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ABSTRACT
SOCIAL PROTEST IN THE AMERICAN THEATRE: 1890-1915

by Thomas E. Dennery

The purpose of this study was to examine the influ-
ence of the Progressive reform movement 18%90-1915 on the
American theatre, and to evaluate the theatre's contribu-
tion to that movement.

Few plays from this era have been published. The
New York Public Library's Theatre Collection at Lincoln
Center contains typescripts of many unpublished plays; how-
ever, newspaper reviews provide the only available infor-
mation on many plays which were written during this era.
The usually reliable New York Times has been supplemented
by reviews and articles in the Grey Locke and Robinson
Locke Collections as well as the Library's clipping file.
These provide a cross section of critical opinion and use-
ful biographical information. Articles on the theatre in
the following periodicals have been used: The Forum, The
Smart Set, The Arena, Hampton's, and The Public. Books on
the theatre by Walter Prichard Eaton, Brander Matthews,
Montrose loses, and George Jean Nathan have been utilized.
Mtobiographies by Augustus Thomas and Bayard Veiller have
also been consulted.

During the eighteen-nineties the social reform
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movement was reflected in satires of the aristocracy which
Bronson Howard had pioneered during the previous decade.
Although plays of this type retained comic relief, subplots,
and other melodramatic features, the business satire im-
plied that luck and unethical practices rather than hard
work brought about material success.

The protest movement was also reflected in the re-
alistic dramas of James Herne. Herne's studies of the drab
life of the New England workingman attracted the attention
of William Dean Howells, Hamlin Garland, and other Boston
intellectuals. His later plays reflected the influences of
Hlenrik Ibsen and Henry Geoxge.

With the coming of the Spanish-American War the
protest play was supplanted by the war play. War plays and
romantic melodramas dominated the American theatre until
1904. A social satire by Clyde Fitch and a musical comedy
by George Ade which criticized American imperialism in
Asia were the only major protest plays of this era.

Beginning in 1904 the theatre reflected renewed
public interest in social reform. Off-Broadway the Pro-
gressive Btage Society under the leadership of Julius Hopp
advocated socialism as the only solution to America's class
problems. During the remainder of this decade Hopp's the-
atre, despite continual financial difficulties, sought to
win votes for the Socialist party amongst the masses on the




Thomas E. Dennery

Lower East Sids.

On Broadway popular melodramas by Charles Klein and
George Broadhurst reflected the renewed interest in refomm.
Neither Klein's The Lion and the Mouse nor Broadhurst's The
Man of the Hour contained any original ideas; they were
successful because audiences assumed that they were taken
fxom the findings of Ida Tarbell and Lincoln Steffens.

The peak years of protest in the Progressive Era's
theatre were 1907-1910, During this era socialistic ideas
were so common on the stage that one conservative, Cleveland
Moffett, wrote a reply for the capitalista. Plays by
Joseph Medill Patterson, Eugene Walter, and William Hurlbut
were original contributions to the protest movement. They
performed original research and dramatized their exposé.

Although Bayard Veiller and George Scarborough
wrote melodramas to depict the battle against white slavery,
muckraking was on the decline after 1510, and this was re-
flected in the American theatre. While criticism of exist-
ing institutions continued in plays produced in the growing
little theatres, this protest belongs to a revolutionary
rather than a reform movement. Playwrights like Philip
Moeller, Floyd Dell, John Reed, and Dugene O'Neill rejected
reform as impossible. Their ideas belonged more to the
post~war spirit of protest than to the Progressive reform

movement.
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PREFACE ' gy

Countless studies have been written to show the
influence of the Progressive reform movement on the novel,
and the influence of the novel on the reform movement:
1890-1915. While there is sufficient literature on the
artistic merits of the American theatre of this era, no
meaningful study of the relationship of the Progressive
reform movement to the American theatre has been written.
The purpose of this study is to determine the influences of
the Progressives on the theatre, and to evaluate the drama's
contribution to the reform movememt. .

The modern theatre historian has invariably com-
pared the protest play of the Progressive era to plays by
Bugene O'Neill or Clifford Odets. Furthermore, the theatre
historian is primarily concerne@ with artistic merit and
the development of the modern drama. Since most protest
plays of the Progressive Era cannot be favorably compared
to the left wing theatre of the nineteen-thirties or to the
foreign social drama of its own age, and because most of
‘these plays have little intrinsic value as art and made no
contribution to the development of the modern drama, the-
atre historians have paid little attention to protest plays

written during this period.

(11)
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While it is true that the American drama of the
Progressive era was characteriszed by subplots, comic re-
lief, and other melodramatic features, beginning with the
Plays of Bronson Howard in the eighteen-eighties the Ameri-
can theatre began to reflect the social reform movement.
In fact, a reading of the lew York Times' theatre pages
suggests that aside from musical comedies and a short in-
terval after the Spanish-American War few plays were writ-
ten during this period that did not contain reform ideas.

While it is also true that few dramatists prioxr to
1910 had any deep insight into the political, economie¢, and
social problems of this age, the assumption that all was
right in America was challenged in numercus American plays.
In the eighteen-nineties the capitalist became a stereo~
typed figure who used acceptable Lusiness methods but gues-
tionable ethics to achieve materialistic goals which were
not in the public interest. Because he used typical busi~

ness methods, he can be differentiated from the typical
villain who dominated the melodramas in the lower class
theatres. After the turn of the century, writers like
Charles Klein and George Broadhurst dramatized the reform
battle against business influence on government. Several
plays between 1907-1510 can be considered original coatri-
butions to the protest movement. Joseph Medill Patterson,
Eugene Walter, and William Hurlbut went out and raked in

(1i4)






the muck, Their exposés were produced in the theatre of
this era.

Although no drama comparable to The Jungle exists,
there is considerable evidence that the theatre did influ-
ence the reform movement. Thousands attended the theatre
weekly; continual exposure to plays which criticized exist-
ing institutions may have influenced some theatregoers to
support reform candidates. The ideas of the Socialists
were so frequently heard both on and off Broadway that
Cleveland Moffett wrote a reply in defense of capitalism
which was produced in 1908, Reviews in the muckraking
press reveal that dramatists sometimes suggested ideas for
further study by journalists. There are also several
dramatists who claimed their plays had brought about speci~-
fic reforms. 8 Taeat diestioa avellable ¢

. i ¢ 7y oap'r ) . : » ; . .-,l Mea ars

(iv)




I am particularly indebted to Professor Gilman
Ostrander who supervised the writing of this thesis and
offered many worthwhile suggestions. Thanks are due also
to Professor Allen Schaffer, who suggested the need for
such a study and whose criticism has been -o.t uzpnx.
and to James Mmymuummuummwa
ters. ,

I extend grateful thanks for assistance to the
librarians and staffs of the Michigan State Mm‘tty
Library, especially to the Inter-Library !aon Division;
the Princeton University Library, especially to Mrs. Her- - oug
bert McAneny who made the theatre collection available to
me; the New York Public Library, especially Paul Meyers
and the staff at the Theatre Collection at Lincoln Center;
the Rutgers University Library; the University of Pennsyl-
vania Library; the New York State Historical Society Li-
brary; and the Taniment Institute Library, which contains
the Rand School Collection.
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CHAPTER I
SOCIAL PROTEST AND SATIRE IN THE BIGHTEEN~NINKETIES

During the eighteen-nineties International Copy-~
right legislation and public interest in American situa-~
tions provided native dramatists with an opportunity to
assume leadership of the American stage. Several success-
ful American dramatists dealt with political, economic,
and social problems. Broadway audiences, however, insisted
that the theatre provide amusement. Thus, even the Ameri-~
can dramatist who sought to depict social problems retained
comic relief, subplots, and other aspects of French nm.

The first American dramatist to use the thoam as
a‘ndzu- of protest against the power of big bul.nou was
Bronson Howard. While his plays amused American audiences,
they implied that unethical practices and luck rather than
hard work led to material success. Also, during this decade
- Augustus Thomas dramatized labor's problems, Charles Hoyt
depicted life in New York's slums, and Charles Klein illus-
trated the urban reform movement. On the lower class stage
slum problems were used as background for melodrama. .

The protest movement was also reflected in the re~
alistic dramas of James Herne. Herne sought realism rather

(1)
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than amusing satire. His studies of the drab lives of New
England workingmen attracted the attention of William Dean
Howells, Hamlin Garland, B. O. Flower, and other Boston in-
tellectuals.

