyed a
distinct advantage.

Although some stage-
hands had worked in
radio, it was not significant
enough to affect the ad-
vantage the other unions
possessed.

The Alliance faced enor-
mous obstacles. In 1950,
President Walsh acknowl-
edged the organizing diffi-
culties when he said that

Helen Hayes participated in
NBC's first field test of 441-line
television using the [conoscope
camera, in 1937,

The set of a TV studio at the
Canadian Broadeasting Corpora-
tom in Montreal.

“whoever has a majority
of the workers in any sta-
tion may get the bargain-
ing rights for its entire
technical staff, including
the projectionists.” The
IBEW and NABET usually
were the unions in the
majority.

The 1A had success in
winning representation of
electricians, lighting direc-
tors, prop workers, car-
penters, wardrobe person-
nel, make-up artists and
hairstylists, teleprompter
operators and sound ef-
fects technicians.

The technical demands
of television also made
organizing difficult, as [A
members struggled to get
the training they needed
to win some of the better
jobs in television.

The creation of broad-
cast locals within our Al-
liance eased some of the
organizing problems faced
by the IA. When the op-
portunity came to seek
representation of all the
technical workers ata
television station, the 1A
would bring these workers
together as locals of Tele-
vision Broadcasting Studio
Employes.

President Walsh also
established a Radio and

Television Department
within the Alliance that
had the authority to create
new broadcast units
separate from existing [A
locals. He knew this was
necessary, since industrial
organizing was the only
way to successfully repre-
sent these workers. The
IA had already lost several
representation elections to
the traditional broadcast-
ing unions, and President
Walsh rightly believed
that the Alliance had to
become more realistic and
resourceful.

However, organizing
was never easy, especially
under the restrictive, anti-
union Taft-Hartley Act.

The history of television
is one dominated by rapid
technological advances.
The de»%ﬂpmeﬂt of video-
tape had a major impact
on organizing efforts. In
1964, President Walsh
signed an agreement with
the Association of Motion
Ficture Producers and the
Alliance of Television Film
Producers (later merged as
the Association of Motion
Picture and Television
Producers) that covered
videotape productions.

0



The Impact Of TV News

n important part of
television operations
from its very inception
involved the gathering of
news in the field by crews
consisting of camera per-
sons, sound engineers
and electricians.

These crews recorded
material on film and since
1A members had been
performing these func-
tions over the course of
many years, the television
networks and stations
readily recognized the
value of employing 1A
members in this function.

As a result, contracts
were negotiated with the
three major television
networks—ABC, CBS and
NBC—and with many
other television stations
covering the news film
crews. These contracts
provided substantial em-
ployment for JA members
at favorable rates of pay
and desirable working
conditions.

However, as a result of
technological advance, vid-
eotape came into being as a
medium upon which pic-
ture and sound could be
recorded simultaneously.

Videotape, although
lacking some of the high
definition qualities of film,
offered the distinct advan-
tage that it did not require
the costly development
process that was necessary
for film and, moreover,
videotape allowed trans-
mission of picture and
sound from the field di-
rectly to a television sta-
tion, and from there direct
to the public over the air-
waves. This allowed for
the instantaneous broad-
cast of news events.

The controversy over
who would represent the

Television news transformed the
social fabric of America with its
coterage inn Vietnam, This was
an ABC-TV crew covering the
war in that country.

operators of the video
cameras in the field was
intense. Although the
IATSE argued that the
news film crews possessed
the know-how and experi-
ence to cover news in the
field and should therefore
be awarded the jurisdic-
tion over the so-called
ENG function (electronic
news gathering), the net-
works awarded the work
to the engineering
unions—IBEW or NABET.
Litigation resulted,
but for the most part the
award of jurisdiction by
the networks was upheld
by the National Labor
Relations Board, by arbi-
trators, by the courts in
some instances, and by

the impartial umpire under

Article 20 of the AFL-CIO
Constitution.

The end result was that
the engineering unions by
and large took over the
function of gathering news
in the field by means of
electronic cameras using
videotape. Many of the IA
members who had done
this work in the past were
required to become mem-
bers of IBEW or NABET in
order to continue in the
employ of the networks.

The IA position that
work “function” should
prevail over the “tool”
being used did not survive
the network award of the
jurisdiction to the en-
gineering unions.

6

“And Now,
In Living Color...”

y 1953, black and

white television was a

multi-billion dollar
industry. TV was here to
stay.

Then, just when the
public had become accus-
tomed to the flickering
screen in their living
rooms, color burst onto
the scene.

On December 17, 1953,
the Federal Communica-
tions Commission ap-
proved the standards that
would apply to color tele-
vision broadcasting. That
momentous decision had
not come without long




from rugs lo pictures to books.

years of effort and
struggle.

The origins of color
television go back to 1930,
when RCA (Radio Cor-
poration of America)
began researching the
possibility of transmitting
and receiving color images.

In 1940, RCA demon-
strated an electronic and
optical color TV receiver to
the FCC, and in 1941, the
National Broadcasting
Corporation (NBC) had
achieved the first success-
ful color telecasts with
experimental transmis-
sions from the Empire
State Building in New
York. In 1947, color TV
was demonstrated on a
ten-foot theater screen.

By 1950, RCA had
developed a high-defini-
tion, all-electronic color
TV system that was com-
patible with existing black
and white TV. The color
transmissions could be
received in black and white
by black and white TVs.

-1 ‘.".iil.

An overhead view of a television sef shows remarkable attention fo detail,

The images on the set
would be superior to the
normal picture viewers
would see.

That same year, how-
ever, the FCC approved
color TV standards for
commercial use that,
unlike RCA's, were in-
compatible with black
and white television. For
viewers, this would mean
having to choose between
receiving only color trans-
missions or only black
and white transmissions—
but not both on the same
TV set unless they invested
in an adaptor. And such
an adaptor would only re-
broadcast the color picture
in black and white.

. RCA had already spent
millions of dollars and
many decades on the de-
velopment of color televi-
sion that suddenly was
rendered commercially

unfeasible by the FCC's
decision.

The incompatible color
system was not a commer-
cial success. Then came
the December 17 decision
by the FCC approving the
compatible color TV sys-
tem developed by RCA.

By the end of the first
full year of color television,
color programs had become
available to an estimated
75 percent of all American
households.

A studio in Radio City
was devoted entirely to
color programming. The
Colonial Theatre was
leased and remodeled as a
studio for major color
productions at a cost of
nearly $1.5 million.

IA members on the job
received extensive training
in color techniques—
everyone from property-
men to engineers.

The problem was getting
manufacturers to produce
color TV sets, retailers
to sell the new sets

instead of existing black
and white models, and
servicemen trained to
repair the sets.

The public also was
largely unaware of color
TV in its early days. A
research study made three
years after the introduction
of color TV revealed that
only one person in four
had ever seen a color
program.

RCA and NBC under-
took a massive publicity
campaign, first in Mil-
waukee and later through-
out the country, to bring
color television into the
public’s conciousness.

The concept of “prime
time" was born, with the
color broadcast schedule
aligned with the hours
when public viewing was
highest.

By 1959, the break-even
point was reached in color
broadcasting. Sales of
color television sets were
up, and manufacturers
were starting to earn
profits.

In 1960, seven years
after the FCC's December
17 decision, color tele-
vision was a $100 million a
vear industry. By 1965,
three other networks were
broadcasting in color, with
maore than 3 million color
sets in use.

TV has affected our lives
in many ways. From
watching the first presi-
dential debate between
Richard Nixon and John
Kennedy to the first Super-
bowl game, from the flight
of John Glenn to the first
moon landing, from
Playhouse 90 to Roots, tele-
vision is a part of our iden-
tity. We can’t imagine life
without it.

" IAImem?ers and their
amilies who grew up in
the Fifties angjeixl'i.esp
would immediately re-
member those early days
of color television, upon
hearing an announcer say,
“And now, in living
color . . "

0
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0! Canada!

hile LA members in

Hollywood were

struggling through
the studio wars, and 1A
projectionists were fight-
ing for such rights as two
men in the booth, A mem-
bers in Canada were
slowly building an enter-
tainment industry that
was to be marked by
steady growth and stable
labor relations.

The Alliance became an
international organization
in 1899, with the inclusion
of Local 56 in Montreal
and Local 58 in Toronto.

These locals had already
been fully operational
unions prior to their affili-
ation with what was then
the National Alliance.

Local 58 was organized
in 1894 and was admitted
to the Toronto Trades and
Labour Council in 1895.
Local 56 was organized in
1897,

For both locals, gaining
admission to the National
Alliance was difficult.
American members were
uneasy about expanding

Early gas light mechanism, as
was commonly used in both
Canadian amd American theatres
at the turn of the cembnry.

into an international or-
ganization too soon. There
was considerable resist-
ance at first, and Local 58
and Local 56 were frus-
trated in the first few at-
tempts to affiliate.

The stumbling block
appeared to be the whole
concept of merging Amer-
ican and Canadian organi-
zations, rather than simply
admitting two Canadian
locals into an American
union. Within the ranks of
the Alliance at that time
were a number of stalwarts
who opposed interna-
tionalism in any form.

But, in 1898, common
sense prevailed and a
majority of the delegates
to the convention that
year approved the admis-
sion orga nadian locals
into the Alliance.

In addition to Locals 58
and 56, Winnipeg Local 63
was also admitted.

Local 58 was already a
veteran of labor struggles.
The local had fought for
recognition and pay in-
creases from the Grand
and the Princess theatres
and had struck the Opera
House for 15 days to win
similar agreements.

From the first, the Cana-

dian locals were integrally
involved in the affairs of
our Alliance. For example,
at the 1899 convention,
Montreal Local 56 sent a
delegate, P.J. Ryan, who
took an active part and
helped prepare the report
on laws and resolutions.

However, there was still
some resistance from with-
in the Alliance, as well as
concerns over whether
locals admitted from
Canada would be viable
and capable of surviving.
Such was the case in 1901,
when Vancouver applied
for admission.

The original application
had been refused by the
Executive Board because
the local had fewer than
the minimum of the 15
members required by the
Alliance constitution. The
American Federation of
Labor intervened, and
after Vancouver sent in
extra names, the matter
was referred to the
convention.

The delegates, obviously

still concerned about the
legitimacy of this local,
refused to overrule the
Executive Board and allow
the Vancouver local to
affiliate. By 1904, however,
Local 118 in Vancouver
had become a fully-legiti-
mate and affiliated local
union in the Alliance.

By 1902, the bias against
internationalism was fad-
ing. The delegates to that
year's convention unani-
mously voted to apply to
the AFL to change the
Alliance’s name to
“International.”

Although the now-Inter-
national Alliance did not
begin immediate whole-
sale acceptance of Cana-
dian locals, the door was
clearly open.

By 1903, Ottawa Local
95 and London Local 105
were listed on the Alliance
rolls.

The trade union move-
ment in Canada was dif-
ferent from that of the
United States. The federal
government in Canada
was less hostile to or-
ganized labor and there



was, over the years, a
more progressive attitude
towards workers than that
experienced by American
brothers and sisters.

In a publication com-
memorating the accom-
plishments of Local 58,
entitled The Stage and
Screen, it was noted:

“The history of Local 58
is one that can be looked
upon with pride by the
members. During all the
years of its existence we
had practically only one
week of strike and that
goes back a good many
years . . . such a record
as this is something to
be proud of in an or-
ganization that has as
good working condi-
tions and salaries as any
other Local of its

size . . "

Entertaining A Great Nation

anada, with its vast

territory and sparse

population, presented
a special challenge to those
in the entertainment in-
dustry. Yet, the theatrical
industry flourished in this
great nation, spreading
quickly from coast-to-coast
and into the hinterlands.

Canada itself was a rela-
tively young nation at the
time the Alliance was
formed. It was really a
confederation of provinces
that had come together as
a nation on July 1, 1867.

The confederation was
to provide the framework
on which a great nation
could be built—and so it
has.

Indeed, the entertain-
ment industry was to play
a pivotal role in the settling
and development of the
vast Canadian territory.

Canada's close ties to
the United Kingdom were
evident, through the influ-
ence of British and Scottish
theatrical companies who

The Princess Theatre in Toronto,

as it appeared on October 21,

1912.

travelled to Canada to
appear in shows in To-
ronto, Montreal and
Ottawa.

By 1928, the Canadian
Department of Labour
listed theatrical locals in
New Brunswick, Quebec,
Ontario, Manitoba, Cal-
gary, Saskatchewan and
Vancouver. With the in-
clusion of these and other
Canadian local unions, the
1A was quickly becoming
the preeminent theatrical
union in North America.

While the legitimate
theatre in Canada evolved
in much the same way as
did the stage in the U.5.,
the movie and television
industries struggled to
develop a truly Canadian
identity.

The dominance of
movies and television by
Hollywood and New York
made it very difficult for
the fledgling Canadian
industry. Hollywood-
made films filled virtually
every cinema in the world
for the first half of the 20th
century.

Nevertheless, some
important cinematic mile-
stones occurred in Canada.

On July 21, 189, An-
drew and Geurgl.- Holland
of Ottawa put on the first

blic presentation of

Ims in Canada at West
End Park. They used the
Vitascope. The Holland
brothers were also respon-
sible for the world’s first
Kinetoscope Parlor at 1155
Broadway in New York.

Soon after, films were
presented all across
Canada, using either the
Vitascope, the French
Cinematographe or the
British Animatrographe.

The Klondike Gold Rush
was filmed by Robert
Bonine in 1897, as were
scenes of Canadian land-
scapes and life by various
early cameramen. Also
that year was a landmark
film project, Ten Years in
Mamitoba, which was spon-
sored by the Canadian
Pacific Railroad and that

toured Great Britain.

In 1898, one of the first
uses of film in advertising
took place in Toronto,
when the Massey-Harris
Company commissioned
the Edison Company to
produce films promoting
its products.

In December, 1898, one
of the early Canadian
pioneers in film, John
Schuberg, filled an empty
Vancouver store with

atrons eager to see their

irst film. The next year he
began touring the Cana-
dian countryside, showing
films in a “black tent
theater.”

While Hollywood was
concentrating on commer-
cial films and serials de-
signed to satisfy a de-
manding public with a
thirst for excitement and
adventure, Canadian film-
makers focused on their
homeland.

In particular, the Cana-
dian government and
Canadian railroad interests
were looking for ways to
encourage immigration.
The Canadian population
was still extremely small,
and the government
wanted to speed up the
settlement process

A cover of the program
advertising an early Canadian
stage show ciren 1917




throughout the vast mid-
section of the nation

The best way to get the
word out, they deaded,
was through the new
medium of film. Over the
next few decades, they
sponsored or produced
many movies depicting
the beauty of Canada, her
great natural resources
and the economic oppor-
tunity that went with being
the first to settle the
Canada heartland

To that end, the Cana-
dian Pacific Railroad hired
the Urban Company of
Britain to produce a series
of films designed to en-
courage immigration.

Throughout the early
1900s, the strong connec-
tion between Canadian
railroad companies and
the film industry produced
many wonderful early
films. Railroad executives
appreciated the great po-
tential that films promot-
ing Canada could have in
encouraging immigration
and development of this
vast nation,

However, they weren’t
above a little censorship:
in many of the films they
refused to allow winter
photography so as not to
discourage ];mh'nti.ll im-
migrants concerned about
the harsh Canadian
winters.

The Canadian Pacific
Railroad had established a
Colonization Department,
which sponsored 13 one-
reel films, 11 of them
dramatic, to promote im-
migration. Many of the
titles (The Life of @ Salmon,
A Trip Over the Rocky and
Selkirk Mountains, Riders of
the Plains) extolled the
beauty of Canadian life
and culture that is and
was so closely tied to the
magnificence of the
landscape.

In 1902 alone, The Bio-
scope Company made
more than 35 films in the
Living Canada series

. v .h-
o . i £ ey
Ome of the exriiest motie theaters in Canada, circa 1909, in Dundas, Onlario.

The popularity of film
increased to the point
where, by 1903, store-front
theatres were common all
across Canada.

The first dramatic film
made in Canada was
Himwatha, the Messiah of the
Objituoays. This 800-foot
reel was directed and pho-
tographed by Joe Rosenthal
and was the brainchild of
E.A. Armstrong of
Montreal.

By 1905, before the mas-
sive shift of American
filmmakers to California,
many of them saw the
promise of the beautiful
Canadian landscape and
turned their attention
northward. Among the
titles produced by Billy
Bitzer that year were Moose
Hunt in New Brunswick and
Salmon Fishing in Quebec.

The first nickelodeon
theatre in the world was
opened in Montreal by
Ernest Quimet—the
Quimetoscope. That same
yvear—1906—he opened
the first film exchange in
Canada.

This same man, one of
the film industry’s greatest
pioneers, opened his sec-
ond OQuimetoscope in
1907 —the first luxury

movie theater in North
America

By 1913 American pro-
ducers had begun tapping
the Canadian repertoire of
films, releasing many of
the dramatic productions
made by LA brothers and
sisters in the North.
Among the early titles that
proved so popular in the
States were Blood Is Thicker
than Water, The Laws of the
North, Pierre of the North,
Sonis of the Northwoods, and
Into the North.

While the influence of
Hollywood and Broadway
was powerful, Canadian
entertainment industry
pioneers were independ-
ent and creative individu-
als who sought their own
identity.

That identity would be
shaped and molded by the
different approach to labor
relations that the U.S. and
Canadian governments
took.

That is mot to say that all
was peaceful in Canada;
indeed, there were fre-
quent and frustrating labor
disputes cropping up all
over the country. How-
ever, Canada would be
spared the strife and tur-
moil that dominated Holly-
wood for so many decades.

Make Headway

rojectionists filled out

the ranks of A mem-

bers in Canada for
many years, just as they
had in the States.

The new movie industry
required many different
tasks (carpentry, props,
hair, make-up, etc.) on the
set, all carried out by dif-
ferent individuals with
specific skills and respon-
sibilities. However, in the
projection booth, the
operators were also re-
quired to do many differ-
ent jobs, often all at the
same time and all alone.

Prior to sound, one man
worked in the booth with
one projector running
silent movies at 60-feet-
per-minute. These silent
movies were originally
accompanied by small
orchestras, but these were
later replaced by the new
sound technology.

As T. Butler, a member
of Local 302 in Calgary,
Alberta, recalls, the early

rojectors were hand-
cranked. While threading
successive reels, the pro-
jectionists had to operate



the steropticon, which
projected slides onto the
screen asking the ladies to
remove their hats and the
men to refrain from spit-
ting on the floor.

nd effects records
replaced the orchestras,
and were played during
various parts of the fea-
ture. Sound-on-disc also
gave new depth to the
flickers, but not until true
sound on film was devel-
oped did the movies really
talk.

According to A.L. Pat
Travers, retired Interna-
tional Vice President and
retired business repre-
sentative of Local 173 in
Toronto, the first theater
in that city to install sound
was the Tivoli, showing
the 1929 feature Mother
Knows Best.

This led to a great burst
of activity on the part of
projectionists all over To-
ronto and other Canadian
cities who wanted to learn
the new sound technology
as quickly as possible.
Sound also inspired the
creation of a professional

mz of projectionists in
Ca i e

Movies with sound
brought in a whole new
array of equipment, re-
quiring two men in the
booth to operate two
machines for an uninter-
rupted performance.

The art of projection
became an important trade

for Canadian A members
during the Great Depres-
sion. In Canada, as in the
States, unemployment
was at record levels, with
tens of millions of people
out of work.

Canada was still essen-
tially rural, and did not
have the population to
support a movie house
during such tough eco-
nomic times. As a result,
many theaters in small
towns all across Canada
closed in the 1930s, forcing
IA members to travel the
countryside in search of
employment.

Many of them found
work on the road. Projec-
tionists who had previ-
ously worked only in the
booth were now doing
everything from setting
up projection equipment,
chairs and screens to dis-
tributing advertising, sell-
ing tickets and maintaining
equipment and transport
vehicles.

Some [A members even
found themselves required
to run dances after the
show. They worked long,
hard hours for low rates of
pay (as little as §10a week),
and often took eggs, bul-
ter, vegetables and other
goods in exchange for
admission.

The history of movie
projection in Canada is
important because of the
many strides Canadian
members made in perfect-
ing their craft and in mak-
ing the booth a safer place
for all LA members.

The Canadian govern-
ment recognized early the
constant threat of danger
associated with movie
projections, and moved to
institute strict regulations
and inspections of movie
houses.

Nevertheless, a look at
the statistics shows that it
has been a constant strug-
gle: in 1916 there were 39
fires in 1,477 theaters but
by 1953, that number had
dropped to 29 fires in 2,749
theaters.

Always On A Sunday

Other Innovations

here are far more

similarities between

the Canadian enter-
tainment industry and
that of the U.5., than there
are differences.

For example, in the
early 1960s in Canada, as
in the States, movie theaters
were feeling increasing
competition from televi-
sion. [t was obvious to
Canadians as well as to
Americans that movie
houses, if they were to
compete with this new
form of entertainment that
operated seven days a
week, would have to open
on Sunday.

It didn’t come without a
struggle. Many projection-
ists didn’t want to give up
their single day off and
many movie theater owners
didn’t want to pay the
premium rate required by
contract for Sunday work.
Nevertheless, the adjust-
ments were made on both
sides, and today it's hard
to imagine a Sunday with
the movie theaters closed.

ne of the first pay tele-

vision stations was

established in
Etobicoke, Ontario, near
Toronto. It was 1960 and
the system was called
Telemeter. The subscriber
deposited coins—usually
a dollar’s worth—in a box
installed in his living room
by the subscription com-
pany. The desired pro-
gram was then played on
the subscriber’s television
set, Programming in-
cluded movies which had
been playing in downtown
theaters just a few months
before.

Money was collected
every month or so by a
Telemeter serviceman,
who would come to the
subscriber's house and
empty the coin box on top
of the television.

Telemeter was a suc-
cessful program for its
time, with more than 5,000
subscribers, but it was
ahead of its time and did
not survive. Telemeter's
employees, during its
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existence, were members
of Local 173.

Canadian brothers and
sisters also took part in the
rapid developments of the
19405 and 1950s, with the
emergence of safety film,
3-D, Cinerama, and
Cinemascope. Calgary’s
Chinook Drive-In was the
first drive-in theater in
Canada, but as in the
United States, moviegoers
had only a temporary fling
with drive-ins, and now
virtually all outdoor
cinemas have closed.

Instead we have the
sophisticated multiplexes
with Dolby sound systems.
Calgary was also the home
of the first automated
theater in Canada. Today
two or three men ina booth
are no longer required,
and in most multiplexes
around North America
one projectionist manages
several individual theaters.
However, these projec-
tionists must still be skilled
technicians capable of
responding immediately
to a problem such as a
broken reel or a malfunc-
tioning projector.

The development of
automatically operated
projection equipment,
sophisticated film trans-
port systems and the
xenon bulb lighting system
have transformed the
projectionist’s job in both
the U.S. and Canada.

From the
Proceedings . . .

n the official Proceed-
ings of the 10th Annual
Convention, held at
Emerald Hall in Norfolk,
Virginia, Brother W.E.
Ml:greiﬂ?&l is listed as a dele-
te from Toronto and
rother Thomas Gedden
is listed as a delegate from
Montreal. Ottawa dele-
gates sent in their applica-
tion only a few days before
the convention opened.

Canadian Picture Pioneers

ne of the greatest and

most successful ac-

complishments in
Canada was the creation
of the Canadian Picture
Pioneers.

The organization was
born on April 11, 1940,
when a charter for its exist-
ence was issued by the
government of Canada.

The avowed purpose of
the Canadian Picture
Pioneers is:

To create and promote
friendly relations
amongst those who
hawve been or are en-
gaged in, or are con-
nected with the Motion
Picture Industry;

To promote and create
friendly relations and
understanding between
the public and those
engaged in or actively
connected with the Mo-
tion Picture Industry;

To aid those in need
who were formerly in
and part of the Motion
Picture Industry, with-
out in any way expecting
or requiring the persons
in receipt of such assist-
ance to purchase or pay
for such assistance either
by contribution, dona-
tions, assessments or
otherwise.

The organization is
principally a philanthropic
and fraternal organization
created to provide assist-
ance and support to needy
individuals who have
devoted their lives to the
motion picture industry.

The Canadian Picture
Pioneers have stood as a
maodel for all other organi-
zations seeking to fulfill
these same worthy goals.

Celebratin
Canada's Centennial

ust as the entertain-

ment industry played a

key role in the settle-
ment of Canada, this
industry also contributed
enormously to the Cana-
dian Centennial Celebra-
Hon in 1967.

Drama, ballet, music,
opera, musical shows, and
special events were an
integral part of the centen-
nial celebration, which
took place throughout
1967. The skills of LA mem-
bers turned out to be vital
to the success of this grand
celebration.

IA members found em-
ployment with the many
travelling attractions asso-
ciated with the centennial.

The Canadian govern-
ment allocated more than
$3 million to a program of
entertainment that was
used to tell the colorful
and rich history of Canada
in its first 100 years.

Stage productions were
held in every province in
every month of the cen-
tennial year. Canada Festi-
val was a comprehensive
celebration of the arts in
Canada, sponsored by the
Centennial Commission.

Original ballets, plays,
music, operas and sym-

phonies were commis-
sioned by the government,
the Canadian Broadcasting
Corporation and other
SpOnsors,

One of the most signifi-
cant events of the year
was the Canadian Armed
Forces Tattoo, described
by then-International Vice
President Hugh |.
Sedgwick in this way:

“Initially, two 24-car
trains will be used to trans-
port the Tattoo, one be-
ginning at Peterborough,
Ontario, which will pro-
ceed westerly to Kelowna,
British Columbia, and the
other which proceeds
from Oshawa, Ontario to
Glace Bay, Nova Scotia,
turns around and proceeds
westerly to Prince George,
B.C., each train playing at
scheduled stops until they
reach British Columbia.

“The theme of the Tattoo
will be based on the de-
velopments and achieve-
ments of Canada’s forces
from their French and
British origins to their
present integrated role.

“Spectacular lighting
effects will be a feature of
the Tattoo, which will
include massed band con-
certs of 450 bandsmen, re-
creations of various
periods in Canadian his-
tory . . . Over two



Actors at the Charlotetown ] 9 9
Summer Festival share backstage

space with the [A crew.

hundred different cos-
tumes, typical of various
periods, will be used.”

LA electricians travelled
with the Tattoo to ensure
that no problems occurred
with the huge amount of
electrical equipment. Al-
though the Tattoo itself
was composed entirely of
Armed Forces personnel,
three IA department heads
were recognized in local
areas, as they normally
would be, along with five
IA lamp operators.

During the summer of
1967, the Gothic Parlia-
ment buildings in Ottawa
were the setting for a 40-
minute “Son et Lumiere”
(sound and light) presen-
tation. The show used
stereophonic sound and
speciarmlored lighting to
re-enact the building of
Canada. The show depicted
the adventures, hardship
and triumphs, culminating
in a realistic representation
of the 1916 fire which de-
stroyed the Centre Block
of the Parliament buildings.

Canada’s devotion to
the arts was exemplified
by this centennial celebra-
tion. [t is no wonder, then,
that Canada and especially
Toronto, has become a
thriving mecca for the
performing arts, one
which rivals New York
and London in greatness.

The Stage Today

ith little fanfare, the

Canadian govern-

ment and people
have nurtured the per-
forming arts for many
decades. The result of that
support and commitment
is seen today in Canada’s
thriving legitimate theatre
industry.

Toronto in particular
has been experiencing a
boom in the legitimate
theatre. This growth has
been directly tied to the
refurbishing or construc-
tion of several theatres in
downtown Toronto and in
its northern suburbs.

Since 1987, three
theatres of more than 1,000
seats have been restored
to the splendor of their
vaudeville days. In 1993,
two new theatres of more
than 1,800 opened.

The 1993 Fall roster of
shows includes such block-
busters as Miss Saigon and
Phantom of the Opera, as
well as the classic Showboat.

Moreover, IA brothers
and sisters will be at work
on Canadian and Ameri-
can dramatic works and
comedies at more than 120
theatres in the city.

Elsewhere in Ontario,
summer festivals such as
the Shakespeare festival in
Stratford also afford work
for A members.

Ironically, a high per-
centage of theatregoers
include more than 3 mil-
lion tourists, many of them
American.

IA members in Canada
faced many of the strug-
gles their American coun-
terparts faced during the
decline of the theatre from
the 1960s until the mid-
1980s.

In 1962, for example,
Toronto had only two live
theatres. But, with gov-
ernment funding, the city
started to rebuild its

theatre community
throughout the next 15
/ears.

The biggest push came
in the mid-1980s, and [A
members, as well as Cana-
dian actors, directors and
writers, were ready to
step in.

The first privately-built
theatre in Canada in 90

ears, the Princess of

ales, was constructed
specifically for Miss Saigon,
which opened there in
May, 1993.

The producers of this
show had a luxury not
usually found in most
theatrical productions: the
theatre was designed to fit
the requirements of the
production. For example,
the stage had to be large,
deep and high enough to
accommodate the takeoff
and landing of a near-life-
size Huey helicopter, as
well as to allow for the
shifting of such scenery
and props as a gigantic
statue of Ho Chi Minh and
a 1960s era Cadillac con-
vertible. Advanced sales
for this production topped
516 million.

Just down the street is
the Royal Alexandra,
where Les Miserables had
enjoyed a four-year run
and which had been saved
from the wrecking ball in
1962.

And a few blocks away
is the Pantages Theatre,
home to Phantom of the
Opera, which opened to
packed houses in 1989 and
has been running ever
since. Estimates are that
more than 3 million people
have seen it, many of them
American visitors.

Next door to the Pan-
tages is North America’s
only double-decker
theatre, the Elgin and,
seven floors above, the
Winter Garden. The Elgin
was home to Cats, the
musical that launched the
Toronto commercial
theatre boom in 1985.

The Elgin's his| mir-
rors tl'l.algcf lheatrn:li-ﬁ

Canada. The house began
life in 1913 as a 1,500-seat
theatre featuring a

gram that included vaude-
ville and silents. Fifteen
years later it became a full-
time movie house, until it
was bought by the Ontario
Heritage Foundation in
1981. The Elgin is now
expected to become home
to one of the first Cana-
dian-written mega-musi-
cals, called Napoleon and

written by Timothy Wil-
liams and Andrew Sabis-
ton, both in their early
20's.

Canada’s theatrical in-
dustry expanded consid-
erably with construction
of the $39 million North
York Performing Arts
Centre, a facility much
like the Kennedy Center
in Washington, D.C.
North York contains a
1,800-seat main theatre, a
1,000-seat recital hall and
a 250-seat studio theatre.

A 56 million production
of Showboat was the sched-
uled opening show for
this new centre.

Canada also has a strong
tradition of support of the
arts. The Canadian Opera
Company and the National
Ballet operate out of To-
ronto. There are also many
local productions of well-
known plays, such as Tom
Stoppard’s Rough Crossing
and Brian Friel's Dancing
at Lughnasa.

The strong connection
to the performing arts has
ensured a place for Cana-
dian theatre in the hearts
of the nation’s citizens. It
also ensures continued
work for [A members,
whose skills and crafts-
manship are welcomed by
the thriving Canadian
theatre community.

fl
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Theatre Grows Up

Theatre's Golden Era—
And Beyond

he American and

Canadian legitimate

theatre experienced
what critics and historians
have called the Golden
Age of the American
Musical, from 1924 to
1937.

That era, in which [A
members played so crucial
a part, set the standard for
the evolution of theatre,
both on Broadway and in
houses all across North
America,

It is remarkable that this

occurred during a calamity

as severe as the Great

Sandy Dy
it A poy
Peter Pan
staging ary Martin
twas mmade profitable
through the sale of the

rgam appenred
r revival of
ut the first

Depression and in the face
of increasing competition
from the movie industry.
Many established stars
would depart for Holly-
wood, especially during
the height of the Great
Depression. Nevertheless,
those who staved loyal to
the legitimate stage would
be rewarded beyond all
their expectations.

In those few short years,
musical theatre went from
revues featuring extrava-
gant musical numbers and
lots of chorus girls—but
no plot—to the other end
of the spectrum with what
most believe is one of our
great literary masterpieces,
Showboat.

Showeboat was staged at
the Ziegfeld Theatre, and
the settings were lavish
and colorful, filling the
stage. The lively levee, the
Cotton Blossom showboat
itself, with its stage on a
stage, and a re-creation of
the 1893 Chicago World's
Fair, all overwhelmed
audiences of 1927, Show-
boat is also believed by




Showboat transformed the
mrusical stage when it was first
staged in 1927, In the revival
showon here, we can see the
beauty and lavishmess of the
production.

many to be perhaps the
first true musical play.

Moreover, it was acces-
sible and understandable
for everyone. It had a
romantic story, and its
songs and dances were
full of life and were rele-
vant to the plot, not just
set pieces.

Showboat ushered in a
new era in which set de-
sign was to play a pivotal
role in bringing the legiti-
mate stage into maturity.

With this production
and others that followed,
set design evolved into a
sophisticated and vital
part of a show, whether it
was a musical, a cornedy
ora drama.

The words of a contem-
porary entertainment
critic writing about one of
the great set designers,
Robert Edmond Jones,
described the new ap-
proach this way:

“Whether the play hap-
pens to be Mourning
Becomes Electra, The Green
Pastures, Much Ado, or
Les Precleuses Redicules,
these (sketches) of Mr.
Jones' glow with theatri-
cality. They never be-
long to the drab, com-
monplace of existence to
which most of us are
fettered both inside and
outside of our play-
houses. Such is their
magic that they gild the
humdrum with expect-
ancy, and transfer reality
to a world of dreams
that is more real and
beckoning than reality
ever thought of being.”

While these designs
were indeed magical and
compelling, it must be
remembered that IA crafts-
men were responsible for
making those designs
come to life,

Set design also began to
include architectural ele-
ments, such as steps,
ramps and levels, all of

N

The darkly humorous Sweeney
Todd illustrates the remarkable
talents of IA stagehands, makeup
artisfs, sef designers, costumers,
lighting technicians, sound
desigmers, and others.

them molded and con-
toured by lighting. IA
carpenters constructed
lavish, surrealistic sets, as
well as accurate, detailed
structures that recreated
everything from a Brook-
lyn tenement house to an
industrialist’'s mansion.

They even constructed a
spectacular, full-scale
apse of a cathedral for
Max Reinhardt's American
production of Vollmoel-
ler's The Miracle.

The other technical ele-
ments of production—
sound, lighting, props,
costumes, make-up and
hair—kept pace with the
revolution in set design.