The protest spirit in the theatre died with the
coming of the Spanish-American War. Jingoistic war plays
supplanted protest plays before the United States declared
war on Spain. Sabae ieneas et

Although the satires of Bronson Howard reflected
this age of social turmoil, the American theatre of 1890
was little more than a place for amusement. Outside the
theatre was a world of conflict; the populist movement was
growing and bitter strikes were frequent. Inside the the~
atre was a world of amusement; audiences watched melodramas
and French farces. The theatre was a place where social -
problems could be forgottea, and the leading critic of the
age, William Winter of the New York Tribune, used his tre-
mendous influence to preserve the status quo.

 Despite William Winter's influence the eighteen-
nineties was a decade of change for the American theatre.
The International Copyright Agreemeant of 1891, the influ-
ence of the European problem play, and the public's desire
to sece familiar scenes on the stage, all helped to bring
about changes in the American theatre. ' 1
Prior to 1891 American dramatists wrote few original
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plays; they adapted French and German plays for American
audiences. Once the International Copyright Agreement was
signed, American managers could noc longer use Eurcpean
plays without paying malttu.x As a result Managers be-
came more receptive to original plays written by American
dramatists.

The European problem play had only an indirect in-
fluence on the American theatre. In America, most theatre-
goers and many dramatists disliked the gloomy European pro-
test plays. They preferred melodramas with complicated
subplots and frequent interludes of comic relief. However,
during this decade American dramatists began to deal with
the same social problems which had been treated by the
European social dramatists. Thus, although American drama-
tists rejected the pessimism of the Eurcpean social crit-
ics, they began to depict similar problems in their own
plays.

Few European protest plays were produced in Ameri-
ca; they were frankly mistrusted. Gerhart Hauptmann's The
Weavers, produced at the Thedtre Libre in Paris @uring
1890, attracted enthusiastic audiences. Socialist leader
Jalires believed that Andrea Antoine's production of Haupt-
mann's drama, which portrayed life in the squalid mills of

1luk O. Sullivan, Our Times, Vol. Is The Turn of

the Century (New York: Charles Scribmer's Sons, 1926),
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France, deserved much of the credit for the social reform
accomplished during this decade.’ A few months later in
Newark, New Jersey, an attempt was made to produce the play
with John Most, the famous Anarchist, in the cast. Instead

of an enthusiastic reception the play was proscribed by the
mayor, who feared that the drama would encourage local
workers eo-u-m."‘

The public's desire to see American scenes and
American situations on the stage provided a considerable
impetus toward change in the theatre. In lower class the-
atres managers frequently used tenement houses and New
York landmarks like the Brooklyn Bridge in their melo~
dramatic studies of the slums., On Broadway the popular
society plays depicted many of the problems faced by the
newly rich in their battle for social acceptance,

Interest in American scenes and situations led to
the protest play. Most Americans of this period were
deeply involved in some aspect of the battle between capi~
tal and labor. American playwrights were naturally drawn
to this issue just as the American novelist had been.
While the theatre produced no writer comparable to William
Dean Hovells or Edward Bellamy, it did reflect the spirit

1:»:««1 Gorelik, New Theatres for 0ld (New York:
E. P, Dutton & Co., 1962), p. .

zllcv York Dramatic Mirror (hereafter N.Y.D.M,),
November 10, 1894, p. 6. i
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of protest which dominated the age.

The foremost American dramatist in 1890 was Bron-
son Howard. His first successful play, The Banker's Daugh-
ter in 1879 satirized big business. DBaron Rudolph, Young -
Mrs. Winthrep, and The lienrietta, produced during the
eighteen-nineties, when Howard was the only full-time Ameri-
can dramatist, also related to business practices.

Like many American dramatists who followed in his
footsteps, Howard came to the theatre after a career as a
journalist. He was born in Detroit, where his father, a

prosperous merchant, had once served a term as mayor. Be-
cause of poor eyesight Howard abandoned plans to attend
Yale and turned to journalism, His training as a writer
came as a reporter on the Detroit Free Press, Greeley's New
York Tribune, and several other mm.l‘ ol tana)
‘Howard believed that business would become the - -
major theme in the American theatre just as marital infidel-
ity was a favorite subject in the FPrench theatre, and the
caste system was a popular topic in the English theatre.?

1 AY S8 ARy

' Arthur Hobson Quinn, A History of the American
$HEELEE S3om the CLvil Warite nrr—m.
(<} 4 ¥ F ’ : Moses, The

l-:lou Dramatist (Boston: utuo. Brown, & Co., 19
i rloo Hortense, "Bronson Howard--Dean of Alo:-
can Dn-nul " Theatre VI (April, 1906), p. 99,

zlrndox Matthews, "An Appreciation,” In dMemorium
¢ Pe !} P

Bronson Howard (New York: Marion Press, 1510)
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His plays did much to bring this about. The Henrietta, for
example, set the fashion for the eighteen-nineties.

No criticism of capitalist America written for the
theatre during this decade compared favorably to The Henri-
etta. Behind a mask of comic relief and subplots necessary
to amuse the audience, Howard attacked the Wall Street
financier. The speculator was portrayed as little more
than a gambler) luck was the chief ingredient in his
success, but his materialistic ethics dominated American
society. i Ine

Traditional family relationships and rxeligious =
values were sacrificed to the pursuit of wealth in a soci-
ety dominated by Wall Street ethics. Howard's leading
character, Nicholas Vanalstyne, taught his son the morxals
of the market: "Sell an option on Nebraska and Montanaj
I'm going to water that stock tomorrow. Never gamble, my
son; it isn't right. Squeeze the shorts, that business.
e s » .1 see the Wall Street lambs are buying Nebraska and
Montana very freely. . » »"> As a result of his education
Vanalstyne, Jr.'s desire for economic power far exceeded any
love of family the young man might have. No moral scruples
prevented Vanalstyne, Jr. from trying to destroy his fa-
ther's financial power when he thought he could benefit

11'1:. Henrietta, in Allan Gates Halline, American
Plays (New York: American Book Co., 1935), p. 416,
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from it. i 0 Washangs
Vanalstyne's gifts to his wife further illustrated
the impact of materialism on this society. He gave money
and urged her to invest in some particular stock. lmnt.
Vnnntxno 8 wife could not trust her husband; he lhuyl |
tried to win back the "gift" by some manipulation of m
market. 4
The Henrietta also illustrated the influence of
big business on government. Nicholas Vanalstyne's power
surpassed that of United States Senators; he nootvod In-
terstate Commerce Commission Reports before they were m- .
sented to the Senate. A conversation between the !hu- X
¢ier and his son revealed that government on both the |
state and the national level was controlled by povotm
business interests. Howard's commentary on the extent of
butms..zmumtvuommumm-
clusicns of Henry Demarest Lloyd in W
wealth: |
Vanalstyne, Jr. "Butler of Omaha, writes that two
more competing lines of mxm.'
Vanalstyne. "Tell him to buy them both."
Vanalstyne, Jr. "The legislature of Nevada -~"
Vanalstyne. “Buy that, too."
© Vanalstyne, Jr. “The new Constitution of the state --"
Vanalstyne. "Tell our agents to have it amended
at once -~ same as Missouri."
Vanalstyne, Jr. "Holliston has been nominated for Con-

gress in Kansas. Shall we contribute
to his election expenses?”







- Vanalstyne 'lo._llnu till he gets to Washington.

The L-pact of materialism on A-rteaa t.ltglonl
leaders did not escape Howard's satire. In ht. iuidéf)iw’
morning sermons Rev., Dr. Murry Hilton prnach.d Christtaa
ethics and attacked "the universal -tanglo Ln Al.:ica for
more world fortune--especially the groving t.adoncr iovatdt
speculative gambling. 2 During the t-uind.r of thc vook
like most members of his conqt.qatlon. \ opocllaeod 1a iho
’stoek market.

A stock battle between Vanalstyne and his son
occurred in the third act. Both threw their entire resources
into the battle for survival. The act oonclndod with the
d.ath of the loser, thulotyno. Jr. BHis douth oocn:r.d in
& stock brokers office in a naturalistic oeunc vith ‘the
'tiok-eick tick" of the ltock ticke: in tho backg:aund

- > -

The ooacluslon was not an .ndorlcnnnt o! uo:boxt
lponoo:'l -ocial Darwlntnu, in vhtch only tg;‘itgt;;; ;us-
\VIV.dt it wvas an indictment against a society vhich had
-!okyottou Chzlctiai ethics and even the health of its nmem-
bers in a wild rush for profits. Although this .ndlﬁé
Y 2 CLALTMB

might have been suitable for a Steven Crane novnl ot the
eighteen-nineties, it was not suitable for the Al.:ioa;

1!.311... American Plays, 9,.-01(-11.
“alline, Americen Plays, p. 429.
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theatre of this era. A fourth act was necessary in which
a proper happy ending was reached to satisfy the publiec.