Producers and directors
came to consider all these
aspects of design as vital
to the success of a show.
For example, the legen-
dary producer David Be-
lasco referred to lighting
this way:

“Lights are to drama
what music is to the
lyrics of a song. The
greatest part of my suc-
cess in the theatre |
attribute to my feeling
for colors, translated
into effects of light.”

63
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Again, it was Alliance
craftsmen who took these
designs and made them
real.

This golden era produced
many wonderful shows.
Despite the fact that sound
had come to the movies
and musicals were now
being presented on screen,
musical theatre continued
to thrive.

Broadway was not un-
shaken by the growing
power of Hollywood,
however, and adjustments
in theatre 'pml_‘luctiuns
were made, especially in
light of the “talkies.”

Over the next few dec-
ades, theatre in North
America would turn away
from lavish operetta, light
comedies and dramatic
classics towards more

pertinent, even muckraking,

original material. Society
was changing, and
theatre with it.

Oklahomal wwas first staged in 1943, and its boldness in staging and the
use of realistic props set against stylized backdrops were milestones in the
theatre. The original Oklahoma! cost $75,000 to produce and has earned

One show that was
characteristic of the new
emphasis on satire and
political comment was Of
Thee | Sing. This show
stands out as one of the
great classics of American
musicals, which earned
its writers—George 5.
Kaufman, Ira and George
Gershwin, and Morrie
Ryskind—the first Pulitzer
Prize ever awarded to a
musical.

This was the era that
also brought us Porgy and
Bess, an opera staged first
on Broadway with what
has been called stunning
realism. The sets created
by IA craftsmen conveyed
the poignancy and strug-

le of the characters. Spe-
cial effects were used to
simulate the terrifying
drama of being trapped in
a crumbling house during
a hurricane, to create a

1 literally thousands of productions over Hie years,

very haunting and sus-
penseful atmosphere.

However, despite the
beauty of its music and its
staging, Porgy and Bess
was not a rousing com-
mercial success, failing to
recoup its $50,000
investment.

It was during this Golden
Era that the entire ap-
proach to set design and
staging changed. The
fragment unit setting was
developed by Robert Ed-
mond Jones and used
with great success by other
designers, especially in a
production of A Streefcar
Named Desire that was to
become a milestone in the
evolution of stage design.

The changing approach
to staging gave designers—
and IA electricians, car-
penters, painters, ward-
robe workers and others—
the chance to participate
in the entire creative proc-
ess, from start to finish.

Thus, IA craftsmen and
department heads became
essential components of
the production effort,
helping to tie all the ele-
ments—stage design,
props, lighting, costumes,
makeup, sound—together
into a cohesive whole.

Moreover, the accom-
plishments of IA members
in the musical and drama-
tic theatre were also put to
use in more traditional
areas, such as ballet and

era.

As the decade of the
Thirties drew to a close,
the golden era would also
end. The Federal Theatre
Project, an effort by the
Roosevelt administration
to preserve the American
theatre and provide jobs
for theatrical workers,
produced some innovative
shows, both musical and
straight.

Ironically, one of the
most successful of the
shows from the last season
of the golden era was Pins
and Needles, a musical play
put on by the International
Ladies’ Garment Workers
Union. It opened in the
Labor Stage theatre (for-
merly the Princess), and
the cast was recruited
entirely from the rank and
file of union members,
such as cutters, weavers
and machinists.

The union performers
kept their enthusiasm
under control—they were
so cautious at first that
only weekend perform-
ances were originally
scheduled so that the cast
members could work at
their regular jobs.

The show was aggres-
sively political and
staunchly pro-worker.
Fans of the show would
make repeated visits, espe-
cially since the material
was frequently updated to
reflect current events. Pins
and Needles ran for 1,108
performances.



The Forties: Facing Facts

ith the advent of

World War II, [A

members found
themselves called to the
frontlines. Hollywood and
Broadway—and every-
where in between from
Miami to Manitoba—saw
the Alliance ranks
depleted.

MNevertheless, the
theatre continued on its
course towards innovation
and maturity. During this
grim time, the legitimate
stage responded to the
public’s demand for es-
capist material, both musi-
cally and in straight shows
such as Blithe Spirit.

These shows used light
and color to create pleas-
urable ambiance, far
removed from the realities
of war and revolution.

It was theatrical realism
used idealistically.

It wasn’t all light and
happ}', however; Pal Joey
(1940) reflected a new
realism. It was a cynical
and caustic story about a
gigolo and, while it per-
formed adequately in 1940,
when it was revived in
1952 before a public that
was more open-minded
and jaded, it was wildly
successful. The costumes,
lighting and stage design
were all created specifically
to reinforce this lively but
essentially grim fable.

The 1940s brought the
legitimate stage some
significant ‘Ijluses and
some equally major
minuses. The successful
shows of the Forties and
Fifties had extremely long
runs, at the same time that
the number of road com-
panies decreased.

The lure of Hollywood,
as well as the new medium
of television, continued to
draw many IA members
away from the legitimate
stage.

Nevertheless, those [A
members who stuck with
the theatre found new
opportunities for creativity
and innovation. They had
the opportunity to become
part of theatrical history,

thanks to such landmark
shows as Kiss Me Kate and
South Pacific.

One of the most signifi-
cant shows of this period
or any other—and one
that would transform the
musical stage—was the
1943 production of
Oklahoma!. This show was
a milestone for many
reasons. [ts story was
sentimental and romantic,
evoking a bygone era, It
was homespun and nos-
talgic, And it was daring
at the same time that it
was innocent.

Oklahoma!"s boldness
came in its staging,
exemplified by its rejection
of the traditional lavish
opening number for a
curtain rising on a solitary
figure on stage. The
show's sets were realistic
and were placed against
stylized backdrops. Colors
were bright and strong,
and were described by one
theatre expert as
“posteresque.”

The craftsmanship of 1A
carpenters, electricians
and property persons was
put to the best possible
use. They had to evoke
everything from the wide
open spaces of the Ok-
lahoma terrain, to the
gloom and disarray of the
smokehouse in which the
villain of the show lives.
For these craftsmen and
women, Oklahoma! was
truly a tour de force.

The show cost about
$75,000 to put on and
earned many millions in
grosses during its 2,248
performances, as well as
its record-breaking road
companies. You can be
sure that somewhere in
the U.5. and Canada,
every single day, there is a
performance of Oklahoma!
being staged.

South Pacific employed some
spectacular special effects uiich
combired the use of lighting with
painting to transform the stage.

6o
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Playing It Straight

hile Oklahoma! was

revolutionizing the

musical stage, seri-
ous and comedic “straight™
plays were also breaking
new ground. In the Forties
and Fifties, theatre in North
America saw such diver-
sity as The Glass Menagerie
and Death of a Salesman.

Death of a Salesman had
some special visual effects
that proved to be very
dramatic. The script re-
quired a sudden flashback
of 15 years and then a
return to the present, all
within the same scene.
The designer used a main
set, with all other scenes
played on the forestage.
Projection units in the
auditorium as well as back-
stage would transform the
set on cue, projecting
shadowy leaf and tree
designs onto the back wall
of the stage as well as the
furniture to conjure up the

t when the house was
surrounded by landscape
instead of buildings.

Lighting and painting
were also critical to the
success of South Pacific, a
show which employed
some sophisticated tech-
niques to great effect. In
one scene, during the
song “Bali Ha'i,” the twin
peaks of Bali Ha'i are seen
in the background. Slowly
a mysterious cloud rings
the mountains and the sea
turns dark red and
threatening. This stunning
effect was created by paint-
ing the images on the
backdrop and then reveal-
ing them by controlling
the lighting directly on the
drop.

At the same time, stag-
ing of serious dramatic
material during this period
became less directly repre-
sentational and more sur-
real. 1A carpenters, light-
ing engineers, flymen,
sound technicians and

others found themselves
caught up in what was
then called “theatricalized
realism.”

The sets they were called
on to create were different
from the traditional direct
realism of the past.

Surprisingly, in the
mid-Forties many Holly-
wood stars made a return
trip to the stage where
they had first learned their
craft, giving a much-
needed boost to theatre in
New York. At the same
time, musical maestros
Rogers and Hammerstein
continued to build on
their success with
Oklahoma! with other hits,
such as Carousel, South
Pacific, and The King and I.

The Old Vic Theatre
Company from London
paid a visit to Broadway
during this period, mount-
ing such classics as Uncle

Vanya, and Oedipus. There
were also homegrown
successes, such as Born
Yesterday, The lceman
Caometh, Mister Roberts,
(which required stage-
hands to construct a cargo
ship on stage) and among
musicals, Wish You Were
Here (in which IA crafts-
men constructed a real
swimming pool on the
stage), Anmie Get Your
Gun, Guysand Dolls, Gentle-
men Prefer Blondes, My Fair
Lady, and West Side Story.

Despite this great pro-
ductivity, which gave us
many of the classics of the
legitimate stage, a new
trend was emerging which
would have a serious im-
pact on our Alliance and
our relationship to
Broadway.

Theatrical output
reached one of its lowest
points at the beginning of

Skilled stagehands re-created the achual stage set from the set designer’s model.

the 1950s, when less than
60 new productions were
mounted. The number of
theatrical houses seemed
to be decreasing every
year, with many being
produced in out-of-the-
way venues off Broadway.

This movement away
from Broadway was re-
flected in similar ways
throughout North Ameri-
ca. Regional theatre began
to expand, with well-re-
spected venues estab-
lished in cities such as
Dallas, Houston, and
Washington, D.C. The
regional theatre movement
was given a big boost in
1959, when the Ford
Foundation pledged fi-
nancial assistance to resi-
dent companies of great
promise.

Summer festivals also
provided a way for theatre
to spread outside the



bounds of Broadway. In
particular, the Shakes-
peare Festival in Stratford,
Ontario, begun by Tyrone
Guthrie in 1953, would be
very influential through-
out North America. Similar
festivals sprang up in such
places as Ashland, Ore-
gon; San Diego, California;
and Stratford, Connecticut.
It was at this time that

Beyond
Broadway. . .

A stagehands, costum-

ers, sound and lighting

technicians, property

s and the many
other highly skilled crafts
Eeaple are not confined to
roadway. They work in

theatres all across the U.S.
and Canada, in travelling
shows such as the Ice
Capades and Sesame
Street Productions, and
dozens of other venues,
large and small.

there was a reversal of the
long-established tradition
of shows opening on
Broadway and then taking
to the road. For example,
Lorelei starring Carol Chan-
ning opened in Oklahoma
City and travelled for al-
most a year before it went
to New York.

Thus, work for Alliance
members was increasingly
decentralized during this
period.

There is one stunning
example of the combina-
tion of two LA crafts emerg-
ing during this period in
our history: the videotap-
ing of the Mary Martin hit,
Peter Pan, for television.
This show posed enor-
mous challenges for [A
stagehands, who often
held Mary Martin’s very
life in their hands as she
soared above, across and
beyond the stage in her
flying harness. Although
the show had a relatively
brief run on Broadway,
the sale of the whole pro-
duction to television meant
it was a moneymaker after
all.

Wardrobe employes through the
years, like these workers in the
early 1930s, worked tirelessly to
magetain the often elaborate
costumes required for major
stage productions.

Sixties Seriousness

he 1960s brought a

new mood to theatre

in North America,
Straight plays and musi-
cals alike were increasingly
serious. Theatrical pro-
ductions began to reflect
the disaffection felt by
many Americans and
Canadians, especially
with regard to the Vietnam
War.

The result was many
highly political and adven-
turous productions. How-
ever, as theatre prices
continued to rise, the pub-
lic’s expectations were
rising also. Poor produc-
tions, no matter how much
star power was employed,
would be rejected by dis-
criminating theatregoers.

The decade of the Sixties
opened with a warning of
the turbulence that was to
come: theatres experi-
enced the first blackout
since 1919, This came as a
result of a dispute between
actors and producers.

Even after the 10-day
dispute was settled, the
season did not go well.
There were some bonafide
hits: Bye, Bye Birdie,
Camelot, The Sound of

Music, Toys In The Attic,
and Beckett,

There were some nota-
ble flops as well: Happy
Town (closed after five
performances), The Con-
quering Hero (five perform-
ances), and The Girls
Against the Boys (16
performances).

After this, the legitimate
theatre seemed to go into
suspended animation,
with the impulse for inno-
vation shifting further
towards off-Broadway and
off-off-Broadway.

Despite successes such
as Hello, Dolly!, Funny
Girl, Fiddler on the Roof,
Barefool in the Park, and
The Odd Couple, by the
mid-Sixties the legitimate
theatre seemed to be dead
or dying.

When the upheavals of
the late-Sixties—man-
ifested in political assassi-
nations, war protests,
drug experimentation,
and “free love”—took
hold, the theatre was
transformed into a focus
of controversy and
scandal.

Hair's stagimg—avith its brief
but discreet nudity—uas as
important as its music. This
show, mare than any others at
the time, reflected the upheaval
and rebellious connterculture of
the 19505,

]




Disorder, Disasters
and Decay

he riots, drugs and

economic turmoil that

characterized our soci-
ety in the mid- and late-
Sixties was reflected in the
theatre. Ticket prices
soared along with infla-
tion. Unemployment fol-
lowed, and the middle
class, which had for so
long set the tone for what
was presented on stage,
stopped going to the
theatre.

It was inevitable that
jobs would be lost. Pro-
ducers cut costs every-
where, not just in labor
but in production values
as well. Sets were no
longer lavish and extrava-
gant. Instead, scenery,
sets, and wardrobes be-
came spare and meager.

IA members were taring
far better in television,
which was becoming in-
creasingly sophisticated,
and in the movies.

As with other social
trends, the malaise afflict-
ing American and Cana-
dian society was painfully
reflected in the theatre.

The situation was not
helped by the fact that
new talent, as soon as it
succeeded on Broadway,
would depart for the
movies and television,
where they could make
much more money.

Moreover, money that
would have been used to
mount major Broadway
shows was now being
diverted to the music in-
dustry. Rock music,
thanks in part to the
Beatles, distracted the
public, who seemed to
demand increasing energy
and stimulation from their
entertainment. Musical
theatre, which had for so
long provided an outlet
for composers and per-
formers alike, slipped into
a coma. Broadway, at least
at first, couldn’t seem to
figure out how to put rock

music to work on stage.

Hair was the exception,
although the critics com-
plained that it wasn't the
music but rather the brief
nudity on stage that made
the show a hit.

Serious drama likewise
seemed to be abandoned
by the public. Radical
theatre groups abounded,
but blockbuster hits were
not forthcoming.

One significant result of
the rock music boom was
the use of amplification.
Actors in live theatre began
to use miking with great
success during this era.
Today, sound amplifica-
tion is an important and
integral part of every stage
production.

As Abe Jacobs, President
and Business Agent of
Local 922 (New York), and
sound consultant and
designer for the New York
City Opera and the New
York State Theatre at
Lincoln Center, notes:

“With the advent of
personal stereos, com-
pact discs, home music
systems and the quality
of sound in TV and
movies, the audiences
who come to live theatre
expect the sound to be
as good or as brilliant as
if they are listening to it
in their living rooms.”

The sound designer, he
noted, is the “fourth mem-
ber of the production and
design team of a theatrical
production.” Along with
the scenery, costumes and
lighting, sound is now
recognized as a major
element of the overall
quality of all productions
that are done today.

Body microphones came
into widespread use in the
1970s, and today, any
actor who has a speaking
or singing solo part will
have a body mike. This
means that on some
shows, anywhere from 15

to 30 wireless microphones
on separate frequencies
will be used in a single
performance. Electronic
special effects also began
to be developed at this
time, so that through a
single keyboard many
different sounds can be
duplicated on stage.

But finding a place to
attach a body microphone
would have been difficult
in some of the productions
staged in the mid-and-late
Sixties.

The wildness and rebel-
liousness of the Sixties
manifested itself on stage,
where, in addition to Hair,
such shows as Oh Calcutta

and Che! insistently
pushed sex and nudity on
stage. Originally per-
formed off-Broadway,
Hair did benefit from the
publicity regarding its
nude scene played at the
front of the stage at the
end of the first act, but its
excellent score also helped
give it a long life. The
well-publicized nude
scene took place in dim
flickering lighting and
proved a disappointment
to patrons who expected
more explicit nudity. That
would come later in Oh,
Caleutia, an off-Broadway
musical revue, much of
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which was performed in
the nude.

Following its successful
off-Broadway debut, Oh,
Caleutta was a long-run-
ning hit, playing the Eden
Theatre off-Broadway to
packed houses, later doing
the same at the uptown
Belasco Theatre.

Some of the late-Sixties
productions proved to be
highly successful on the
road, such as You're A
Good Man, Charlie Brown,
and Do Your Cwn Thing.
These shows played in
legitimate theatres all
across the country, setting
box office records as they
toured and providing

- .

much employment for
Alliance members.

The touring companies
not only prm‘ided waork
for road men, they also
were a source of work for
in-house crews in the cities
they visited. But as for
Broadway . . . the Great
White Way seemed unable
to snap out of its lethargy.
The last half of the decade
produced some successes
that are overshadowed by
the lack of competition
and innovation during
this period.

Dames Af Sea, 1776, and
Cabaret were successes

A Chorus Line was one of the
first truly technical shows, and
IA members fownd themselves
4_'J1.:£.'J_-ugm to learn new skills,

A Chorus Line ran for 15 years
and 6,137 performances.

These stagefunds (in 1967)
irspect their dontain before a
production gets underway,

that rounded out the dec-
ade of the Sixties, opening
the door to the next decade
which everyone hoped
would bring peace and
profits to the beleaguered
legitimate stage.