The Henrietta ran for sixty-eight weeks and grossed
nearly $§500,000., Royeslties from this production amnd
frequent revivals of the play made Howard financially in-
dependent.’ Brander Matthews noted that it was "in contra-
diction to the generally accepted theory that the novel is
in advance of the drama in its investigations into society,
the drama presented a picture of American life and charac~-
ter sharper in outline than had been achieved by any novel-
iet, excepting the author of Silas Lapham,*? , © TR

Howard's landmark play was followed by numerous
imitations. The Wall Street speculator soon became a
stereotyped character. As commonly portrayed, the specu-
lator cared little about his family and sacrificed his
health in a ceaseless struggle for greater financial
power. Through intricate manipulations he cheated thou-
sands of their hard earned savings and widows and orphans
of their meager inheritances.

Writers of plays about speculators seldom under-
stood the complexities of the market, Martha Morton attained
some success in The Merchant as did Henry Guy Carleton in

101.. Hughes, A of the Ame
1700-1950 (New York: : ¢ Pe .

zlundo: Matthews, "An Appreciation,” In Memorium,

P 41.
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A Guilded Fool, but both lacked Bronson Howard's ability to
satirize the speculator's pursuit of wealth.

The Speculator, produced in 1896, contained few
original ideas, but it did demonstrate a certain vitality
which was later to make George Broadhurst one of America's
most successful playwrights. The melodrama pitted the
power of two speculating firms against each other. The
battle took place on the Chicago Board of Trade and anti-
cipated Prank Norris' more critical study of Chicago specu-
lators. Two stock tickers were used in the second aect,t
which of course reminded audiences of The Henrietta. The
image of the speculator had not been improved; he was still
portrayed as an unproductive profit seeker.

Probably the most pretentious attempt at satire
during this decade was Sydney Rosenfeld's The Whirlwind.
Rosenfeld put the Sixth National Bank muddle which had
occurred a year earlier on the stage. fe was a bit too
subtle. A major character was made up to look like the
‘Superintendent of the New York Clearing House. The New
York Times stated: “Not one New Yorker in 5,000 knows Mr.
Camp by sight, while to the majority even of 'first night-
ers’ the operations of the Clearing House are as mysterious

lyev York Times, April 19, 1896, p. 41 New York
Times, September 29, 1996, p. 5. T e o
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as the proceedings of the College of Cardinals at Rome. "

The satire of upper class values was another popu~
lar form of protest in the theatre of the eighteen-nineties.
Bronson Howard's Aristocracy (1852) brought three levels
of the idle rich into conflict; the "newly rich" of San

Francisco, the Knickerbockers of New York, and the nobility
of Europe. Howard's sative was described as "at times
bitter and biting® by the New York Times critic.? He "
attacked the social ambitions of the newly rich. Particu-
larly those members of this class who encouraged their
daughter to marry impoverished members of the social elite
in order to facilitate the family's entrance into society.
Members of the Buropean nobility were even more
desirable "catches® than American aristocrats. Several
American girls were “"lucky” enough to marry into the Nobil-
ity during this decade. William C. Whitney's daughter
caught Sir Almeric Paget and Jay Gould's daughter caught
Comte Boni de Castellane, but the biggest "prize” of all,
the ninth Duke of Marlborough, was caught by Miss Consuelo
Vanderbilt.? Howard's satire brought about no change in

S at— -
1
NMew York Times, October 1, 1850, p. 4; New X
fliied GotaaE TT LIOT, 9. 4- rex T
zluv York Times, November 15, 1892, p. 5.
’uqa Morris, Postscripts to ¥ :

t 1896~-1 ork: ~ ’ '
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this practice; Americans still sought social status through
marriage to foreign nobility, and most Americans rushed to
meet anyone even vaguely connected to the European aristoc-
racy,’ » -
Edward Harrigan's Reilly and the 400 was another
study of New York's aristocracy, but Harrigan's talents
were better suited to portraits of the lower classes. With
the insight of the sociologist, Harrigan described the.
Irishman, the Italian, and the Negro, New York low life,
which Howells thought might "be really bigher . . . than
the life of people who do not work for a um.#’,ﬁ While
Barrigan sought to amuse his lower class audiences, his
portrayals of minority groups and the problems of slum oye
dwellers placed on the stage indisputable evidence that
Muerica had numerous social and ecomomic problems., .

, In The Woolen Stockings, Harrigan portrayed the
owner of a small coal mine in Penmsylvania., Through the
complexities of a stock battle, he lost the mine. Later.
huu and unable to take care of himself, he was shown with
bis daughter in the slums of New York. She sang in the
streets to keep them alive. The river front hotels, the
Jewish guarter, and the politics of the ghetto were all

)""l‘ho Ulho:," N.¥.D.M., May 13, 1893, p. 4.

dyi11ian bun Howells, “"Bditor's study," u :'.
mxxu. p. 477, ' ¢~ ZAEper 8.
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realistically depicted in the arama.* o oo
Although Howells commended Harrigan's realistic
studies of lower class life, slum conditions more frequent-
ly were used merely as background scenery for crude melo-
dramas. These melodramas were written to entertain audi-
ences in the cheaper houses. They offered simple solutions
‘to difficult problems. Although they were not protest
plays, they did put a side of America on the stage that -
many people would have preferred to forget. One such scene
occurred in George Stout's Noah's Ark; a tenement in the
Five-Points district of New York was depicted. 'The effec-
tive acene was described in the New York Times: - "Every sor-
d41d feature of crowded life in the slums is before the eye
when the villain enters and fires the place 'to make good
the insurance.'"? Other popular melodramas of this era
used gambling houses, Bowery scenes, and alley tenements.
‘During the next decade similar tenement scenes were used
by dramatists who hoped to bring about social and economic
‘reform, but during the eighteen-nineties these scenes vere
‘merely a device to attract lower class audiences. = °
The battle between capital and labor was m2
popular subject in the lower class theatres. Plays I.ntho

. m:-

lNew York Times, October 1, 1893, p. 19; New York

october 10, 1893, »+ October 14, 1893,
BT mr.b,, Ooober 2%, 1003 Bl

3!« York Times, January 18, 1891, p. 4.

2
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cheaper houses seldom contained any deep insight into the
problems of the working class. They relied on pro labor
sentiment and hackneyed themes to attract lower class audi~
ences. While in spirit these melodramas reflected the pro-
test of the age, only a few of them dealt with specific
grievances. One of these was William C. Hudson's A Man
Hudson's play illustrated the capitalists' disre-
gard for the safety of his employees. Because a coal mine
owner failed to make needed repairs in his mine, an ex-
plosion occurred and several men were injured. Later,
labor class opinion of the company store system was illus-
trated. The miners were shown rioting against the system.l
Augustus Thomas wrote two plays about labor's prob-
lems during this decade: For Money with Clay Green in -
1892, and New Blood in 189d. Thomas had considerable first
hand knowledge of political and economic guestions. At
eleven, he had served as a page in the Missouri House of
Representatives. Two years later, while holding a similar
position in Washington, Thomas' artistic talents led to a
brief but memorable meeting with General Benjamin Butler.?

1 : - : e 8
Nev York Times, February 11, 1894, p. 10; N, Y.D.M,,
March 10. I"‘. Pe 'o . . ’

3mtu Thomas, The Print of Remembrance (New
York: Charles Scribner's ' ¢ Pe 21,
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Thomas had drawn an amusing caricature of General
Butler which circulated on the Democratic side of the
House, particularly, when the General was giving a speech.
Butler saw the drawing and located the young artist. He
placed his Hancock hat on the boy's head. The hat was
very large and had a high crown; the brim rested on Thomas'
shoulders. As the air began to grow thin, Thomas heard the
General say: "'When you can fill that hat, young man,
you make caricatures of General Butler.'®>

Thomas first became involved with the union move~
ment at the age of nineteen, while he was working in a
railroad freight yard. Local members of the Knights of
Labor realized that his knowledge of parliamentary procedure
would expedite their meetings. Although underage, he was
elected to an office, which he held during a protracted
strike. A year later, although still underage, Thomas was
the Labor Party's candidate for clerk of the circuit in St.
Louis. He made the first of many campaign speeches during
this campaign.?

' Thomas' first drama, which dealt with some of the

problems faced by labor, was never produced. The play re-
quired a burning oil tank car, a runaway hansom cab, and a

W, Thomas, Remembrance, p. 50.

2. Thomas, Remembrance, pp. 305-06.
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rolling mill with a red-hot steel rail made in full view
of the cudicao..l It was, of course, impossible to achieve
any of these effects in the theatre; technical problens
alone made production of Pittsburg impossible. ox &

Thomas soon realized the limitations of the theatre;
For Money, written with Clay Green, was pro-labor, yet
could easily be staged. The play illustrated the ties
between big business and the military power of the state.
The play's leading character was the president of a New
York streetcar company and a colonel in the local militia,
This concentration of corporate and military power, which
generally existed without such obvious ties, was hardly a
situation calculated to amuse labor leaders, but American
gndiqu« simply refused to accept the Play's star, wWilliam
Crane, in a serious role. Between tryout engagements in
Cleveland and Washington, Thomas rewrote the entire play as
a farce.?

At the play's conclusion Colonel Winfield Paragut
cmqmmuuu.mum-m-uquum
strikers at his streetcar company. As a serious drama the -
scene would have been strong satire. Labor was defeated by
tlu_ union of big business with the power of the state to

1l. Thomas, Remembrance, p. 192.

3&. Thomas, Remembrance, pp. 319-20.
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suppress opposition, but as a farce the situation had little
to do with the struggle between capital and labor. The
strike was fostered by the capitalist himself through a
bogus "walking delegate® in order to find out whether a

widow loved him or his -ouy.l o1 aCAOE

New Blood, Thomas' next play, depicted the forma-
tion of a great trust. As described by Augustus Thomas the
trusts were not the natural outcome of a competitive strug-
gle; they were the result of conspiracies between several
large companies to cheat the public. wines

The plot of New Blood related the struggle of a
young idealist to resist the formation of a trust, When. .
he refused to join the trust, the other prospective members
united and attempted to crush him. With the help of a . .
wealthy friend, the young man established a co-operative
factory and buillt a moded LOWR.® . . took crlblon Be-

New Blood was first produced during the summer of
1894 in Chicago. This was the summer of the Pullman Strike.
The great strike began on May l1ll, when 3,300 workers pro-
testing against wage cuts and high rents in George Pullman's
company town, located north of Chicago, walked off their
jobs. On June 26, the American Railway Union began a

—
— T

Liew Yorx Times, September 10, 1894, p. 10; N.¥.D.M.,

January 23, v Pe 24
New York Times, September 16, 1894, p. 2.
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boycott of Pullman cars. A few days later Attorney General
Richard Olney persuaded President Cleveland to send troops
into Chicago., This increased the vioclence; on July S5,
property damage was estimated at 8340,000.1

New Blood was first produced in the tense atmos~-
phere of a city under martial law. The train carrying the
players passed by miles of burning freightcars on its way
into the city. Theatregoers were obliged to show their
tickets to patrols along the street. While vocal public
opinion was against the strikers, Thomas' anti-business
drama was popular in Chloaqo.z

In September, the play opened in the qguiet atmos-
phere of lew York. Press reaction was unfavorable, and the
play had a disappointing run. Aside from the many techni-
cal blunders made in the production, the press found the
scolution sentimental. Furthermore, New York critics be-
lieved that a utopian town was a worse evil than a trust,
because the co-operative town was paumusuo.’ Years
later Thomas concluded that the play had failed because the
public read so much about labor problems in the newspapers
and the magazines that they were tired of the issue, and

" : Ginger, Altgeld's America (Chicago: Quadrangle
Books, 1965), p. 16l.

’A. Thomas, Remembrance, pp. 339-40.

3New York Times, September 16, 1894, p. 2.
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they did not want to hear more about the problem on the
stage.! Theatre manager Charles Frohman disagzeed. . He
argued that New Blood had failed because it was a document
on the side of labor, which had little appeal to New York
audiences.’

Nearly all of Thomas' plays had political overtones,
but after the failure of New 8lo0d he practically abandoned
protest material. liot until the Prohibition amendment in-
spired 8till Waters, which seant Senator Wayne B. Wheeler
"into a tantrum® but had little popular success, did Thomas
write another drama on a political protest issue. Yet,
Thomas retained his interest in the working class. In his
autobiography Thomas wrote: "I deeply sympathized with the
working class of the country, to which I thought I belonged,
and their problems became my own as far as I could express
myself and be tolerated as a member of one of their prinei-
pal political parties.’’ e also continued his active in-
terest in politics. Although he declined opportunities to
run for nearly every office in New York state from governorxr
down to the local level, he campaigned and was an active
Democrat. He served as president of the New Rochelle Demo-
cratic Club, and he once knocked out the editor of the local

1
2

A. Thomas, Remembrance, p. 341.
A. Thomas, Remembrance, p. 34l.
’A. Thomas, Remembrance, p. 337,
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newspaper wvho had printed several slurring remarks about
Thomas as a politician., In national politics he was a
friend and strong supporter of William Jennings Bryan. He
seconded the nomination of Bryan at Denver in 1908. During
the 1912 campaign he supported Wilson. He introduced the
Democratic candidate to a New York rally. After the elec~
tion, there was wide speculation that the playwright would
be appointed Minister to France; but when Thomas was .«
called to Washington by Secretary Bryan, he was offered the
position of Minister to Belgium. To his later regret Thomas
declined the post.’ narac

No other serious attack on the trusts was written
during this decade. The trusts, however, were a popular
subject for melodramas. The most notable of these was
Charles T. Dazey's The War of Wealth, which described the
elimination of several small competitors by a great trust.
Members of the trust persuaded workmen to attack Robert
Warfield's air line factory. When this failed to drive him
out of business, the trust, aided by Warfield's junior part-
ner, engouraged a run on Warfield's bank, Just as Warfield
was confronted with an "angry mob of depositors clamoring -
for their money," Philip Norton, a young man of means in
love with the banker's daughter, arrived with an express

laoouo Henry Payne, "Augnitu Thomas ," Green Book

Album, I, PP 111~-15,
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wagon carrying half a million dollars in gold coin.t

While few trusts in 1896 staged bank panics to drive
their competitors out of business, The War of Wealth aid
illustrate some of the popular misconceptions about trusts,
and the public belief that most trusts used underhanded if
not illegal practices to survive. ; Lased Sanatos

Political drama during this era was dominated by
obvious satire, despite the fact that plays about government
wvere frequently written by dramatists who had first hand
political experieance. Charges of corruption were frequently
made, but no play written during this era could be charac~-
terized as an exposé, and no play offered a constructive
program for reform. ; \090n; ShoSuinles

~ The most successful. pouuux ;‘l-l'“ Nl.m was
The Senator. ‘This popular comedy was written By David
Demarest Lloyd and Sydney Rosenfeld. Although Rosenfeld
did write an unsuccessful satire on business methods, he was
primarily a collaborator during this decade.’ Lloyd had
written For Congress, a satire of the district nominating -
convention in 1884, He had once served as Secretary to
Supreme Court Justice Soloman P. Chase, and he was the Wash-
ington correspondent for the New York Tribume for several

"l.t Yoxk Times, February u' 1”" Pe 5; I. ‘Eo.oo
Maxch 2, I"!o P ,

2ew York Times, January 19, 1890, p. 12.
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years. He was the brother of Henry Demarest Lloyd, whose
controversial study of the trusts, Wealth Against Common-
wealth, influenced many reformers during cur-u.‘