Moreover, LA stage-
hands, wardrobe person-
nel working in tailor
shops, wig and hair
stylists, make-up techni-
cians, and box office em-
ployes have always found
steady, long-term work in
such venues as the Metro-
politan Opera House at
Lincoln Center. More than
100 1A members work in
this theatre today, many
of them with several dec-
ades of experience.

This work would serve
the LA well as Broadway
struggled to climb out of
its slump.

The British Invasion

A members in New

York were caught up

in the decline of Broad-
way, while their brothers
and sisters working on
stages across the U.S. and
Canada were dr:ring a little
better thanks to the success
of road shows of past
Broadway hits.

Runaway inflation made
it hard to produce the
blockbuster extravaganzas
of the past, and investors
grew increasingly reluc-
tant to put money into
theatre.

Moreover, the previous
generation’s lions of the
theatre were leaving the
scene. Richard Rogers,
Jule Styne, Frederick
Loewe and Irving Berlin
had either died or were
retired.

Who would write the
songs and the lines? What
great names were left who
would be able to finance a
show just by associating
themselves with it?

New talents would
emerge to fill this gap, but
before that happened
Broadway and North
American theatre with it
would sink further into
the doldrums.

1A members who strug-
gled through these lean
years were part of a signif-
icant transition in the
North American theatre.
While the quality of the
material might not be as
superior as the critics
would have it, the staging,
scenic design, special
effects, sound, wardrobe,
and ]ighl‘ing made enor-
mous strides in sophistica-
tion and complexity.

Retrospectives were re-
staged in spectacular fash-
ion, such as No, No,
Nanette, Me and My Girl
and My One and Only.

The early Seventies also
established what began as
a trend and became per-
manent: fewer produc-

by
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tions, higher ticket prices.

Then, in 1971, the first
wave of the British inva-
sion came ashore, in the
form of Jesus Christ
Superstar. The show had
started life as a rock music
album, and it marked the
first appearance of Andrew
Lloyd Webber, the young
Englishman who would
transforin musical theatre
and Broadway with it.

It was pop opera, with a
sung-through libretto that
required careful miking
and amplification. The
staging, lighting and
sound design were all
cleverly executed by skill-
ful IA technicians, helping
to make this and other
shows successful despite
complaints by critics that
they were unworthy.

With this new emphasis
on staging and dramatic

special effects, shows
{especially musicals) began
to turn away from tradi-
tions of the past which
had required large casts,
including dozens of elabo-
rately-costumed showgirls.

Staging became as im-
portant as songs and book,
as dialogue and direction.
Alliance members found
themselves caught upina
rapidly changing and
evolving industry.

By the time the revolu-
tion came, it was desper-
ately needed. By the mid-
Seventies, theatre in the
U.S. and Canada was
virtually dead. The only
successful shows seemed
to come from off-Broad-
way, although these often
transferred uptown after
becoming a hit, thus ex-
rzmd ing work for [A stage-
hands. One example of
this new trend was the

The theatre is transformed for Cats, creating grenter intimacy between
the audienice aind the cast who populate the junkyard filled with oversized
props, such as old tires and an old stove.

award-winning That
Championship Season.

And touring companies
of past hits continued to
provide work in such
shows as Godspell and
Applause.

The shows that were
successful in mid-decade
relied on well-designed
and imaginative sets exe-
cuted by 1A craftsmen.
One such show was
Chicago, which had an art-
deco set with translucent
columns showing vaude-
ville scenes and a band
that performed on stage
from the rear. Another
was On the Twentieth Cen-
tury, which relied on sets,
props, lighting and sound
to re-create the sensation
of being on board the
beautiful old train.

A Chorus Line also helped
revive the struggling in-
dustry, opening in 1975

and running for 15 years
(6,137 performances),
providing steady employ-
ment and hope that Broad-
way (and the legitimate
theatre in general) was
about to be resuscitated.

More and more shows
began to be strengthened
by their technical values.
Sweeney Todd relied heavily
on its dark and brooding
setting which re-created
London of the Industrial
Revolution. The show also
used lighting and special
effects to enhance depic-
tion of the grisly murders
which are central to the
story.

Evita, another Andrew
Lloyd Webber hit from
London, finished out the
decade in style. The show
incorporated film clips,
voiceovers and even
brought stagehands out in
front of the audience to
change scenery.



Up and Down
in the Eighties

egitimate theatre in

the 1980s was domi-

nated by economics.
Too often both straight
and musical shows closed
after a single performance
because their producers
were afraid to risk future
expenditures on anything
other than a sure thing.

Thus, there were few
long running hits. Andrew
Lloyd Webber's Cals was
one of them. Stagehands
transformed the Winter-
garden Theatre into a per-
manent home for this
show, which included a
larger-than-life junkyard
filled with ingeniously
designed props that was
home to the cats. It was
magical fantasy and audi-
ences loved it.

Costumes and fantasy
settings also helped make
another mid-decade show
a success. [A members
helped re-create St. Tropez
as well as a flashy night-
club scene for La Cage aux
Folles.

But nowhere was there
a production as lavish and
extravagant as Andrew
Lloyd Webber's Starlight
Express. The show opened
in 1987 and was the most
expensive on Broadway up
to that time—$8 million. It
ran for 761 performances
but still did not regain its
investment.

Starlight’s actors per-
formed entirely on roller
skates, raci.ng:g ramps,
over bridges and catwalks.
The show used sophisti-
cated lighting and sound,
and re-created the starlight
of the title with lasers.

This hit came in the
same season with what
became a modern-day
classic, Les Miserables.
Broadway audiences wel-
comed the London hit
(written by two French-
men) with $11 million in
advance sales.

Les Miserables remains a

favorite of many stage-
hands who worked on it.
The show employs a mas-
sive turntable to move
scenery, people and props
around, but its most strik-
ing element is the massive
apparatus that, during the
course of a performance,
is twisted, slid and inter-
locked to create, in turn, a
Paris slum and the bar-
ricade of the doomed rev-
olutionaries. This incredi-
ble piece of stagecraft was
literally driven, through
automation, to construct
the various sets as needed.

Les Miz's lighting was
also extremely effective,
giving frightening menace
to the Paris sewers through
which Jean Valjean
escapes.

The era of the modern
spectacle would culminate
in 1988, with the arrival of
yet another Lloyd Webber
production, The Phantom of
the Opera.

This show attracted
such attention and interest
that it virtually dominated
the theatrical season—and
brought revived interest in
the legitimate stage.

This fully-automated

show used every effect
available to re-create the
misty waterways of the
Paris sewers or the city’s
nighttime skyline. [A car-
penters constructed the
interior of the Paris Opera
house complete with box
seats and grand staircase.
They built a tilting bridge
and a massive grid that
flew up or down but that
had to be strong enough
to support the weight of
actors climbing on it. Spe-
cial effects included
pyrotechnics of every sort,
and everything was fully
automated. Computers,
operated by stagehands,
controlled props and
equipment ranging from
the phantom'’s boat to the
candelabra that swept in
and out and up and down
the stage.

It was theatrical specta-
cle at its finest. Critics
complained about the
lavishness and audiences
kept the show sold out for
many months. In fact,
FPhantom had advance sales
of more than $16 million.

The legitimate stage had
come vividly alive.

Automation, now so
important in the theatre,

The wardrobe personnel af the
Metropolitan Opera in New
York create some of the most
benutiful and intricate costimes
used in the theatre foday.

could have caused us to be
left behind, had not our
Alliance and our members
made such a strong com-
mitment to education and
training.

Only through our con-
tinuous efforts to enhance
our skills and to be fully
conversant with new tech-
nol as soon as it was
developed were we able to
protect our position in the
theatre industry of today—
and of the future.

Moreover, the skills of
IA stage crews are in de-
mand in venues all across
the U.S. and Canada,
including concert halls,
arenas, auditoriums and
exhibit halls and construe-
tion shops.

This versatility and abil-
ity to adapt to the demands
of the workplace—at an
extremely rapid pace—has
earned us the respect of
theatre managers and
producers worldwide.
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The Film Industry Transforms

he film industry in

North America under-

went a transformation
during the last half of the
IA's history. The change
in the industry also trans-
formed our Alliance,
bringing with it new
challenges and new
opportunities.

According to the fifth
edition of A Short History
of the Movies, in 1938 there
were 80 million mowvie
admissions every week,
about 65 percent of the
population of the U.5. In
1990, there were an aver-
age of 20 million movie
admissions each week, or
less than 10 percent of the
population.

In 1937 there were 500
feature films produced by
the major studios, but in
1983, there were fewer
than 100.

In 1987, one of the
busiest years for the
studios in recent history,
there were 135 features.
On the other hand, inde-
pendents released 380.
This transfer of work from
the studios to the inde-
pendents had a major
impact on Alliance
employment.

While it lasted, the
studio system had a direct
and powerful effect on the
Alliance. The large number
of films released in the
1930s and 1940s required a
huge number of movie
theaters, employing many
thousands of IA projec-
tionists. Film exchange
workers also swelled in
numbers during the studio
years, as did lab workers.

These were years of
great wealth for the
studios. In fact, the movie
industry was one of the
few in North America that
did not immediately feel
the effects of the Great
Depression. Even when
economic difficulties hit,

the movies were able to
bounce back within a few
years.

The Hollywood Produc-
tion Code, which many
long-time Alliance mem-
bers remember well, came
into existence during this
period and was enforced
through the Motion Fic-
ture Producers and Dis-
tributors of America
(MPPDA). The MPPDA
was commonly called the
Hays Office after its
president, Will H. Hays,
President Warren G. Hard-
ing's former campaign
manager and postmaster
general of the U.S.

In 1945, the MPFDA
became the Motion Ficture
Association of America
(MPAA). The MPAA was
headed by Eric Johnston
from 1945 to 1966, when
Jack Valenti became its
current president.

The Production Code’s
rulings mandated that the
movies were to avoid ex-
cessive brutality, depiction
of any kind of sexual
promiscuity, and to avoid
making any kind of illegal
or immaoral life seem
attractive.

Imagine such rules being
applied to any of the films
shown in movie theaters
today!

The prim and proper
Production Code finally
died some 30 years later,
during the 1960s, when
the movement began to-
wards brutal realism and

no-holds-barred movie-
making that we have
today.

Hollywood reacted to
the economic pressures of
the Depression with
another response that
persisted for many years
and resurfaces occasion-
ally today as a nostalgic
"gimrnicic"—lhe double
feature. Two pictures for
the price of one became
standard in almost all
movie houses in North
America during the late
30's. IA projectionists
suddenly found them-
selves working longer and
harder then ever before.

Getting recognition and
proper compensation for
this additional work was,
as usual in labor relations,
not easy and did not come
without a fight. Were it
not for the strength of the
IA in Hollywood and
throughout North America,
projectionists at this time
would not have had much
success in their efforts.

Post-War Boom

he industry bounced

back, and when the

boom years of World
War Il and the post-war
era came, the studios were
ready. In fact, the film
industry experienced its
most profitable year ever
in 1946.

That is a statistic that
has never been beaten,
despite the blockbuster
years of the last two dec-
ades. Profits were the key
ingredient here—the
movies of 1946 were far
more profitable to make
than the movies of the
1970s and 1980s, when the
dollar had lost considera-
ble value. Moreover, today
films are expensive to
make because the movie-
going public expects so
much more, in terms of
special effects, big name
actors who command
enormous salaries, and
overall production values.

Independent distrib-



utors take a larger cut, and
a much smaller percentage
of the overall population
goes to the movies—all of
which adds up to lower
profits for filmmakers.

The studio system
meant that, in addition to
the “talent” (writers, ac-
tors, directors) that was
part of a studio’s repertory
company, technicians
were also part of the com-
pany. Alliance carpenters,
electricians, sound techni-
cians, editors, hair stylists,
wardrobe personnel, and
make-up artists became
crucial components of the
studio machinery.

These technicians
helped the studios turn
out thousands of pictures
during these years, every-
thing from mundane,
mediocre genre pictures
(gangster movies, for ex-
ample) to cinematic
masterpieces such as
Citizen Kane. These films

depended on their techni-
cal effects—lighting, set
design, sound—as much
as they depended on script
and acting and directing.
Orson Welles may have
had the ideas, but it took
an LA technician to make
them happen.

As the industry evolved,
the 1A evolved with it.
Alliance members worked
for the major studios,
such as MGM, Paramount,
Warner Brothers and Co-
lumbia, as well as for the
growing number of suc-
cessful independents,
such as Disney and Samuel
Goldwyn. They also
worked for some smaller
independents, such as
Monogram, who were
organized under the Inde-
pendent Motion Picture
Producers Association.

Eventually, Alliance
members in Hollywood
would find themselves
negotiating with yet
another association—the
Alliance of Television
Producers, These were the

High, Wide and Handsome,
a Paramount feature made in
1937 and starring Irene Dunne
and Randolph Scott, show the
confined space of a movie sef and
the mugic created by a few props
and careful lighting.

producers of motion pic-
tures for television.

What gave the Alliance
the strength to negotiate
successfully with so many
rival producers? The secret
of the IA’s strength lay in
the fact that Alliance mem-
bers were involved in the
motion picture process
every step of the way,
from concept to reality—
from the spund stage to
the editing room to the
film lab and exchange to
the projection booth.

Even IA members in the
film laboratories contrib-
uted significantly to the
overall product, accom-
plishing the many compli-
cated procedures required
to develop the film and
make flawless release
prints.

These skilled technicians
worked under the jurisdic-
tion of Laboratory Techni-
cians locals from Holly-
wood to Chicago, from
Detroit to New York. The
quality of the film cus-
tomers see in the theater
depends on the skills of
these workers as much
today as it did throughout
the Alliance’s history.
Many of the same skills
are required, including an
understanding of chemis-
try, physics, optics, elec-
tronics, sensitometry,
engineering design and
controls.

Despite the many
changes in the film indus-

try, the skills of lab techni-
cians, as well as those of
Alliance members respon-
sible for the distribution of
finished prints, remain
critical to the industry’s
Success.

However, in recent
years, with the spread of
multiplex movie theaters,
IA projectionists have
often found themselves
under siege. Today, many
theaters which would
have employed several
projectionists now employ
only a few to operate many
separate projectors. How-
ever, theaters which do
not employ experienced
and well-trained IA pro-
jectionists find themselves
beset with technical prob-
lems and angry customers.

As the technology has
grown increasingly com-
plex, Alliance projec-
tionists, encouraged by
the educational policies of
the IA, have maintained
an edge over their non-
union counterparts thanks
to their superior skills and
training.

Despite that fact, chang-
ing attitudes of the Ameri-
can and Canadian govern-
ments towards workers in
general did great damage
as the end of the 20th
Century approached.

But that wasn't the first
time the government’s
actions had a profound
effect on the movie
industry.

The Warner Brothers 1937 feature, Call It A Day, starred Walter Wolf
King and Olivia de Haviland, Here a teckmician takes @ measurement be-
fore the camera rolls.

I3




8 9 3 The Mitchell BNC 35mm camera was nsed with great swecess by LA mem-
bers for many decades; it provides a sound insulated casing, one-lens
nnonnting, automatic parallax correction of the viewfinder, automatic dis-

The Government—and the
Courts—5Step In

efore World War Il

had ended, courts in

the United States had
ruled on government con-
cerns about the structure
of the U.S. movie industry.
These rulings would effec-
tively eliminate the studio
system.

The courts ruled that
the film industry’s
methods of distributing
movies represented an
illegal restraint of trade.
The courts opposed block
booking, claiming it was
unfair to individual
exhibitors because it re-
quired them to book many
pictures they didn’t want
just to get the few they
did.

Movie chains owned by
the major studios made it
even harder for independ-
ent theater owners to
compete.

In 1948, the Supreme

Crew and director on the set of
The Texans, shot by Paramount
in 1938,

Court ruled (in LI.5. vs.
Paramount Pictures, Inc.)
that the studios had to
divest themselves of their
theaters.

That effectively elimi-
nated the guaranteed out-
let for the studios’ product
no matter how good or
bad that product was.
Now, after decades of
turning out pictures by
the thousands and raking
in the receipts, the studios
would have to start com-
peting on the basis of
quality entertainment.

At the same time, more
and more Americans were
buying television sets and
staying away from movie
theaters. TV promised
work for A members (after
jurisdictional and technical
problems were resolved
and once the Alliance
sorted out just what po-
tential television had for
the entertainment indus-
try), but initially the new
medium had a very nega-
tive impact on the studio
workers.

solve control and several focusing comirols.

The movie industry
went into its own kind of
great depression.

Thousands of studio
workers were laid off.
Sound stages and outdoor
sets were left empty. The
larger studios, which had
acres of sets and hundreds
of players under contract,
were hit the hardest.

Smaller studios like
Columbia managed to
survive. Moreover, in 1951
Columbia had the wisdom
to establish its own televi-
sion division, Screen
Gems. Ultimately,
thousands of LA members
would work for Screen
Gems, making the transi-
tion from movies to TV.

Sadly, one by one the
great movie palaces began
to close down. The shift of
the population to the sub-
urbs and away from the
city centers, where these
palaces were located,
hastened the decline of
the movie industry and
cost thousands of 1A pro-
jectionists their jobs.

Gradually, new movie
houses would be built in
the suburbs, but in the
early 1950s, the big multi-
plexes we have today were
not even a dream.

Innovation Saves the Day

lliance members’ skills

and our ability toadapt

to rapid change were
tested during the 1950s
and 1960s, as the movie
industry attempted to find
ways to win back con-
sumers who now sought
their entertainment
through television, sports
events and outdoor
activities.