The Senator arocused no great controversy. It diq,
however, comment on the practice of log rolling in a humor-
ous manner. The leading character was based on Senator
Preston B, Plumb, a Progressive but not radical senator from
Kansas. The plot involved a senator's efforts to secure

passage of a claim. The claim granted compensation for a
ship lost during the War of 1812. In one scene, the senator
returned to his office and told his secretary:
I've got three more votes for the Denman claim,
Make a memorandum that next session I am toc vote for
one marble post office for Senator Griffin, two granite
customs-houses for Senator Melville, and one court
~house with a mansard roof for Senator Star., - Talk
about log-rollingl The logs I rxoll to put thmh the
Denman claim would build our new railroad.?
Lloyd's play did not bring about an end to log-rolling;
however, after viewing the play one congressman remarked
that he and other congressmen would "'raise the question of
claims legislation in Congress the next session and endeavor

to have it conducted in a more expedient manner in the

“calm Nannes, Politics and the American Drama
(Washington: Catholic University of America Press, 1960),
Po 5.
& ’unn.- Elsey Connelly, The Life of Preston B,

l.-bz 1837-18%1 (Chicago: Browne & Howell, 1513), p. 338.
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future,'*’

Charles Hoyt had been a law studeat, a cowboy, a
reporter, and a columnist, one of America's first, before he
turned to playwriting. Hoyt held a low opinion of American
audiences. They were, he thought, incapable of understand-
ing complex ideas or even subtle h-n.z ~As a result his
pPlays depended upon blunt satire, frequently they lacked a
¢learly defined plot; nevertheless, they were successful.
One of Hoyt's plays, A Trip to Chinatown, ran for 657 con-
secutive performances between 1891 and 1893. This estab-
lished a record which lasted until 1919.% o0, Tersens,

In A Texas Steer (1890), Hoyt portrayed a rich,
crude, Texas Congressman. Maverick Brander was elected ", . .
to gratify the social ambitions of his wife, a hard working,
ignorant woman, and his pretty daughter. . . «* In his o «
district there were 6,000 voters. Brander was elected . .
unanimously at a cost of §$30,000 per vote. le guickly de-
veloped into a political leader, perfecting his ability to
utilize poker, whiskey, bribery, and blackmail. In 1928 the
play was made into a movie with Will Rogers playing the

m. September 17, 1890, p. 8.
‘qu.u Hunt, "The Life and Work of Charles

W&QL‘.&!' XAXIX (January, 1946),
PP. o . ”

,lnnt. "Charles Hoyt,® p. 15, —_r %
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lead role.}

Neither Hoyt's stage views of politics nor his
cynical view of the people deterred him from active parti-
cipation in the politics of New Hampshire. He was first
elected to the state legislature from the Charleston dis-
trict in 1892, Although this was normally a Republican
district, Hoyt, a Democrat, was re-elected in 1894. During
the first term he received 145 votes for Speaker; 80 votes
ahead of his party.’ sion inhis Detale

The nearest Hoyt came to a bitter protest play was
A Temperance Town, produced in 1893. In Norxwich, Vermont,
a restaurant owner violated the state's prohibition law.
Since he could not pay the $7,000 fine, he was sentenced to
work it out at thirty cents per day, or sixty years. Hoyt
thought the law as cruel as the Inquisition, still he wrote
mainly to provide amusement. While the play was in Boston,
in Pebruary 1893, Hoyt took the company to perform or per-
haps lobby before the New Hampshire State Legislature.’

The urban reform spirit of the eighteen~nineties
was first reflected in the theatre by The District Attorney,

g 3ot
A AN

lllov York Times, VDooc-bo: 16, 1890, p. 13,

24.¥.B.M. , November 19, 1892, p. 4; New York Times,
January 8, r P 13,

‘l.r.n.u.. March 26, 1892; Pit , March
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produced in January, 1895. The melodrama was written by
Charles Xlein, a Londomn born actor, and Harrison Gray Fiske,
the editor of the Nev York Dramatic Mirror. Reform during
this decade meant the elimination of graft and corruption
in ecity government, and in Klein's play a young, recently
elected district attorney sought to reform a corrupt city
government. ¢ and made
The young reformer was supported by a local news~
paper campaign and a legislative investigation in his battle
against corruption. To the delight of the audience the cam-
paign was carried to its conclusion despite the fact that
the reformer's father-in-law was among the grafters exposed
by the investigation.t » local
The play's theme was so timely that 7. Henry French,
who had been a New York theatre manager for twenty years,
chose it as his first American production. Throughout the
preceding summer and fall the Lexow Committee had focused
public attention on similar corruption in Mew York City
government. Vice and crime paid for immunity, police force
menbers paid for promotions, storekeepers and shippers paid
Mbntoaz newspaper headlines for months had proclaimed the

1llo\v York Times, January 22, 1895, p. 5; N.Y.D.M.,

January 2%, I“!o Pe 3.
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battle against graft which Klein depicted on the stage.
Although Klein had written the play prior to the
Lexow investigation, The District Attorney reflected the pub-
lic's demand for reform, which followed the Committee's
probe. Reviews assumed that the play depicted the recent
investigation. The New York Times critic commented: "The
play . . . deals with a subject novel to the stage and made
particularly timely and interesting on account of recent
political developments in this city.”) The New York Record-
er's reviewer believed: “This play is so reflective of
present conditions of life in New York and so permeated with
local atmosphere that it seems almost like a transcript of
the stories which come to light from day to day in the local
columns of gg..“mg_'.-? ° Ve §F wieh ves fiwet pro=
Klein's melodrama made no original contribution to
reform thought. Like Xlein's later plays, The District
Attorney merely recorded the surface aspects of the urban
reform movement. It contained no analysis of the causes of
graft and corruption, and it offered no solution to these
problems, s, who,
Advocates of realism in the theatre were not primar-
ily concerned with social reform; however, because they
sought to accurately portray American life, they boo.- 4

-

1l‘\v York Times, January 20, 1895, p. 10.
2uoted in the N.¥.D.M., February 16, 1895, p. 17.
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involved with protest issues. The leader of this movement
was James A. Herne., His drab pictures of New England were
not unlike Hamlin Garland's stories of the Middle Border.
derne's plays attracted intellectuals who usually avoided
the theatre. wended two ticketa to
James Herne was born in Cohoes, New York. Chiefly
self-educated, Herne was influenced by the writings of
Herbert Spencer and Charles Darwin. He was a highly sue-
cessful actor and theatre manager in San Francisco, before
he tried playwriting. After writing dramatizations of
Qliver Twist and Rip Van Winkle, he collaborated with David
Belasco on a popular melodrama, Hearts of oa.‘
Herne's next play was a radical departure from the
melodramas of the age. Drifting Apart, which was first pro-
duced in May, 1888, was a didactic, sociclogical study of
the impact of excesaive drink on a man., If Herne had not
turned the last two acts into a dream scene, Drxifting Apart

probably would have been a landmark in American realism.

The happy ending, which was possible only because of the

dream sequence, did not appease the New York critics, who,

dominated by William Winter, opposed all drama which pro-
voked thought.2

“l!orbort J. Bdwards and Julie A, Herne, James A.
:2;:». Maine: University of Maine Press, 1962),

2pewards and Herne, Herne, pp. 35-36.



(28)

Although Drifting Apart was not a financial success
in Boston, it did attract intellectual and influential audi-
ences. William Dean Howells witnessed a performance and
praised the drama.l Soon after Charles Hurd of the Boston
Transcript attended a performance, he handed two tickets to
Hamlin Garland and said: "'You ought to know Jim Herme.
He's doing the same thing on the stage that you and Mise
Wilkins are putting into the short omy;"?muummm
the play, Garland wrote a letter to Herne commending the
drama, and a long friendship between Garland and the Herne
family tou.vod.’ : in An e served as “Na

“The Dean" as Garland was known to the Hernes, be-
came a popular and respected guest at the Herne's home.
Later he acquired the status of a genius when he read "Among
the Corn Rows,” "Under the Lion's Paw,” and "The Return of
the Private" to them. Herne could hardly have guessed that
these first stories later published as Main Traveled Road
would be the finest of Garlend's work.! Garland listened to
revisions of Drifting Apart and Herne's later plays and en-

“~OXe8

wl'd the dramatist in the direction of realism. Garland

Hauu- and Herne, Kerne, p. 45.