One of the first innova-
tions that Alliance mem-
bers had to contend with
was 3-D, a three-dimen-
sional, stereoscopic
novelty that was produced
by shooting the same scene
through two separate
lenses set apart but con-
tained in a single camera.
In the theater, two inter-
locked projectors would
put the two images up on
the screen simultaneously,
but the audience could
only see the scene in three-
dimensions by wearing
awkward cardboard or
plastic Polaroid glasses.

1A cameramen and pro-
jectionists alike enthusias-
tically did their part to
make the new process
successful. Hollywood

. Whizon
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Drive-in movies thn-!'iq success in the 1950s and early 1960s but have
virtually disappeared foday.



called it “Natural Vision.”
According to Local 659
member, Joseph Biroc,
who had used the 3-D
equipment, the “operating
crew working with Natural
Vision cameras must be
exacting in their work—
much more precise

than 2-dimension
cinematography.”

The studios moved
slowly but with great de-
termination in developing
3-D movies. Nevertheless,
following the success of
the first 3-D film, Buana
Dewvil, other 3-D features
were released in quick
succession: House of Wax,
It Camie From Outer Space,
Creature from the Black
Lagoon, Kiss Me Kate,

I, the Jury and Revenge of
the Creature.

Most of the features
were thrillers, since acton
was required to get the
most excitement out of
3D.

There are many argu-
ments about what exactly
caused the death of 3-D.
Some say that the glasses
that were required caused
headaches. Others say
that the novelty wore off
and, after awhile, the ef-

fects were simply no
longer interesting or excit-
ing enough.

It took only a few years
for 3-D to be abandoned
entirely. For example,
Revenge of the Creature was
released in 1955, but the
popularity of 3-D had
already declined so much
that in 1954 Alfred Hitch-
cock released his new
feature, Dial M for Murder,
in two-dimensional format
even though it had been
shot in 3-D.

Another novelty came
on the scene at about the
same time: Cinerama. This
process, developed
around 1953, held great
promise since it did not
require the uncomfortable
and awkward glasses of
3D.

The Cinerama experi-
ence brought the audience
into the action, as opposed
to 3-D, which brought the
action to the audience.

Cinerama used three
interlocked cameras and
four interlocked projectors
(one for the stereophonic
sound), and the final pri.nts
were projected side by
side instead of on top of
one another as in 3-D.

What moviegoers actu-
ally experienced was a

wrap-around effect of
three screens made to
appear as one. It created
the sensation that the
body was in motion. It
was, in its day, like a wild
ride at Disneyland.

The first Cinerama film
was This is Cinerama. It
featured an exciting roller
coaster ride and a coast-to-
coast flight over America.

LA members eagerly
embraced Cinerama, de-
spite its shortcomings,
one of which was its com-
plex projection process,
which meant only a few
theaters in major cities
were equipped for it. It
was marketed much like
the road company of a
Broadway hit, with re-
served seats, scheduled
performances and high
ticket prices.

In this way, Cinerama
retained its mystique, and
customers would return
again and again if an op-
portunity presented itself,
much as they do today
when their favorite Broad-
way shows come to town.

Cinerama ran into
trouble when producers
tried to use it as a legiti-
mate process for feature
production. Features such
as How the West Was Won
and a [t's a Mad Mad Mad
Mad World were overcome

by the grand scope of
Cinerama. The dramatic
elements of these films
were simply over-
whelmed.

Just as it started to fade,
however, Cinerama was
given a brief new lease on
life through Stanley Ku-
brick’s landmark film,
2001, A Space Odyssey.
This film used a modified
Cinerama process shot
with a single camera but
projected onto a Cinerama
screen. Kubrick let the big
screen and fast camera
work enhance the story.

But there was increasing
competition from another
new process—Cinema-
scope. Cinemascope, it
was claimed, would give
3-D effects without the
expensive lenses and with-
out costly alterations to
projection equipment.

Theaters would need
special screens developed
by Cinemascope’s creator,
20th Century-Fox. The
screens were 64 feet wide
and 25 feet high and
curved to a depth of five
feet, giving the feeling of
being surrounded by the
action. Accompanied by
stereophonic sound,
Cinemascope, it was

This crane shot gave the director
the look he wanted of Humphrey
Bogart leaving the dock in the
1944 feature, Passage to
Marseille.




claimed, would engulf the
viewer.

Cinemascope used
35mm film and a single,
conventional camera. A
special anamorphic lens
compressed the images to
fit the width of standard
film. When it was pro-
jected with a correspond-
ing anamorphic lens on
the projector, the distor-
tions disappeared.

The first Cinemascope
feature, The Robe, was
highly successful, con-
vincing 20th Century-Fox
and others that Cinema-
scope was a good
investment.

In turn, Cinemascope
led to other developments,
including Vista Vision, a
m_ananamurphic process
which printed the image
sideways on the film strip
to provide a better quality,
wider picture on screen.

Also, during this pro-
ductive and innovative
period, other film sizes
were experimented with,
such as 55mm 65mm and
70mm. The first 70mm
film was Oklahoma!, com-
pleted in 1955.

The new processes re-
quired some adjustment
by directors and [A
cameramen. The wide
frame now had to be filled
in with sets, props, and
action. Actress Lauren
Bacall has said that acting
in a Cinemascope picture
was much like performing
in a Broadway play—actors
had to keep moving across
and in and out of the frame
in order to make full use
of all the room it provided.
In an unskilled director’s
hands, standing still could
reveal the downside of
Cinemascope—the empty
corners of the frame.

At the same time, a
skilled director and
cameraman could use
those corners to enrich the
story and action of the
feature.

By the mid-1960s, the
wide screen was here to
stay.

Color Comes to the Movies

ne of the great innova-

tions of the movies in

the last half of this
century was the develop-
ment of color.

Technicolor Corporation
was founded in 1917 and
the company was sup-
ported in its efforts by all
the major studios.

At this time, the process
was a two-color one, but
by 1933 Technicolor had
advanced to a three-color
process. The first two-color
process film was The Toll of
the Sea in 1922. Walt Disney
produced the first film
using the three-color proc-
ess, the animated cartoon
Flowers and Trees, in 1932,
The first full-length feature
shot in three-color process
was Becky Sharp in 1935,

Black and white film
remained the medium of
choice for most film-
makers, especially since
IA cameramen and light-
ing technicians were refin-
ing their art so quickly and
skillfully that black and
white films had much
more emotional impact
and depth than did the
color movies of these early
days.

Such is the case of The
Letter, filmed by camera-
man Tony Gaudio, whose
skill gave the film an omi-
nous and oppressive at-
mosphere which enhanced
the tale of murder and
mystery on a tropical
plantation.

Color was reserved for
cartoons or for grand
spectacles, such as Gone
With the Wind in 1939, It
was filmed by Ernest Hal-

LA lab technicians were a vital link in the film distribution process, pro-

viding a quality control check on the millions of prints Hhat passed through

filst lnbs every year.

ler, an 1A cinematographer
who had already filmed 80
pictures, but Gone With the
Wind was his first color
movie.

Technicolor Corporation
enjoyed a monopoly and
thus could dictate how its
process was used. The
company even developed
an aesthetic code for the
use of color in film.

Competition would not
come until the develop-
ment of a competing proc-
ess, Eastmancolor, This
process allowed color film
to be shot with an ordinary
movie camera. At the same
time, color emulsions
became faster and easier
to handle.

However, as [A mem-
bers working in the studios
during the late 1940s and
1950s know, Eastmancolor
was cheaper and easier to



use but it was not as bril-
liant or intense. Moreover,
maovies in Eastmancolor
proved to be unreliable, so
that films using this proc-
ess in the 1950s are already
seriously faded. It wasn’t
until the 1980s that
Eastman would develop a
stable color film stock that
would have the perma-
nence and brilliance of
Technicolor.

During the 1950s and
into the early 1960s, black
and white films became
increasingly rare. Just as
they had with black and
white film, IA cinematog-
raphers, lighting techni-
cians and scenic designers
learned to use color in
artistic ways as well as to
contribute to the plot and
action of a film.

|ESIE HOWARD LAl

Sounding Good

ound was another

technical area which

improved dramatically
in the years after World
War II. IA sound techni-
cians had always worked
hard to capture good
sounds despite the diffi-
culties of the task. As Bob
Weatherford, sound editor
with Local 776 in Holly-
wood, wrote in 1958:

“From the beginning of
the sound motion pic-
ture era, great care has
been taken to capture
the realism of sound in
conjunction with the
picture . . . We sound
editors believe that one
picture with good sound
effects is not noticed by
the majority of movie-
goers. They take all of
the sound for granted,
not knowing that the
sound, and in many
instances much of the
dialogue, is dubbed and
put in by a sound
editor.”

ST LARKGAE
VIVIEN LEIGH

BLAND

He remembered how
the word “quiet” was the
operative word on sound
stages of old. In fact, he
recalled, the sound de-

artment often flew bal-
loons from the tops of the
highest sound stages to
notify planes that shooting
was in progress so they
would avoid flying directly
over the stages.

Magnetic film chan,
all that in the late 1950s.
Magnetic film allows the
sound editor to review the
dailies and decide which
scenes need to be dubbed,
thatis, dialogue and sound
effects produced in sound-
proofed studios and added
to the magnetic film itself.
The film that is to be
dubbed is separated from
the rest of the film into
“loops,” thus giving us
the Hollywood term
“looping.”

Dialogue editors pain-
stakingly match the new
sound with the lip move-
ments of the actors, along
with the original sound
effects.

In Cinemascope, it was
especially important to
put the sound in the right
place, because there were

It Was A Very
Good Year

or the movies, 1939

was a very good year.

This golden year pro-
duced at least two classics:
Gone With The Wind and The
Wizard of Oz. The skills of
1A members created such
stunning effects as the
burning of Atlanta and the
Emerald City of Oz.

three sound positions on
the wide screen, and if the
voice or sound effect was
on the right while the
actor or action was on the
left, the impact of Cinema-
scope was greatly reduced.

Sound effects editors
have become increasingly
skilled at their trade, In
The Enemy Below (1958), all
of the sound effects were
either made by the sound
editors or acquired from
the sound effects library.
This film was one of the
most challenging of the
era in terms of sound.

Editors had to reproduce
such sounds as torpedoes
racing through the water,
the sound of sonar, the
throbbing of the sub-
marine’s turbine engines,
the sound of depth
charges, the noise of ex-
plosions underwater,
even the sound of
footsteps in the sub-
marine. The skill with
which 1A sound editors
created these sounds won
an Academy Award for
the sound department
under Walter Rossi.

What Brother Weather-
ford said in 1958 is still
true today:

“It is really more the
effect of the sound than
the sound effect that is
important.”




A Truce Is Declared

he war between televi-

sion and movies ended

in the mid-1950s,
when Hollywood starting
making shows for TV and
began selling old movies
to television,

The movies began to
focus on what was best
about the medium, pro-
ducing films that incorpo-
rated sound, color, and
composition in ways that
could not be achieved by
television.

1A members who had
worked all their lives in
the movie industry found
themselves working in
television, as new com-
panies bought old film
studios for the purpose of
making TV films. Among
these were Revue, which
bought the old Republic
studio and Desilu, which
bought RKO.

Today, it is common to
see feature films that are
Jess than a year old on
television. This practice
has had helped studios
make money and thus
make more movies and
provide work to [A studio
mechanics. However, the
practice has had some-
thing of an adverse impact
on IA projectionists, since
it has eliminated movie
houses which played
fourth or fifth-run films,
as well as houses that
catered to revivals of past
blockbusters.

The Renaissance of the
Movies

n the 1960s and 1970s,

the movies underwent

a renaissance. Films
like Bonie and Clyde intro-
duced a new kind of anti-
hero to the cinema, as well
as a new realism that re-
quired much more com-
plex make-up, costuming,
props and set design.

Alliance camera

o r'mnﬂmgmphrr William Clother (behind camiera) fotlotes director
Vincent McEueety down “Main Street” in the 1968 feature Firecreek,

starring Herry Fonda, Gary Lockwood and Jack Elam.

operators and cinematog-
raphers found themselves
asEcd to supply a whole
range of effects, from slow
motion to freeze frames.
and jump cutting. Some
movies even intermingled
black and white with color.
Attention to detail became
paramount, in decor, in
dress and in setting.
Fewer films were being
shot on soundstages. Al-
liance members found
themselves spending more
and more time on location.
The use of natural—or
natural-seeming light—
became prevalent, pre-
senting new challenges for
1A lighting technicians.
As the move towards
ever more realism in-
creased, LA studio
mechanics were called on
to stage elaborate and
difficult scenes, such as
high-speed car chases (as
in Bullitt in 1968 or The
French Comnection in 1971).
These were forerunners

of the fast-paced, high-
speed movies of the late
1970s, onward. The next
neration of films would
find Alliance members
producing even more
complex special effects to
give audiences thrills and
excitement beyond the
previous bounds of their
imagination.

Perhaps the first such
movie—and the one that
begat all others—was
George Lucas's Star Wars.
This film, and the others
to follow, were fantasies,
what some critics called
space operas. Alliance
members created a new
world, a whole new uni-
verse in fact, on screen.

Make-up, costumes,
models, animation and
mechanical effects were all
used in ways never before
seen. Stor Wars also in-
augurated the era of the
blockbusters—movies that
brought in more than 5100
million at the box office.

Accompanying this new



The Paramount backlot, showing

the classic Western sel,

special effects (E.T. and
Close Encounters of the Third
Kind) that required a whole
new generation of Alliance
members, now working at
Industrial Light and Magic
in Northern California, to
create box-office magic.

Some of the develop-
ments of the skilled tech-
nicians working at Indus-
trial Light and Magic
include THX Sound, a
system of standards for
the quality and balance of
sound in theaters, Sound-
Droid, a digital sound-
editing system, and Edit-
Droid, a computerized
editing station that allows
movies to be edited on
video.

George Lucas, and
Steven Spielberg, who has
been called the new De-
Mille because of his skill at
making spectacular yet
intimate and meaningful
films, are the most power-
ful figures working in the
film industry today. Yet
we know that no part of
their vision would have

tional corporations like
Sony, the emphasis is on
protits, not art. And while
the studios no longer per-
manently employ large
cadres of skilled techni-
cians, costumers, make-up
artists, set designers,
greenskeepers, and others,
these workers have never-
theless survived—and
flourished—under the
new studio system of the
late 20th Century. And
despite the preoccupation
with the bottom line, art
continues to exist, as evi-
denced by films like the
1992 Oscar-winner,
Unforgiven,

Much of the credit for
the existence of such art is
due to the skills and dedi-
cation of Alliance mem-
bers, who labor behind
the scenes, often under
difficult circumstances, to
help produce the memora-
ble and emotionally rivet-
ing films of today—and
tomorrow.

blockbuster movement signal that there was more been possible without the
were technical innovations to come, either as sequels skills and creativity of 1A
that enhanced these spec- or pre-quels. members. '
taculars even more. The The movies of Director Today, as more and
Steadicam allowed new Steven Spielberg likewise more studios are taken

Parannonnt Studio’s Washinglon
Square set, re-creating a New
York streef.

freedom and flexibility in
shots, linking as it does
the mobility of hand-held
cameras with the smooth-
ness of a camera mounted
on a dolly.

The Dolby noise-reduc-
tion process improved
sound quality dramati-
cally. Star Wars is recog-
nized as the film that
brought a second revolu-
tion in sound to the
movies. The film used
Dolby Stereo Variable
Area soundtrack through-
out its entirety. This sys-
tern allows 35mm prints to
have four-track stereo-
phonic optical soundtracks
that had great clarity and
range.

Moreover, this film
transformed the industry
in other ways. It was billed
as "Episode IV,” a clear

employed spectacular over by huge, multina-
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Prime Time Opportunities

rom its earliest days,

two factors drove the

development of tele-
vision as we view it today,
and the IATSE was vital to
both. These two factors
were profils and technology.

It took 1A members to
implement—and in many
cases, to create—the tech-
nological advances that
gave the medium of televi-
sion the constant interest
and stimulation that
viewers required.

And retaining and win-
ning viewers were essern-
tial if profits were to in-
crease. The networks,
even in the early days,
were focused on profits.
They also began to under-
stand the power of televi-
sion to touch people, to
influence events, and to
entertain.

Alliance members met
the early challenges of
television with ingenuity
and enthusiasm. In those
days, shows were broad-
cast live, and that brought
special demands which [A

members willingly met.
There were some 425
full-time and part-time
stagehands working for
NBC-TV alone in 1953.
These technical workers
helped the network pro-
duce some 135 television
shows a year, as well as
more than 50 commercials.
These stagehands, ac-
cording to a 1953 article in
NBC's employee publica-
tion, Chimes, had to be
versatile and quick:

“Not only must the
stagehand make his
scenery ‘fly," but he
must be able to operate
pop-up toasters, simu-
late rain or snow, and
there have been cases
when a stagehand on
cue must make flies fly
or buzz around a certain
actor on set. . . Old
hands at the game are
an invaluable asset to
any TV program.”

This photograph showing one of
the earliest RCA televisi
illustrates hoto the &

has changed dramatically
the years.

One show that was a
major success in the early
days was The Hit Parade, a
program which had nine
separate sets of three-
minute numbers each. IA
members working this
show needed split-second
timing, since the pace and
movement of props, sce-
nery and lighting was
rapid-fire. As the Chimes
noted: “There are no re-
takes on TV.”

This was the overriding
characteristic of television
in its formative years, and
1A members devised all
kinds of ingenious ways
to make it work.

Costumers and ward-
robe assistants hit upon a
unique way bo effect cos-
tume changes despite the
limitations of tiny studio
stages and the demands of
continuous live action:
actors wore two or three
outfits at the same time
and shed them while mov-
ing from scene ko scene.

Lighting technicians,
many of them already
experienced from years on
the stage, learned to use
lighting to simulate aging
on actors’ faces, or to lead
viewers from scene to
scene through the use of
lighting cues on the vari-
ous parts of a single set.
Lighting was especially
critical to the re-creation of
dramatic effects, such as
storms and other weather
changes. Boom operators
had to learn to capture



A television bechmician monifors ] 9 9
images of Eve Arden during an

early TV production

sound without gettins in
the picture, knowing all
the time that they had
only one chance to doit.

Television studios in the
19505 were often crammed
with props and equipment
that were used again and
again.

But it was apparent
early on that the tech-
niques applied to movie-
making or the legitimate
stage were not necessarily
appropriate for television.

For example, close-
ups—as opposed to long,
wide shots—became key
ingredients of a TV play,
and lighting technicians,
cameramen and other
skilled personnel who
learned to execute these
tight shots were in great
demand.

Cameramen and boom

operators worked within
these tight confines quite
nimbly. For IA camera
operators, the challenge
was especially keen, Each
camera contained several
lenses so that the camera
operator could switch
focal lengths—close-up,
medium, long—as the
director demanded. The
shots were blocked out in
advance, but it was live
TV and adjustments were
made constantly through-
out a show.

Eventually, television
directors, actors and tech-
nicians learned that televi-
sion should not try to re-
create what was happening
in theatre and in movies,
but should instead focus
on what TV can do best.
The power of the dramatic
story, centered on human
events, became the main-
stay of TV in the early
years.

Underlying all of this
was the commercial aspect
of television. After all,
sponsors had to sell their
goods; they didn't want to
be connected with shows
that had low ratings.

Moreover, they needed
an effective way to sell
their products—enter IA
members to help create
the commercials which
would quickly make the
relatively new medium of
television so profitable.

In fact, far more was
spent to make commercials
than to make the shows

they sponsored, at least
during the first decade or
so of television’s history.
For example, estimates at
the time were that com-
mercials cost between
510,000 and 520,000 per
minute, while the comedies
and dramas themselves
cost about 2,000 a minute
to produce.

Cartoon commercials
became a mainstay of tele-
vision, since it cost much
less to produce an ani-
mated commercial. At one
time there were sixty
studios in New York alone,
employing about 500 mem-
bers of Local 841, Screen
Cartoonists. IA animators
were kept busy in these
and other shops all across
the U.5. and Canada.

Toothpaste tubes
danced, soap boxes
opened magically, and
animated children ate tons
of candy without gaining
a pound or developing a
single cavity. These car-
toonists worked tirelessly,
on demand, despite the
fact that they were re-
peatedly laid off when
work was slow.

In addition to the car-
toon commercials, the
1950s and 1960s saw the
rise of entertainment car-
toons—the Saturday
morning staple. This work
brought many [A members
long-term contracts, a
welcome change from the
uncertainty of the early
days.

And Now for the News. . .

he ascendancy of tele-

vision news would

have a profound im-
pact on our Alliance. Tele-
vision news did not have
an auspicious beginning,
but within a few short
vears, news and documen-
taries would become as
much a part of the medium
as gangsters (The Untouch-
ables), westerns (Bonanza)
and comedies (I Love Lucy).

The rise of TV news
affected the IATSE in two
principal areas. In the
first, theatrical newsreels
were gradually eliminated,
eventually disappearing
altogether from television
and movie theaters.

The second impact of
TV news on IA employ-
ment has been a perma-
nent one. The three net-
works decided to stop
relying on footage from
sources like Fox and Tele-
news and began maintain-
ing film crews in all the
major metropolitan areas
instead.

The crews were gener-
ally made up of two or
three technical people, a
cameraman, soundman
and electrician, and for a
time this arrangement
seemed to satisfy the net-
wuorks and the public alike.

However, in most cases
the news was simply re-
ported, without analysis
or context. Formany years,
the nightly newscasts
were only 15 minutes
long,.

But in 1953, with the
coronation of Queen
Elizabeth 1, the networks
realized that people would
indeed watch newsworthy
events for more than the
allotted 15 minutes a night.
NBC-TV went after the

IA animators in television have
dermonstrated their skills and
creativity over the years, desigi-
ing and drawing animated com-
miercials and features.

i



A vintage 1940s cameri.

coronation story in an
aggressive way, even em-
ploying a completely new
and completely secret
rapid development pro-
cess created by the Mas-
sachusetts Institute of
Technology.

NBC set up a temporary
developing lab ata London
airfield, filmed the corona-
tion directly off a television
set, a process known as
“Kinescope” recording,
(BBC was covering the
event live) and within an
hour the developed film
was on its way to New
York.

The footage was edited
en route, using bolted-
down equipment set up in
the belly of a re-vamped
DC-6. The footage was
broadcast on the NBC
network as soon as the
plane landed in New
York.

All that frantic rush was
for nothing, however.
ABC used a Canadian
Broadcasting Corporation
telecast via cable, and beat
the other two networks by
minutes.

MNevertheless, the
momentum for developing
news coverage as a legiti-
mate aspect of television
programming was
intensifying.

The public would come
to rely more and more on
television for information,
not just for entertainment.

Heading West

Landmarks of TV News

elevision production,

once centered in New

York, headed west in
the late 1950s and early
1960s. With the develop-
ment of film broadcasts,
live shows were no longer
the mainstay of television
programming. Holly-
wood's ability to produce
high-quality telefilms for
series gave the studios an
edge over New York pro-
duction centers.

One other phenomenon
occurred in the late 1950s
which finally drove most
of the entertainment pro-

mming out of New
York: the quiz show scan-
dals. Shows like The
564,000 Question, Twenty-
One, and The $64,000
Challenge were found to
have been “fixed.” Selected
contestants were given
questions and answers in
advance to make the pro-
grams “more interesting.”
This was done, sup-
posedly, at the behest of
sponsors who were intri-
cately involved with the
programming of these
shows.

A congressional investi-
gation followed these
revelations, with the result
that the networks rejected
the game show format,
turning instead to still
more television films and

series.

The 1959 fall TV
schedule contained more
than 30 new Hollywood
series.

At the same time, the
networks decided that
documentaries and in-
depth, analytical news
programs would restore
prestige in the wake of the
quiz show scandals.

A typical family scene from the
late 19405 or early 19505, when
television tramsformed our way

of life.

everal major events

filled the television air

waves in the years
following the quiz show
scandals. Each of these
events had a profound
impact on both society
and on network news
programming—and there-
fore, LA members.

The visit of Soviet Presi-
dent Nikita Krushchev
found dozens, perhaps
even hundreds, of [A cam-
era operators, sound tech-
nicians, electricians, grips,
gaffers and other technical
personnel working around
the clock to cover this
historic visit. They worked
tirelessly, capturing on
film and videotape the
powerful images of a
Soviet president touring
such American institutions
as a farm in lowa, a Holly-
wood banquetand a U.S.
factory.

The visit also put U.5.
news coverage on the
world map. Footage of
Krushchev's visit was
shown all over the world,
spreading far and wide
the message that American
dominance of television all
over the globe was
complete.

IA members in Canada
already appreciated the
impact of American televi-
sion. Many talented and
creative Canadian [A
members at this time dis-
covered they had to mi-
grate to Hollywood if they
wanted to have any real
success in the television
industry.

That migration bene-
fitted Hollywood enor-
mously, but it made it
hard for the Canadian
broadcasting industry to
expand until much later.

Some of the names of
famous Canadians who
had enormous success
both in front of and behind




the camera after they
moved to Hollywood in-
cluded Lorne Greene,
Morman Jewison, Reuven
Frank, Christopher Plum-
mer, Arthur Hiller and
Harry Rasky.

Another major event
that transformed TV
forever was the election of
John F. Kennedy as presi-
dent. All during the cam-
paign, the press had fol-
lowed candidates Kennedy
and Richard Nixon all
over the country, initiating
the campaign trail cover-
age which so dominates
elections today.

One tireless pair, Robert
Drew of Time, Inc. and
cameraman Richard
Leacock, pioneered the
use of candid photography
to show a side of John
Kennedy on the campaign
trail that the public nor-
mally would not see. This
style of presentation—let-
ting the action provide the
narrative as opposed to a

voiceover telling viewers
what they are seeing and
what it means—would
revolutionize the way
political coverage and
documentaries in general
were created. It became
known as cinema verite,
The Drew-Leacock film
was called Primary, and it
was rejected by the net-
works because, said all
three networks, it was not
produced by their own
documentary units.
Before the 1960 election
was over, another event
would occur which would
make television history:
the presidential debates.
The first Kennedy-
Nixon debate was at a CBS
affiliate, WBWM in
Chicago. Station techni-
cians were required to
meet all kinds of demands
on the part of the candi-
dates” entourages, includ-
ing painting the back-
ground on the set two
times, the last time shortly

before the debate was to
begin.

The A members on the
set of that first debate
were a part of history—as
so many Alliance members
would be during the next
30 years of television.

The two candidates
quickly appreciated the
full impact television could
have on a campaign. The
Democrats anrﬁepubli-
cans both spent many
thousands on producing
campaign films, and one
employed a technique that
had been pioneered by a
Canadian filmmaker in
City of Gold, a 1957 Oscar
winner.

That film used still
photos as a basis for telling
a story, and that technique
proved especially useful to
Nixon's running mate,
Henry Cabot Lodge.
Lodge simply did not come
off well on film—he
seemed stuffy and preten-
tious—so the filmmakers
used stills from his family
album to tell Lodges story,
employing City of Gold's
effects quite successfully.

The Kennedy inaugura-
tion in 1961 lasted all day
and into the night, just as
coverage of his assassina-
tion would preoccupy tens
of millions of Americans

just a few years later. In
that instance, television
served the dual purpose
of informing the public
and helping the nation to
Fﬁeve. The coverage lasted
our days, beginning early
in the afternoon of
November 22, 1963, and
involved a rapid series of
events that included the
first murder on live TV—
the killing of Lee Harvey
Oswald by Jack Ruby.

The images gathered by
IA technical crews were
emotionally riveting.

Forever after, LA mem-
bers would find them-
selves in the midst of
national and international
events, with full aware-
ness that Canadian and
American citizens were
relying on them to bring
news into the living room.
‘Wars, urban riots, the
conquest of space, live
telecasts of congressional
hearings on everything
from civil unrest to the
possible impeachment of a
president—IA members
were eyewitnesses to all of
these pivotal events and
so much more.

From Camelot to Vietnam . . .

he Sixties began with great optimism but were domi-

nated by tragedy and disaster. For A members, the

election of John Kennedy in 1960 gave hope that a new
era of labor relations was about to begin. Just a few years
later, literally hundreds of IA technicians would bring news
of the assassination of the young president into our living
rooms. For three days, Americans would stay before their
televisions as IA members broadcast the funeral and its
aftermath, including the shooting of Lee Harvey Oswald
on live television. Just a week before his death, President
Kennedy addressed the AFL-CIO Convention, where he
said: “Four million people are out of work . . . the nation
dare not wait until it is too late.” We can only wonder what

might have been . . .
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Elliott Ness (Robert Stack) is shown in a typical scene from the original
The Untouchables from 1959. [A members working on this series faced

enormous challenges in re-creating the car chases, gun fights and ather
action sequences that were unique at the time.

1A Members Contribute

uch of the success of
television, as with
the movies and the
legitimate stage, is due to
the skills and creativity of
1A members.
Alliance members al-
ways tackle every produc-
tion problem as if the film

depended on it (as in many

cases they do), and even
in the early days they
seemed to instinctively
know that they were part
of something truly special.
One long-time 1A mem-
ber, Ted Cook of Local 44,
remembers the excitement
and thrills of those days.
Sometimes, it took a com-
bination of ingenuity,
hard work and just plain
luck, as this story about
the first episode of The
Untouchables illustrates:

“The lot was bare and
broke, the picture was
way over budget of
$500,000 and we were
taking the big master
shots. Fortunately, [
was working for the
best special effects man
around named A.D.
Flowers, who could
scrounge up items ina
junk yard, suElus
stores, or anything to
make mmetﬁing work-
able . . . The shot was
of a very large brewery
and whiskey making
plant that the FBI was
going to raid by driving
a ten-ton Mack truck
through 30-foot high
double doors. Inside we
had three big beer vats
rigged on the inside
with five gallon cans
filled with phony beer at
the gun shot holes, a
whiskey still to break
up, plus a dozen steam
pipes that had to dis-
gorge their steam, and
other explosive hits and
fire power. We also had
a couple of steam boilers
making steam and fog.

Because of the budget
{overruns) we could not
have any help. Well, we
did not panic. A.D. took
care of the bullet hits,
explosives, the door and
guns. My job during
shooting was to dress
up as a worker, open
and close the steam
valves, go vat-to-vat
filling beer cans, and
handle the fog.

This was one of the
first multi-camera shots
taken in TV, with three
or four cameras. One
camera was set up on
the floor to film the
truck crashing through
the door. Me being very
safety conscious—I
thought the camera was
too close to the door.
The camera crew said
they had measured the
distance, but [ insisted
that if the truck hit just
right, the door could go
a lot further than
expected.

The crew moved
farther back, and |
suggested that they
should not lay there
while the camera was
rolling, so they puta
rope on the camera and
moved out of the way.
The shot went off very
well—the 30-foot doors
blew in, and all hell
broke loose. Machine
gun fire, vats sprouting
streams of beer, and
steam from pipes filled
the air. The director said
over and over again, ‘I
can’t believe it, just the
two of you set up all
this.” I winked and said,
just another IATSE job.

Oh, by the way, the
door landed on the first
camera—they got their

shot but lost the camera.

The rope couldn’t save
it. Luckily, no one was
hurt.”

All too often, IA mem-
bers would find them-
selves in uncomfortable,
even dangerous, situa-
tions, yet they always “got
the shot.” As Local 644
member Gerald Yarus
recalls in 1967:

“Rocks, bottles and
other missiles kept hit-
ting the pavement all
around me. [ was trying
to shoot film and stay
healthy at the same
time. It was the second
night of the Newark
(New Jersey) riots. . .
Emotions were high and
hatred was in the air.
One fellow said he
would knock me down
and walk all over me if I
raised my camera . . .
The only people you can
count On are your
soundmen and
electricians . . ."

Local 644 member and
CBS News cameraman
Larry Racies also remem-
bers those riot-torn days:



action-adventure pro-
grams as well. This posed
special challenges for IA
members working in TV
studios in Hollywood.

As time went on, these
shows became more
sophisticated and the tech-
niques used to achieve
special effects grew more
complex, but the success
of each venture still relied
on the skill and persever-
ance of LA members.

The ingenuity of one
member of Local 44, Ross
Taylor, led to many de-
velopments that served
the industry well. One of
these was his “harmless

gun.
As Brother Taylor
recalls:

But Brother Taylor
didn’t stop with the pellet
gun. He invented many
effects, including one
special one:

“l am rather proud of
my mechanical striking
snake, mostly because
of the size of the
mechanism . .. Itis
smaller in size than any
other existing snakes,
while still maintaining
the regular 20-inch strike
.. . The hole necessary
to bring the snake to
ground level is only
one-foot by one-foot by
three feet, and can be
handled by one man. It
uses compressed air for
power and is controlled

In the 19505, everyone loved Lucy, and this scene demonstrales some of
the challenges of staging the classic comedy, which required ail kinds of
props, gimmicks, costumes and sets. The photograph, from November,

1955, shotws Lucille Ball, Gloria Blondell, William Fratley and Vivian

by electricity. On recov-
ery it is ready to strike
again . . . Saves time on
retakes.”

“Some time ago, [
decided that someone
should get busy and

Vance at their madcap best.

“Keep your helmets
on and your lights off.’
These instructions given
us by a policeman were
our introduction to the
New Jersey riots . . .
And we were off with
helmets on and lights
off . . . Not only was the
use of handlights for-
bidden; it would have
been folly to have
lighted one even if it
had been permitted. So
we shot with available
light . . . most of the
streetlights had been
shot out, but there was
some light from tracer
bullets . . ."

And, on occasion, the
real impact of the footage
gathered by LA members
can take on a whole new
meaning many years,
even decades, later, as
illustrated by this account
in a 1952 issue of the Official
Bulletin of an atom bomb
test:

“For the second
straight year, the tele-
casting of the Atomic
test was brought to the
public through members
of our Television Broad-
casting Studio Employ-
ees Local 815. . . Perched
on a series of mountain
tops between the
Nevada testing ground
and their Hollywood
transmitter, the KTLA
engineers licked the
snow, power failure and
equipment shortages to
relay the startling bursts
to television sets all over
the nation . . . The only
sour note of the test was
struck when the target
area was declared “too
hot” to allow the camera-
men to approach for the
anticipated follow-up
coverage of the damage
done to dwellings and
automobiles.”