23&11:\ Garland, A Son of the Middle Border (New
York: Maemillan, 1%19), P "I

3jcan Holloway, Hamlin Garland (Austin: University
d Texas Press, L“M. p. 42,

‘Id!ll‘dl and Herne, Herne, pp. 53-54.
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also encouraged the socially conscious Herne to support
actively the Single Tax, and the influence of Ibsen on
Herne's later plays can be traced to ou-uua‘

Margaret Fleming, Herne's next play, was even more
realistic than Drifting Apart. When no manager would take
the drama, Howells suggested that the experimenters follow
the example of Sudermann in Berlin, and "‘hire a hall and
become their own pmdnmo."z After a tryout in Lynn,
Massachusetts, Margaret Fleming was produced in Boston's
Chickering Hall on May 4, 1891, Garland believed that this
was the first little theatre in America. He served as "Man
in Pront" for six weeks without pay, and his brother was in
the cast.? ad not prepaganda

" Despite the efforts of Hamlin Garland, B, O. FPlower,
and William Dean Howells, Margaret Fleming was not a finan-
cial success. A circular stating that the play was of in-
terest to those "to whom melodrama no longer appeals®™ was
endorsed by Garland and Flower.® FPlower also praised the

- ——er—

1m1. A. Herne, "Biographical m‘,"lhon Acres
and Other n;x-. ed, Mrs. James Herne (New York: GSamuel
M . PPs xviii-xix. s
2

Garland, A Son of the Middle Border, p. 334;
Bolloway, Garland, p. .

3Garland, A Sen of the Middle Border, p. 393.
4

A copy of the circular is printed in Lars Ahne-

brink, The innings of Raturalism in American Fiction:
1891-1903 15’.’.:::3%3. Harvard mmlﬁ Press, 1960),
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drama in The Arena: “An Epoch Making Drama," he called it.
Howells described the play and its impact on Boston: the
play was common and plain, but true and irresistible, "Lit-
erature, fashion, religion, delegated their representatives
to see it , . . it became the talk of the whole city wher-
ever cultivated people -ot‘.'1 In general, however, the
eritics disliked the play. Ome described it as "very mod-
ern, vexy gloomy . . . lld"r]‘lu.'z Another suggested
that Herne might better "devote his energies to writing
pamphlets or contributing to The Ar.aa." The play attract-
ed only a few intellectuals; it lasted four weeks only be~
cause Flower helped to finance the production.

Although Herne aimed for realism and not propaganda
in the theatre, in private life he was a vigorous campaigner
for reform. He supported Bryan in numerocus speeches, and he
frequently lectured on behalf of the Single Tax. He once
urged the Boston Theatrical Mechanics Union members not to
Join any state militia, "'You don't know the hour or the
minute you will be called upon to shoot down your fellow
workmen who is making a demand for principal.’'"*

1'xditor‘o Svudy," Harper's LXXXIII (August, 1‘91);
PP ‘7.’". 8

*New York Times, May 24, 1851, p. 13.
3

.g':!l.o' December 1%, 1.’1' Pe 3.
4N.Y.D.M., October 3, 1893, p. 3.
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The Single Tax philosophy did appear in Shore Acres,
a sentimental drama first produced in 1893. The drama de-
scribed Martin Barrson's attempt to grow rich through land
speculation. Aided by a local storekeeper and financier, he
tried to turn his seacoast farm in Maine into a summer re-
sort. The scheme failed, and the family farm was saved only
when Martin's brother Rathaniel sacarificed his pension to
pay debts incurred in the risky speculatory venture.® - -
Herne's play probably won few converts to the Single Tax,
but it was well received.

Garland wrote two plays which advocated the Single -
Tax during this decade, but not even lerne seriously con-
sidered producing them. One of them, Under the Wheel, was
published in The Arena. It was later rewritten as a novel.

- Like Garland, William Dean Howells tried his hand at

playwriting. Howells had writtem numerous short comedies
which were published by Harper's, but only a few had reached
the stage as amateur productions. After Herne achieved some
success with realism on the stage, Howells decided to
attempt a full length dramatization of The Rise of Silas
Lapham, and actor-producer William Crane expressed interest.
m Kester assisted Howells in the project. When Crane |
xiéﬁ interest in the project, Herne encouraged them to con-

tinue. However, when the project was completed, Herne

lpawards and Herne, Herne, pp. 54-55.
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advised considerable revision. Howells was offended; he
abandoned the project, and his friendship with Herne was
strained.}

Use of the theatre as a medium of protest against
political, economic, and social conditions showed a marked
decline in the fall of 1895, The American theatregoing pub-
lic was interested only in the guestion of Cuban independ-
ence, Patriotism supplanted discontent in audiences as the
United States became involved in the Cuban revolution, and
war plays replaced protest plays on the stage.

Theatre managers found that their attendance figures
declined, because the public was more interested in the war
than in the theatre. Audiences applauded patriotic songs;
*The Star Spangled Banner,” "Yankee Doodle,” and "Dixie*
wexe popular, but most audiences responded unfavorably to
“Marching Through Gco:vla.'z

The first play which capitalized on the public's in-
terest in Cuba was Ambition. It was written by Henry Guy
Carleton, who believed that amusement not agitation was the
proper function of the stage. Carleton's melodrama involved

1&‘!0 and Letters of William Dean Howells, ed.,
Mildred Howe vo ot leday,
Doran & Co., 1928), I1I, lcu.lll xcttot eo his sister Aurelia,
May 1, 1698, p. 91; Howells letter to Henry James, July 31,
:::l. pp.’!l-QSa Howells letter to S. L. Clemens, August 2,

8, p. 96,

24ew York Times, Hay 10, 1898, p. 6.
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political chicanery in Washington and a bill to place Cuban
sugar on the free un.‘ he Yingod spire-

A few months later Cuba, which was written by George
Reno and Edwin Ardin, was produced in New York for the bene-
fit of the Cuban revolutionaries. Spanish suppression of
the Cuban people was depicted in The Last Stroke (1896).%
In the last act of For Liberty and Love (1857) the Cuban
pecple achieved peace and Lm.’ v

Once the United States had entered the war, melo-
dramas about American victories dominated the American the-
atre. The Man O' War's Man, which depicted a naval battle
betwveen ships of the United States Navy and the Spanish
Navy, was among the many popular war plays. Whea the short
war concluded, demonstrations of military prowess remained
popular. The lNew York Times review of The Red, White, and
Blue described the audience's reaction to a typical melo-
drama about the war:

a fiery, jingo piece of American patriotism, acted to
the rattling accompaniment of rifle and pistol shots.
e« « « There is barely enough story to carry all the
powder burning that is done on the stage, but the more
powder that was burnt the more pleased seemed the audi-~
ence, which had evidently assembled in expectation of a
jollification over the flag, and liked the smell of

1y.¥.D.M., November 2, 1895, p. 16.

Zyew York Times, March 22, 1896, p. 10.

%ew York Times, October 12, 1898, p. 7.
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powder and the rattle of small &rms.l

Numerous other melodramas capitalized on the jingoist spir-

it, The Dawn of Freedom portrayed the heroic efforts of

Anerican soldiers to save the rebels in the S8antiago cam-
palgn.2 Many veterans of San Juan Hill participated in a
military spectacle about this battle, which involved a hun-
dred men and a dozen horses. The spectacle concluded with a
patriotic speech by a mock Colonel Roouvolt.J

The eighteen-nineties closed in the midst of a
period of romantic melolrama, during which protest issues
were forgotten, Although only Augustus Thomas made a seri-
ous effort to plead the reform cause, the frequent theatre-
goer could view the political, economic, and social problems
of the age in satirical comedies, realistic dramas, and as

background for melodrana.

1Nov York Times, April 26, 1838, p. 7; New York
Times, Novewbezr 29, 1893, p. 6.

2New York Times, September 18, 189%8, p. 1l4; Kew York
Times, S8eptember 20, 1898, p. l1l4.

3

New York Times, March 23, 18%8, p. 7.







CUAPTER II

POST WAR ROMANTICISM AND SOCIAL PROTEST: TUE ANERICAN
THEATRE AT THRE TURN OF THE CENTURY
Few protest plays were offered between 1899-13904,
While protest ideas cdominated the theatre during the re-
mainder of the decade, taey were unusual 4in the thsatre in
this era. Radical idaeas were suspect; one anarchist pro-
duction was suppressed. Clyde Fitch ¢id, hovever, write a
satire of Kow York's aristocracy with remarkable insight
into the materialistic values of social cliwbers. George
Ade's satire, The Sultan of Sulu, received considerable

acclaim as a protest ageinst American imperialism in Asia,

James Herrne's last play was Sag laruor. Herne

contributed to the progressive msovement Loth as a dramatist
and as a lecturer. However, his efforts to porularisze
realistic drama were not successful. Cn tiie Broadway stage
of this era realism meant graphic reproduction of familiar
scencs. The popular ghetto plays of this era illustrated

this. Charles Klein's popular melodrama, The Ructioneer,

used ghetto conditions only as hackground material for
comnedy. Gimmicks such as machinery, mines, and slum scenes
were frecuently employed in lower class theatres to attract

audiences, but social provlems were rarely discussed on the
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lower class stage.