Exciting news footage
wasn't all the public ex-
pected to see on their tele-
vision sets, however. They
craved realistic, thrilling

make equipment which
was dependable and
safe and would give
more realistic results . . .
previous to the pellet
gun, gunshots were
made by small powder
explosions or by pellets
thrown with slingshots.
The former was precise
but blew the debris back
at the camera, was ex-
pensive to install and
very slow to reset . . .
slingshots looked better
but very few men are
expert with one .. . . my
pellet gun solved these
problems. It will shoot
balls, slugs, dust pellets,
splatter capsules and
blood effects, ona
twelve shot with repeat-
ing action and with
equal accuracy . . ."

Soundman working the boards
for the popular television series,
Morthern Exposure,

These are just some
examples of the clever and
ingenious innovations
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that 1A members contrib-
uted to the movies and
television.

When color came to
television, IA members’
skills were called upon in
other ways. The sets,
props, lighting, costuming
and make-up all had to be
conceived and executed to
look good in both color
and black and white. Many
homes still only had black
and white sets, with color
remaining a novelty for
many years.

Graphic art also found a
place in television, com-
bining the skill of the artist
with the technical ability
of a carpenter, painter or
electrician. In the begin-
ning, A graphic artists
used hand illustrations,
sculptures, airbrushing,
photo re-touching, and
animation to create the
effects needed. Today,
graphic artists use sophis-
ticated computers to pro-
duce some of the most
stunning effects seen in
any venue—stage, screen
or TV.

One of the early designs
created by IA graphic art-
ists was for the Perry Como
Shotw, in the 1950s. The
opening titles were old-
fashioned and delicate,
while the “Letters” seg-
ment featured floating
letters.

As with other [A crafts
within the studios, the
work evolved through
technology—and the Al-
liance evolved with it.

Om the set of Angel Street, two
A cameramen ride the crane to
getan overhend shot of the entire
set,

Cable ... And Beyond

able television first

came on the scene in

the early 1960s, with
Subscription TV, Inc.
This scheme was linked
to the movement of the
Giants and Dodgers base-
ball teams to California,
but in 1964 the plan was
halted by referendum.
Then, in 1966, the Califor-
nia Supreme Court de-
clared the referendum
outlawing pay-TV to be
unconstitutional.

As always, the IA would
have to fight for the jobs
that would be generated
by cable television. During
the 1970s, the number of
local cable systems grew
to about 4,000, with more
than 15 million homes
subscribing.

In just a few years, the
face of television was
transformed, with such
phenomena as Home Box
Office, ESPN, Cable News
Network, MTV Music
Television, even so-called
“superstations” like WTBS
in Atlanta. Nevertheless,
Alliance members would
have to struggle to gain
even a measure of the
work these new systems
would generate.

HBO and the other pay-
TV services came about
because of the remarkable
improvements in trans-
mission of programming
by satellite.

Satellite transmission
also brought major
changes to television.
Satellites also brought the
Vietnam War into our
living rooms, and spurred
a rising tide of anti-war
sentiment in the United
States.

In just a few short dec-
ades, viewers have grown
accustomed to seeing
major national and world
events played out “live”
on television. The most
recent example is the
dramatic nighttime footage
of the bombing of Baghdad
during Desert Storm.

The Video Age

he age of video arrived

during the 1980s, but

as early as 1970, the
Alliance was already focus-
ing on the coming era of
video cassettes.

The 1970-71 winter issue
of the Official Bulletin
featured a comprehensive
explanation of video
cassette technology,
including performance
specifications.

“The 1970s will be the
decade when an individual
will be able to sit at home
and enjoy entertainment
of his own choice—plays,
films, etc., or be able to
receive instructions in
sports and do-it-yourself
courses or even be able to
read a book,” according to
the article.

While things did not
turn out quite like that,
the prediction comes
pretty close to the reality
of videos in our lives.

The advent of videotape
in TV had tremendous
impact on the employment
of IA members. Instead of
live programming, which

required extensive re-
hearsal time, shows could
be recorded on videotape
in the same way that filmed
shows were made—by the
stop-and-go method.
Tapes could also be edited
like film, so shows could
be put together out of
sequence.

gewm] shows could be
taped in a day or a week,
whereas with live TV it
took much longer. This
resulted in less work for
IA members who had
been working not only the
actual production of shows
but the rehearsals as well.

Worst of all, shows re-
corded on tape could be
re-broadcast many times
over, thereby providing
networks with a source of
program material that
dispensed with the neces-
sity of LA crafts.

Additionally, with the
development of mobile
video cameras used in the
field to cover news stories,
the work of operating
electronic cameras was
assigned to engineering
crews and displaced some
IA film cameramen,
though a number of [A
news film camera
operators found work in



An [A hairdresser working on
the set of the popular television
series Northern Exposure.

these units, operating the
electronic tape cameras.
Videos, and videotape,
also had a profound impact
on the Alliance in other
ways. Tape could be
reused, and did not require
as much careful lighting as
film. Video cameras were
perfected to the point

where virtually anyone
could use one. The result
was that many “indepen-
dent” producers began to
make video films for tele-
vision as well as movies.
Video cassette recorders
also allowed viewers to
tape programs and watch
them later, at leisure. The
video boom also brought
massive copyright in-
fringement, a problem
that continues to this day
and which the Alliance
and others continue to

1A crews work in all kinds of
weather and under all kinds of
difficult conditions, as shoton by
this photograph from the set of
CBS5-TV's Northern Exposure.

fight with great vigor.

The pirating of Holly-
wood productions eventu-
ally led to the commercial
release of major films on
the video market, as a way
to circumvent the movie
and television pirates and
to encourage the public to
buy the tape before it hit
commercial TV or a pay
channel.

But a new phenomenon
would have an even great-
er impact on the industry
itself—the mergermania of
the 1980s.

The buying and selling
of television networks,
movie studios and indi-
vidual station outlets
caused great upheaval in
the industry during the 12
years of Presidents Ronald
Reagan and George Bush.

Out of this came a fourth
network, the Fox Network,
and the takeover by Time,
Inc. of the Warner com-
munications empire.

These two events were
momentous in the evolu-
tion of the entertainment
industry.

Unfortunately, while
these activities resulted in
the need for more and
more shows to fill air time,

quality in programming
was not immediately part
of the formula. And 1A
members did not benefit
from the station explosion.

Re-runs of old TV shows
popped up on cable, along
with old and not-so-old
movies. Networks and
superstations began filling
their late night hours with
news shows and talk show
programming.

The increase in broad-
casting hours provided
some work to Alliance
members, but, as always,
every job was fought for
and hard won.

Television is still a new
medium, especially when
compared to movies and
the legitimate stage, but it
has exerted a powerful
influence over Canadian
and American life.

And the IA has been a
proud and integral part of
television’s development
from the earliest days.

Script Supervisor on the set of
Angel Street, fakes some last-
minute scrip! changes.
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The Challenges Of Today

or more than a decade,

with the election of

Ronald Reagan as
President of the United
States in 1980, organized
labor in North America
was under siege.

This new era of attacks
on unions was ushered in
when Ronald Reagan fired
the air traffic controllers

ization during a
strike in 1981. Business,
both big and small, saw
that move as a green light
to declare open war on
orga.nized labor.

or the next 12 years,
working people would see
their standard of living
diminish at the same time
that corporate profits
skyrocketed. Moreover,
the Reagan/Bush philoso-
phy of “free” trade en-
couraged many major
companies to close shop
in the U.5. and reopen in
Third World countries
where wages are disgrace-
fully low and environ-
mental and safety laws are
virtually nonexistent.

The Reagan/Bush years
brought a wave of anti-
worker actions, such as
the permanent replace-
:marﬁe of striking workers
with non-union employes,
the demand by employers
that workers accept cuts in
wages, reduced benefits
and more givebacks in
working conditions, and
the growing use of tempo-
rary or part-time workers
in every phase of business
and industry.

The IATSE's response to
these and other actions
was strong and uncom-
promising. {

In 1990, President Alfred
W. Di Tolla told delegates

At Hudson Scenics in Bronx,
New York, some of Broadeay's
most delicate and elaborate
backdrops are created.

to the 60th Biennial Con-
vention that, “to defend
ourselves against further
encroachments, we must
coordinate our talents,
efforts and resources.”

“We must educate and
train ourselves to make
sure pur services become
necessary and indispensa-
ble to employers . . . forif
we remain strangers to
new developments and
unskilled in new tech-
niques, others will attempt
to oust us from our tradi-
tional jurisdiction, claim-
ing that we are both
unsuited to the task and
out of date.”

Training and Education

hus, a new era of em-

phasis on training and

education was under-
way, for all areas within
the [A.

In recognition of the
everchanging tech
in our industry, the LA
launched a program of
expanded training and
education that will stand
as President Di Tolla’s
true legacy for the next
generation of IA craftsmen
and women,

New and expmie:l
training programs have
been instituted on both an
international and local
level. A specific depart-
ment in the IATSE was
created just to implement
new education seminars
and training programs
throughout the inter-

national.

Training has focused on
existing crafts, new tech-
nology, and retraining for
those whose jobs have
changed or who have
been displaced by recent
economic and technical
developments.

Moreover, through
Convention action, De-
fense Fund monies were
specifically earmarked for
education and training.
The use of the Defense
Fund for training spurred
new investments by local
unions in educating their
members in the newest
technologies over the
years, since the use of the
fund for ti'ﬁgurpose was
first approved by delegates
to the 1988 convention.

1A members enthusias-
tically embraced these
new opportunities for
additional training and
education.

In addition, during the




1980s, the 1A joined with
other labor unions to voice
our opposition to a gov-
ernment that created a
Department of Labor
which no longer cared
about workers, that
ked the National Labor

Jations Board with anti-
union members, and that
enga; in the most bla-

tant di ard for the dig-
nity and rights of working
ople.

Now, as the IA begins
its second century, hopes
are high that a new era of
concern for and better
treatment of workers is
about to begin, and that
we will see an end to the
environment of hostility
that has permeated labor
relations for more than a
decade.

Organizing The
Unnrganql:‘zgzd

nder the leadership of

International Presi-

dent Alfred W. Di
Tolla, the 1A has re-
affirmed its commitment
to organize the unor-
ganized, an effective re-
sponse to attempts by
employers to compromise
the integrity of our work-
inga ments.

nt%?s?ﬁed organizing

campaigns were under-
taken during the 1980s, as
the LA moved to bring all
aspects of our industry
under the Alliance banner
and to stop the diversion
of work to non-union
employers.

In pledging an increase
in organizing, President
Di Tolla warned that “the
more non-members there
are in our areas of employ-
ment, the easier it is for
employers to push us and
our demands aside . . .
the easier it is for employ-
ers to replace strikers with
non-union employes, the
less likely it is that strikes
will have a dramatic impact
on either the employer or
the public.”

However, on the brighter
side and despite this per-
sistent practice, the IATSE
has made headway in
Organizing a growing
number of nonunion pro-
ductions, many of which
would never have been
made union 10 years ago,
and efforts are being in-
tensified to bring future
projects under the LA label.

In stressing the need for
more organizing cam-
paigns, the A has declared
that it “must continue to
organize to increase our

ining strength in
order to withstand the
emboldened attacks of
employers.”

Those were prophetic
words, as organized labor
came more and more
under fire from hostile
employers and a blatantly
anti-union government.
Still, the 1A was able to

resist these attacks better
than most unions in the
U.5. and Canada.

In fact, the LA achieved
a remarkable increase of
more than 10,000 new
members during these
turbulent, anti-union
years.

The 1980s also brought a
virulent assault on the
National Endowment for
the Arts. The IATSE re-
sponded to this attack by
sending a letter to bath
the U.S. Congress and the
AFL-CIO outlining the
Alliance position on this
igssue, The letter read, in
part:

“The IATSE, whose
70,000 members work in
every segment of the
arts and entertainment
industry throughout the
country, strongly sup-
ports the reauthoriza-
tion of funds for the
National Endpwment
for the Arts . . .

“Given the salu
effects of the arts in t
economic and cultural
life of all communities—
large and small—it is
distressing that the very
existence of the Endow-
ment may be in jeopardy
because of a small but
vociferous and vocal
opposition to specific
grantees that resulted in
works not to its liking
. . . Obviously I (Presi-
dent Di Tolla) have writ-
ten as President of an
organization whose
members’ economic and
professional well-being
depends on a thriving
arts environment.

“It is equally appar-
ent, however, that |
write also out of a
broader concern about
the harmful effects,
overall, upon both the
economic prosperity
and the cultural quality
of life of the nation as a
whole, that would result
should Congress fail to
reauthorize funds for
the National Endow-
ment.”

IA lighting technicians set Iights
during filming of an on-location,
outdoor sceme.

The Endowment sur-
vived the attacks of right-
wing conservative mem-
bers of Congress during
the 1980s and early 199%0s,
although those attacks are
expected to continue—and
the IA will be there to
support the Endowment
in any way we can.

Also, for the past six
years, the IA has been
actively involved with the
AFL-CIO and the Depart-
ment of Professional
Employees, utilizing the
resources of the Industrial
Services Department, to
expand organizing efforts
into every sector of our
industry. These efforts
will be expanded in the
coming years, as the IATSE
prepares for its second
century of achievement.
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Growing Sironger

he IATSE has taken

other steps in recent

years to strengthen
the membership. Smaller
locals have been merged
in order to gain strength
in specific jurisdictions.
Open lines of communica-
tion have been established,
to build solidarity among
all members of the [A.
This proved to be espe-
cially important during
the anti-union Reagan/
Bush era, when the actions
of government sought to
undermine the feelings of
brotherhood and solidarity
among all union members.

The IATSE benefit plans

continue to function on a
financially sound basis.
They have kept pace with
the changing times to
ensure that benefit levels
are appropriate and do
not lead to a lower stand-
ard of living for IA mem-
bers. In addition, health
plan programs for smaller

Film lab technician prepares film
for distribution.

locals have been de-
veloped, especially in
those areas where the
membership is not large
enough to allow them to
create their own com-
prehensive program.

While some areas of the
Alliance jurisdiction saw
gains, other areas had to
fight to hold on to what
they have. One area that
has been under siege for
some time is that o
projectionists.

At the 58th Biennial
Convention in 1986, Di
Tolla (who had succeeded
President Walter Diehl
several months earlier)
noted that many projec-
tionists have been dis-
placed by automation in
the booth.

“The new automated
equipment is delicate and
complex and needs expert
maintenance and repair,”
he noted, adding “our
members must be trained
and qualified to do that
job and the training, if not
furnished by employers,
must be provided by us.”

Four years later, in 1990,
President Di Tolla would
again address the concerns
of the projectionists:

A bill poster puts up the adver-
tisement for one of 1993's hottest
movies, Indecent Proposal.

“Throughout the past
20 years we have seen
an erosion of our projec-
tionist jurisdiction
which has dictated the
necessity for direct and
decisive action by the
International office . . .
the advent and incursion
of automation into our
job area and the con-
tinued advancement of
technology, has demand-
ed a total re-evaluation
of our function in the
modern theater as pro-
jectionists, engineers
and service technicians. ..

"Where we have taken
the time and trouble to
keep our members cur-
rent with evolving tech-
nology and have been
willing to accept new
and changing job func-
tions and assignments,
we have proven that not
only can we secure full-
time employment for
our members, but we
can also achieve in-
creases in wages, pen-
sion and welfare benefits
and excellent working
conditions.”

The projectionists that
year were urged to seek
further education in
“sound, HVAC refrigera-
tion and other technological
areas utilized within the
theater.”

On The Road

A members continued

to obtain work in tour-

ing attractions, with
increased employment for
traveling stage, wardrobe,
makeup and hair stylist
employes. These produc-
tions travel under Yellow
Cards, and thus the shows
have created employment
opportunities for locals as
well.

Traveling productions
are increasingly complex,
exposing local members to
the more sophisticated
shows that are common-
place on Broadway today.
As President Di Tolla
noted, “the need to keep
up with the trends in this
new technology is of the
utmost importance for our
local crews so as to main-
tain our reputation of
providing competent
personnel.”

An 1A steadicam operator on the
set of 1993's Dennis the
Menace.




NABET and the IATSE
Join Hands

ne historic event oc-

curred as the [A's

100th anniversary
approached: the merger of
two NABET film locals
with the IATSE. These
two locals, NABET 15 on
the East Coast and NABET
531 on the West Coast,
brought together under
one roof all those crafts
associated with the film
industry.

At the 60th Biennial
Convention, President Di
Tolla reported on negotia-
tions with NABET (which
were to prove successful).
He told the delegates:

“A single union in
motion picture produc-
tion can most effectively
serve the interests of the
people employed in this
area . . . the two organi-
zations can work out
mutual assistance pacts
in television to strengthen
our bargaining positions
vis-a-vis the networks
. . . the networks have
changed in character
since they were taken
over by purely commer-
cial interests that do not
hesitate to exploit the
advantage they have
since unions are divided
instead of joining forces
to combat a common
enemy.”

By joining forces, mem-
bers of the [A and of these
MNABET locals as individ-
uals will benefit from the
combined might of a single
union that will be able to
negotiate with producers
from a position of unity
and strength.

This kind of action—put-
ting aside differences for
the common good of all—
represents one of the basic
tenets of trade unionism.

For more than 25 years,
NABET's membership

had included similar crafts-
persons as the [ATSE in
the film industry, and the
competition thus engen-
dered served only to un-
dermine the standards of
each organization to the
advantage of the employ-
ers, This merger eliminates
that danger and recognizes
that we share common
challenges and common
goals which, together, we
can surmount.

The establishment of
studio mechanics locals
also helped to strengthen
the IATSE's position in
film and television. The
creation of these locals has
enabled the 1A to more
effectively represent movie
production workers in
areas where they were not
adequately covered before.

The studio mechanics
locals provide specific pro-
cedures and mechanisms
to ensure that these mem-
bers are protected from
exploitation, that they
receive appropriate wages
and benefits and that their
working conditions are
safe and adequate.

The studios themselves
have benefitted as well,
since the locals can provide
reliable sources of highly-
skilled, well-trained work-
ers regardless of location.

In addition to these
advances, still another
area received renewed
focus, resulting in a nation-
wide agreement covering
thousands of A members.
The National Industrial
Agreement provides
exhibition workers all
across the U.S. with uni-
form protection of their
wages, working conditions
and benefits. This agree-
ment was a major step
forward for this aspect of
our industry.

These various efforts
have created a remarkable
record during the last few
decades. In fact, the IA is
one of the few interna-
tional unions in the U.5.

Stagefuands working in scene
construction shops produce
much of the elaborale scenery
seen i today’s theatrical
productions.

and Canada to actually
experience membership
increase, during a time
when so many other
unions saw their member-
ship decrease—in some
instances by as much as
50 percent.

Itis a record of remarka-
ble achievement.

The Legacy of Walter Diehl

alter F. Diehl served as International President of the

IATSE from 1974 through 1986. He began his career

as a projectionist and served in a succession of leader-
ship roles in his local union and at the International level.
As his legacy to his fellow A members, Diehl continued to
enhance the image of the Alliance in the public eye. He
was scrupulous in his determination to see to it that the
affairs and finances of the IA and its affiliated locals were
operated in a manner that was beyond reproach. In doing
s0, he put his own distinctive stamp on the office of Inter-
national President, as well as continuing the efforts of his
predecessor, Richard Walsh, to ensure that the [A would
remain the preeminent labor organization, as it is today in
the entertainment industry.

il



Overcoming Obstacles

n spite of the atmos-
here of anti-union
E.csti]ity that marked
the last decade, the Alliance

5u-:cessfulli,- overcame
obstacles placed in its path
by employers attempting
to take advantage of the
federal government’s open
war on organized labor.
For example, CBS-TV
moved to change dramati-
cally the longstanding
contract that existed be-
tween Local No. One and
the networks. During long
and intensive negotia-
tions, CBS made it clear
that it wanted tremendous
concessions. The network
made its “last, best and
final offer” to the local,
including a deadline
which, if it passed without
agreement, would put this
final offer automatically

Backdrops and other scenery are
executed with great artistry.

A stagehand checks to be sure
that all the lights are working

properly.

into effect. Workers would
either come to work under
these conditions, or not
come to work at all.

Local One did not agree
to the terms, and a strike
of several weeks occurred.

This event had signifi-
cant and far-reaching
ramifications for many IA
members at work in the
other networks, since
those contracts had ex-
pired and negotiations
were still underway. What
occurred with Local One
and CBS would set the
stage for all other contract
agreements with the re-
maining networks.

Finally, after a great
deal of effort and struggle,
a compromise agreement
was reached. While not
perfect, this agreement
did ensure that basic crews
as well as extra employes
who worked on a steady
basis would maintain their
earnings and would not
suffer any major loss of in-
come.

At the beginning of the
1990s, Local One members
endured yet another chal-
lenge to their security.

The League of American
Theatres and Producers’
contract with Local One
expired, and the League—
in keeping with the pre-
vailing pattern under the
Reagan/Bush era—de-
manded substantial con-
cessions in working
conditions.

Again, Local One’s
leadership knew that what
happened in these negoti-
ations would set a prece-
dent for the rest of North
America, affecting not just
stagehands, but other
theatrical crafts that in-
cluded wardrobe, box
office employes, ushers,
ticket takers, and hair and
make-up employes.

MNegotiations reached a
grim impasse, and, as
required under the IA
Constitution, Local One

asked the International for
assistance.

As a result of the inter-
vention of President Di
Tolla, a four-year contract
was reached which in-
cluded satisfactory in-
creases and, of equal if not
more importance, held the
line on all basic working
conditions.

The contract was over-
whelmingly accepted by
the membership. The
four-year contract has
now been adopted
other unions in the theat-
rical field, both within
New York City and out-
side, not only for League
theatres but for other em-
E}gyers as well. This has

to a welcome period of
stability and peace in a
industry that has been
beleaguered in recent
years.

Another event of great
significance occurred in
1992, this time invelving
Local 110 in Chicago.

Megotiations between
Local 110, Chicago Projec-
tionists, and Cineplex/
Odeon Theaters were
initiated at that time, with

ement making de-
::nn?i% for major rollbacks
in wages and working
conditions.

Local 110 had previously
enjoyed the highest wages
and conditions of employ-
ment for projectionists
within the [ATSE.

Concurrent negotiations
were underway at the
same time with General
Cinema and Loews Thea-
ters, whose contracts had
also expired. These were
separate negotiations but
frequently conducted in
the same room and at the
same time as the talks
with Cineplex/Odeon.
There was direct com-
munication and exchange

of information between
the companies at all times.

During the course of the
negotiations, Cineplex/
Odeon found it necessary
to lock out the Local 110
projectionists, and replace
them with imported non-
union personnel. General
Cinema and Loews did
not follow this move. In-
stead, they were able to
obtain a “favored nations”
clause which would give
them the benefits of con-
ditions eventually arrived
at with Cineplex.

Local 110 projectionists
continued to work for
these two chains while
negotiations went on.

A picket line was estab-
lished by Local 110 at the
Cineplex theaters, result-
ing in a loss of business to
the company.

On November 10, 1992,
International President Di
Tolla received a letter from
Local 110 requesting as-
sistance in the negotiations
and support from the Gen-
eral Defense Fund. He
then assigned Interna-
tional resentative
Walter Blanchard to assist
Local 110 in its efforts.

In addition, a meeting
was held in Toronto by
President Di Tolla and
International Representa-
tive Blanchard with Allen
Karp, President and CEOQ
of Cineplex/Odeon. Karp
explained the financial
picture which confronted
Cineplex, and that it was
not the intent of the com-
pany to become non-union
but that it was necessary
to reduce the operating
costs of the chain drasti-
cally in order for Cineplex
to survive.

Karp stated that there
have been across-the-
board, major reductions in
the management and ad-
ministrative staff of Cine-



plex, including a loss of
more than 100 employes
in the corporate office
alone. This same policy—
of reducing staff—necessi-
tated the demands made
by Cineplex in the Chicago
area, he claimed.

Karp and President Di
Tolla agreed to send the
negotiators back to the
table to try to find an
accommodation which
would be the least onerous
to Local 110 members.

Arduous negotiations
followed, and finally a
proposal was achieved

ratified by Local 110
members in February,
1993. This final proposal
ensured that the least
number of Local 110 mem-
bers would be displaced.

It should be noted that
this contract could not
have been ratified without
a majority of the members
who would be the ones
actually displaced know-
ingly voting for the con-
tract in order to save the
remaining jobs for their
brothers and sisters. Their
action was courageous
and commendable.

Moreover, it is impor-
tant to note also that the
contract that resulted still
exceeds terms and condi-
tions of any other projec-
tion contract in the United
States.

IA President Di Tolla accepts the American Theatre Wing's Antoinette
Perry “Tony™ Award honoring the IATSE for 100 years of Service in the

Theatrical Industry.

The Example of Atlanta

n the President’s Re-

port to the 61st Biennial

Convention, President
Di Tolla states:

“Over the past three
years, no place has
served as a better exam-
ple of the revitalized [A
than Atlanta.. . .

“Atlanta is the United
States’ prime convention
and exhibition city. The
Georgia World Congress
is the largest exhibition
center in the country . . .

“Except for a small
fraction of the work
under contract to a tny
local of the Plastics and
Novelty workers, the
town was unorganized.”

The former Jocal in At-
lanta was insolvent and
had failed to organize its
stage and exhibition juris-
diction. That local was
dissolved, and two new
locals—Stage Local 927
and Exhibition Local 834—
were chartered.

Collective bargaining
agreements were signed
with several exhibition
companies. Spedific actions
have been taken to bring
still more firms under
contract.

The referral system
established in Atlanta now
contains more than 950
names, with another 800
listed as qualified for re-
ferrals. This extensive
system required the open-
ing of a full-time office in
Atlanta.

A jointly-administered
welfare fund has been
established which will
serve both the stage and
exhibition workers.

Organizing of stage em-
ployees has proceeded at
a slower pace but negotia-

tions continue and are
very promising.

Training of these work-
ers has been a central part
of the overall effort, just as
it has been in other parts
of the U.5. and Canada.

In his report to the 1993
convention, President Di
Tolla noted:

“. . . we are, | believe,
well on the way to
achieving our goal of
providing stage and
exhibition workers in
Atlanta with an oppor-
tunity to work with
dignity and security
under A agreements
and with union benefits
. . . For the future, I
intend to continue the
organizing efforts with
the goal of creating two
strong autonomous
locals in Atlanta. Itis
our duty and responsi-
bility to do no less if
Atlanta is to be an IA
stronghold throughout
our second hundred
years."”

Praise From Others

he IA"s 100 years of

excellence have not

gone unrecognized in
the entertainment indus-
try. Praise has come from
many quarters. The
Academy of Motion Pic-
ture Arts and Sciences,
the League of American
Theatres and Producers,
and the American Theatre
Wing, to name only a few,
have issued honorary
awards to the Alliance for
its valuable contribution to
the entertainment industry
OVEr many years.

In addition, the IA has
received accolades from
the trade press, including
labor newspapers from
around the U.S. and
Canada.

IA members are right-
fully proud of the honors
they receive, especially
from these groups who
are such an integral part of
the entertainment world.

At the 1991 AFL-CIO Conven-

tion, then Democratic Presiden-
tial Candidete Bill Clinton meets
with IATSE President Alfred W,
Di Tolla.
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Facing The Future, With Confidence

he International Al-

liance is now a century

old. These 100 years

have been marked by
tumultuous change, by
remarkable technological
advances, and by courage
and persistence on the
part of our membership.

During the 1980s, the
Alliance, like all of or-
ganized labor, was under
siege. Twelve years of
Republican rule in the
White House, first under
Ronald Reagan and then
under George Bush,
brought with it unprec-
edented attacks on our
collective bargaining
rights, on our wages and
benefits, and on our dig-
nity as highly-skilled
working men and women.

Then, in 1993, a new
Democratic Administra-
tion was swept into office.
As we celebrate our cen-
tennial, hopes are high
that the tide of anti-union
sentiment and hostility
will be turned back
forever.

Alliance members met
the challenges of the 1980s
by working harder and

An [A carpenter at work in a theatrical shop.

smarter. 1A members all
across the U.S. and
Canada sought training in
the many new tech-
nologies being developed
for theatre, movies and
television.

Today, efforts to improve
virtually every aspect of
Alliance activity have in-
tensified enormously.
Training is now a domi-
nant focus of the Interna-
tional office, and steps
have been taken to expand
training opportunities to
all Alliance members.

Organizing efforts have
increased considerably
over the last decade, as
the Alliance responds to
the pronounced and viru-
lent anti-union, anti-
worker policies of the
government and corporate
North America.

The Alliance, always
mindful of how the ability
of a union to achieve gains
and benefits for its mem-
bers can be seriously di-
minished by unfavorable
labor laws, has been ex-
tending its reach into the
halls of Congress to bring
about much needed

A carpeniers cor
elaborate stage set for an opera
changes in the law. In prodaciiod
recent years, this effort
has been expanded per-
haps more so than at any
time before in Alliance
history.

With the advent of the
Clinton administration, a
window of opportunity
now exists that was shut
tight for the past 12 years.
Efforts in this direction are
proceeding by the IATSE
on its own as well as in
conjunction with the AFL-
CIO and, more specific-
ally, with the DFE, the
arm of the AFL-CIO that
deals with matters per-
taining to the unions and
guilds in the amusement
and entertainment field.

In addition to these
political efforts, the Al-
liance recently has in-
creased efforts to enter
into coalitions with other
unions in the entertain-
ment industry so as to be
able to deal more effec-
tively with uncooperative
employers. It has been the

An [A stagehand rehearsing cugs
front a production.




sad experience of many
unions that attempting to
go it alone against hostile
employers has proved to
be quite ineffective and
unsuccessful. When un-
ions combine in a joint
effort to cope with em-
ployers that are deter-
mined to undermine the
standards achieved over

Stagehands at the Metropolitan
Opera remove a canvas drape

from the stage in preparation for
that evening’s production.

An LA craftsman makes a repair
to stage scemery af the Met.

many vears the chances to
prevail are increased
immeasurably.

This is particularly true
of the situation of the tele-
vision networks, where
thus far no individual
union acting on its own
has been able to succeed
in a strike against the em-

The IATSE Family . . .

Stage Employes - Moving Picture Machine Operators -
Studio Mechanics - Camerapersons « Studio Grips + Script
Supervisors « Production Office Coordinators » Production

Office Accountants - Production Office Secretaries -
Production Office Auditors « Sound Technicians «

Cinetechnicians » Laboratory Film Technicians+ Video
Technicians » Costumers « Make-Up Artists - Hair Stylists«
Wardrobe Employes« Studio Electrical Lighting Technicians

- Set Painters and Sign Writers » Treasurers and Ticket

Sellers - First Aid Employes+ Motion Picture and
Videotape Editors - Studio Arts Craftspersons « Television
Broadcasting Studio Employes - Audio Visual Technicians
* Studio Projectionists « Publicists « Exhibition Employes -

Studio Cartoonists « Art Directors » Radio and Television

Sound Effects and Broadcasting « Set Designers -
Modelmakers - Teachers and Welfare Workers « Costume

Designers + Airline Motion Picture Employes - Casino

Hotel Employes - Bill Posters, Billers and Distributors «

Story Analysts « Painters - Scenic Artists - Sound Designers
- Sound and Figure Maintenance Technicians - Affiliated

Property Craftspersons - Motion Picture Crafts Service
Persans « Television Engineering » Motion Picture Studio
Production Technicians « Laboratory Technicians « Arena

Facility Employes - Motion Picture Set Electricians . . . and
the many others who are so much a part of the [A Family

%



loyer. The need for an
alliance of television
unions to operate in
mutual support of each
other is an important item
on the IA agenda.

With the support of
their local leadership as
well as at the International
level, [A members have
expanded the boundaries
of work available to them.
In this way, they have
opened up new vistas and
significantly increased the
opportunities available to
them.

Alliance craftsmen now
work in ice shows that
travel all over North
America. They are at work
in exhibition halls across
the continent, helping to
set up and break down
massive conventions and
trade shows which host
hundreds of thousands of
people every vear.

1A members can be
found working in casinos
from Las Vegas to Atlantic
City. They are ticket
sellers. They are publicists
who meet the demands of
a curious public as well as
the needs of various in-
dusiry clients and corpo-

%

rations, and they do it
with skill and sensitivity.

They dispense first aid
on television and movie
sets. They serve as
teachers for young per-
formers. They are model
makers who construct
everything from miniature
cities to planets and space
ships.

They are sound and
figure maintenance tech-
nicians who are responsi-
ble for the sophisticated
animatronics in theme
parks all across North
America. They are bill

osters who work in all

inds of weather to put up
theatrical artwork on bill-
boards. They are treas-
urers and ticket sellers in
box offices, and they are
prop shoppers who pur-
chase everything an enter-
tainment production
needs for authenticity,
from shoes to chairs to
pictures on the wall.

These are just some of
the jobs that A members
today perform with the
greatest skill and diligence;
there are many more too
numerous to mention.

What all of these diverse

IA techmicians at East Coast Theatre Supply in Cornwail. New York,

An 1A member working at Walt
Disiey!MGM Studios in Orlando
prepares the Indiana Jones Stunt
Spectacular set for the next
perfornmance.

occupations add up to is a
remarkable record of
achievement during this
past century. lA members
may be very different from
one another in the jobs
they do, but they share a
common bond that is
powerful and unbreak-
able—a love of their in-
dustry. And this devotion
to their trade includes a
powerful commitment to

constriict the massive helicopter used on stage in Miss Saigon.

their union, a faithfulness
that has its roots in that
day 100 years ago when a
small group of visionaries
joined together to form
this great International
Alliance.



1A filen lak techricians, like this
worker, are an integral part of
the film distribution process.
This employe is removing film
from stock for distribution to

movie theaters across the conmitry.,

L

Despite all attempts to
destroy it, the Alliance is
still here and is still a
powerful force that works
tirelessly for the benefit of
the rank and file
membership.

The future will bring
even greater challenges
and opportunities, many
of which are now beyond
our imagination.

Could our forefathers
who met that day in 1893
have imagined that their
brothers and sisters of the
future would help broad-
cast pictures of Americans
on the moon? Could they
have imagined lasers and
computer-driven props
and fantastic pyrotechnics
that are now so common
in the theatre?

They could not have
predicted these remarka-
ble accomplishments, just
as we cannot predict what
the future will hold for the
Alliance of tomorrow. But
we know, just as our
brothers knew 100 years
ago, that the IA has an
important role to play in
that future, and we, like
our founding fathers, will
be ready when we are
called.

As we reflect on the
past, and celebrate the
many accomplishments of
these 100 years, we must
renew our commitment to
the future, and continue
to believe in ourselves and
in our great union.

Our noble struggle goes
0n; our story continues . . .

NASA camera operators prepare
still photo cameras which will
operate at an extremely high
speed. They are setting oamieras
which will be used to shoot the
space shuttle landing at Kennedy
Space Center in Florida early the
next day.

]
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