The Spanish-American lWar had a pronounced affect on
the public, and Lence a lingering influence on the theatre.
Long after the conflict had ended American victories were
re-enacted in popular melodramas. The War also contributed
to a revival of rowanticiux; the puiblic awed by the display
of American military power and the prestige of the empire,
expected sizilar hercics on the stage. As a result, roman-
tic plays with awashbuckling heroces enjoyed a vogue during
this era.

The most outatanding American dramatist at the turn
of tihe century was Clyde Fitci., e dominated the American
stage as no one else ever has. He once had four plays run-
ning on Broadway at the same time; two of thom had opened
on the same nignt.1

Fitch was gquite out of step with the values of the
Strenuous Age. In an gge which valued blustering energy,
Fitch set patterns for refined manners and taste, His
brownstone in the East Forties and his Itzlien country home
exemplified his sound judgment by their elegart but not os-
tentatious Sacor. In coutrast to the somber dress of the
pexiod, Fitch wore bright blue suits, white gloves, fur

overcoats, and jeweled bracelets. In New York his clothes

1Morris, Postscxipts to Yesterday, p. 172.
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caused quite a stir as they had at Amherst and in high
school. Kis voice was 0 uncommonly high that even in
ordinary conversation he sounded like a hysterical woman.
His portrayals of female xoles in college productions were a
'lenaation.'l

Almost from his arrival in New York, Fitch traveled
in the upper echelons of society. "'I live my life in a

2 He

mist of shams,'”™ he once wrote to William Dean Howells.
never savw life except as it was recorded in the society
pages of the newspapers and in his own plays. The problems
of the lower classes were never noticed Ly the playwright
of the aristocracy.

After 1900, Fitch's plays frequently satirized and
realistically portrayed conflicts betwean the newly rich and

the aristocracy, He desoribed The Climbers, produced in

1901, as "a picture of contamporanaous life in Kew Yorx.*3

He advised other playwrights to write in a realistic manner
about things they undorctood.‘

Nearly every New York manager rejected The Climbers

1Woll¢y 8. Griswold, Bartford Courant, September 16,
1934; Undated clipping in the New York Puillc LiLrary's
Theatre Collection (hereafter N,Y,P.L.); Baltimore Sun,
September 12, 1909,

2Horris, Postscripts to Yesterday, p. 175.
3

‘Clydo Pitch, "The Play and the Public,” The Smart
get, IV (lovember, 1904), pp. $7-100.

Boston Herald, March 3, 1901.
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because thay feared the publioc would find the play's opening
scene objectional., The scens éepicted the conclusion of a

society funeral. Nevertheless, The Climbers was popular,

and critics found it far superior to Bronson Howard's Aris-
tocracy, which was revived soon after the production of
Fitch's play.l
In the opening scene Fitch unveiled the shams of
aristocratic New York with an insight no other American
dramatist of this era could match., The scene revealed that
for the upper classes a funeral was merely another social
event. In a conversation with her three daughters Mrs.
Hunter described the "success” of her husband's funeral:
“the whole thing over without a hitch, « « « My dear, it
was a great success! Everybody was there! . . . Jesse,
you've mortified me terribly today--that child hasn't shed a
tear. People'll think you didn't love your father.® Mrs.
Hunter's ydungeat daughter had done better, Clara had cried
bucketsful, but Clara had good reason to cry. Because of
her father's death, she could not have a coming-out party
that year. Mrs. Hunter, at least, could relieve her grief
by thoughts of "her" social triumphi. Even her husband, she
believed, would not have complained akout the turnout:

1Montrosc J. Voses and Virginia Cerson, Clyde Fitch
and His lLetters (Boston: Little, brown, & Co., 1324),

P. 46; Kichard Cordell, Representative Modern Plays (Hew
York: T. Nelson & Son, 1529), p. 403.
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“Well, you know he always found fault with my parties being
too mixed. He wouldn't realize I couldn‘t throw over my old
set vhen I married into his,~-not that I ever acknowledged I
vas your father's inferior. I considered my fanily just as

good as his, only we were Pr-nbytezianll‘l

Only one incident had marred the occasion. Another
family had also used the funeral to further their social
ambitions:

Mrs. Hunter. ®“One thing I was furiocus about,--did you
see the Witherspoons here at this house?”

Clara. *1 4i4."

Mrs. Runter. “The ideal ¥hen I've never called on
them. They are the worat social pushers I

know,®

Clara. *Trying to make people think they are on
our visiting listl Using even a funeral
to get inl”

Miss kuth Hunter, sister of the deceased, rupresent-
ed the values of a lcaaluateziglistic ora; She xeptﬁachod
Mrs. Hunter for staging a social spectacle instead of a
proper funeral. Mrs. Eunter's problems were soon compounded
by the news that her husband had died penniless. Pressed by
his extravagant family and another costly coming-out party
scheduled in tho near future, Mr. Hunter had speculated in

the market. It proved a disastrous failure. Mrs. Hunter

lcordell, Modern Plays, p. 405.

chrdoll, Modern Plays, p. 407.
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feared that her daughters might have to work, or that they
might aave to take in boarders, Both these alternatives
were abhorative to ¥rs. Hunter; she had a Letter sclution--
an advantageous marriage. 8he bad two eligible daughters,
and young Mr. Trotter was available, ie was newly rich and
anxious to gain admission into society, Clara would be a
fine catch for Trotter,

The arrival of two young society women brought
about an interesting confrontation in which FPitch satiriszed
the crass ¢ommercialism of his own society. The two young
women visited the Hunters to offer sympathy and to profit
from the family's misfortune, The girls were well avare
that the Hunters had recently purcihased dresses from Paris
which would be out of style before the family's period of
mourning was over, and they hoped to buy the dressea at bar-
gain prices. Mrs. Hunter was anxious tc sell the dresses,
but she hoped to improve her financial situation as much as
possible by the transaction., The bargaining scene which
followed between exprossions of sympathy was so impressive
that critics forgot the melodramatic conclusion to the drama

that followed. Howells praised the scene in The Atlantioes

A cortain essence of New York had never been s0 perfect-
ly expressed. . « « The play is wortli while if for
nothing but that scene, in which the incomparable world-
liness, the indecent hardness, breaking tihrougn at times
the shed of their decorums, at all tirmes palpable under
them, represents these women the spirit of the most
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commercialized society in the world.1

Other critics agreed; the lew York Evening Sun's reviewers

thought it "the most original, daring, and witty drama to
which the American stage has given birth to in many a long

day.'z The New York Rmerican's critic found the play "al-

most vitriolic at times; so deeply does it burn under the
surface. Clyde Fitch wrote it with the confidence of feel-
ing that he Xnew exactly what he was writing about."
Pitch failed to sustain the realism of the firxst
act. The remainder of the play involved a melodramatic
stock battle between Mrs. Hunter's son-in-law, Richard
Sterling, and the sharp operators ¢f the market. This
battle between cld wealth, Sterling, and the newly rich Wall
Street wizzards could easily have been tresated without melo-
dramatic overtones. As Pitch demonstrated, this was a
battle which Sterling could not win, for he did not even
understand the rules of the game. He could not comprehend
how he could win $100,000 in one day and lose even more the
next. Yitch, however, unnecessarily complicated the plot by
turning Sterling into a thief, who speculated with family

funds. In a melodramatic conclusion, Sterling was forced to

1’The Recent bLramatic Season,” No, Am., CLXXIIX
(1901), p. 475.

2
3

New York Evening Sun, January 16, 1501,

New York Rmerican, Hovember 15, 1904,
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admit his guilt,

George ACe was the only dramatist whose success
rivaled that of Clyde Pitch during this era. Although Ade
was a well established jourmalist and author of fables, he
did not attempt a drama until 1901, His first drama, The

Sultan of Sulu, was an unusually satirical musical comedy.

It was the only protest play of this era which dealt with
foreign affeirs.

The Sultan of S5ulu was the result of a trip which

Ade made to the Philippines in 1900. American troops at
this time wore encountering consicerab:le difficulty in their
sfforts to assimilate the natives. The most protracted
opposition cane from a group led by Acguinaldo., At the out-
break of the Spanisn-American war, tois group had revolted
egainst Spanish rule. They claimed tley had been promised
independence Ly the Amerficans, and they vigorously resiasted
the imposition cf Ararican rule.

khile otaex groups of natives did not xesist Ameri-
can control of the islands, they 4id object to the substitu-
tion of American laws and custoas foxr native traditions.
Yrom several frienés.l who were in the rhilippines to report
on the progress of the war, Ade heard the story of American

negotiations with an untamed toro chieftain, the Sultan of

lceorge Ade, "Recalling the farly Trenors of a
Timerous Playwright," The Players, New York, The County
Chairmrman,
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Sulu, or Jolo. The Sultan was willing to be "assimilated®
and accept American laws, but he preferred to retain certain
customs of his own culture including polygamy and slavery.
Although Americans tended to think of both these customs as
especially barbaric, they wanted to avoid war. Ade thought
the efforts of "American civilizers to play ball with the
little brown brothers” would make an interesting topic for

1

satire. The Sultan of Sulu was the result,

The comedy began with the arrival of the American
Army on the Island of Sulu. 8Sulu was the scene of continual
tribal warfare between the Sultan, who was the most powerful
chieftan on the Island, and several tribes who refused to
acknowledge his rule. Through several victories the Sultan
had capturaed several young women; they had heen forced to
become his wives. The American army was determined to civ-
1l4ze the island. They marched on to the stage singing the
philosophy of imperialism:
We haven't the appearance, goodness knows,
Of plain commercial men;
From a hasty glance, you might suppose
We are fractions now and then,
But though we came in warlike guise
And battle-front arrayed,

It's all a business enterprise;
We're seeking foreign trade.

1Ada, *Recalling,® The County Chairman.
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We're as mild as any turtle-dove
When we see the fire a-coning,
Cur thoughts are set on human love
When we hear the bullets humming,
We teach the native population
What the golden rule is like,
And ve scatter public education
On ‘ev'ry blasted hikel
We want to assimilate, if we can
Our brother who is brownj;
¥e love our dusky fellow-man
And we hate to hunt him down,
80, when we perforate his frame,
We want him to be gocod.
We shoot at him to make him tame,
If he but understood.l
Tue Americans quickly instituted democratic reforms;
the sultan renounced his title and became Governor of the
Island, and four New England school-ma's were brought in by
the army to educate the natives. Democracy had both advan~
tages and disadvantages for the natives. The Governor de-
manded protection from the attacks of Dotto Mordi, a rival
cnief, which was granted by the army. However, Lecause the
constitution followed the flag, the Governor was forced to
give up all but one of his wives. ThLe captive wives might
continue to serve the Governor if they chose, but he was re-
quired to pay them union wages if they stayed. Later, the
Governor was sent to jail by the Americanized local court,
because he could not pay the alimony required by American

law to his seven captive wives. The Governor was later

1Gootgc Ade, The Sultan of Sulu (MNew York: R. H,
m‘..ll; 1903)0 Pe 12,
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freed by the Supreme Court, which ruled that this case in-
volved interference with native rule.

Ade did not believe that American culture could be
exported. Laziness and the A&rinking of cocktails, Ade pre-
dicted, would be the only lasting effects of American occu-~
pation of the Philippines. Although Ade had serious doubts
sbout American foreign policy, he did not wish to be serious
or didactic.l

The Sultan of Sulu was written as an amusing musical

comedy, but neither audiences nor critics considered the
play an ordinary musical comedy. Audiences ignored the
play's simple plot and music, but they enthusiastically
applauded Ade's vitty commentary on American foreign policy.
One critia compared the author favorably to Ariotophanoc.z

In Ade's next play he dascribed an election in a
snall midwestern town, Despite a trite subplot, in which
one candidate was in love with the daughter of his opponent,
Ade's character sketches and his description of a political
campaign have retained much of their original wvitality, and
the play has been revived occasionally as an example of

early twentieth century realism in the theatre.

1'Goorqa Acde Talks of His Stage Ideals," Theatrs, IV
(November, 1904), pp. 287-88,

2Hcv York Times, December 2, 1502, p. 9; MNew York
Tiﬂ‘.' January i1, 1963' Pe. 34.
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Although The County Chalrman was realistic, it wvas

not a protest play. In fact, except for The Sultan of Sulu,

Ade's plays aimed at realistic and humorous portrayals of
the American Middle West, but not at social reform. He had
little interest in progressive reform.

Unlike either George Ade or Clyde Fitch, James Herne
advocated progressive ideas to reform American society. He
spent much of his spare time giving speeches on behalf of
the single tax. As a result Herne's death in 1901 was felt
deeply by the Progreasives., B. O, Flower wrote of Herne:
"Alzost to the day of hias death he was ever ready to give
his services freely for the cause of the single tax.*! 1n

the first issue of The Singlec Tax Review, Henry George, Jr.

noted Herne's sarvices to the movement: "He gave much time
and effort and was liberal with his purse for the new slav-
ery cause, and there are probably few large cities in the

United States wheore on some Sunday afternoon or evening, in
church or theatre, he has not discussed the great theme witn
that exquisite blending of actor's art and propagandist's

intensity which gave singular fascination to his elognnco.'2

Herne was not a radical in the theatre because he

condemned the upper classes; he ignored them. He was a

I'James A. Hernes Actor, Dramatist, and Man,®
Arena, XXV (September, 1891), p. 287,

2'Jamas A. lerre,® Single Tax Peview, I, pp. 1-3.
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radical because he sought to dignify labor "Ly his portraits
of the everyday life of the working class.”™ It was not al-
ways beautiful, but Herne believed that art demandad truth,

Years later in Theatre Arts Fredrick Morton compared Herne's

approach to the problems of the lower class to that of
Clifford Odets:

It was even more disturbing to Herne's contempories that
he wrote plays about the simple lives of lowly people:
Rew England farmors, seafaring men at home in Long
Island haruors, small tradesmen and their sons who
thought of going west as a "hazard of new fortunes®",

e » o« Thexre is little actual differsnce between Herne's
lowly folk and thosa of Odats except a few labels.
Herne's men fight with the storms of nature on their
farms :nd their ships, and Odets' fight with the ma-
chine,

Herne's last play was Sag Harbor. It depicted life

in a small, fishing village on Long lsland, where Herne main-
tained a sunmmer home. It was more sentimental and more pop-

ular than Marcaret Flering or Drifting rpart. Howells de-
2
»

scribed it as "not quite believable. Herne was already in
poor health as a result of a political canpaign and his

direction of Israel Zangwill's Children of the Chetto, when

Saq Harbor opened in Boston. After a record run of thirteen

weeks in that city, Herne took the play to Chicago, where he

1Theatre Arts, XXIV (December, 1940), pp. 899-900,

2Undated clipping in the Players' Collection,
K.Y.P.L.} 8Saqg Harbor Pilot, October 28, 1898, p. 1; wWilliam
Dean Howells, “The Pecant Dramatic Season," North American,
CLXXIX (March, 1901), p. 472.
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became too ill1l to continue.1

Plays about Ghetto proilens anjoyed a brief wvogue
during this era. Pew of these were written in a realistic
manner. In fact, the most successful of the Ghetto plays
treated social and economic problems of these areas in a
humorous manner. Navertheless, even the humorous plays de-
picted the squalid conditions of life in the slums.

The most elaborate production of a Ghetto play was
George Tyler's presentation of Israel Zangwill's Children of

the Ghetto. The leader in the movement towvard realism in

the 2Amerxican theatre, James Herne, who was also a talented
actor, was hired to direct a star-studded cast., Zangwill
advised Tyler and Herne to utilize the New York Ghetto as a
source of background material. As a result, although the
play was set in London, it accurataly depicted New York slum
conditions. Horne hired many extras from the Ghetto for mob
scenes and engaged a Yiddish interpreter to translate his
dizoctiono.z
Zangwill's play delineated differences between lib-
erals and conservatives within the Jewish religion. Prob-

ably because New York theatresgoers had only a superficial

lndwardl and Herne, Eerna, p. 147.

2Edwardl and Herne, Herne, p. 136) Letter from Zang-
will to George Tyler, April 22, 1899, George Tyler Collec-
tion, Princeton University,
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interest in religious and social problems, Children of the

Chetto had only a brief run on Broadway.

Charles Xlein, who was alweys kecnly aware of the
spirit of the times, wrote a popular Ghetto play in 1902.
The Auctioneer depicted typical Ghetto scenes and charac-

ters, but it was written as a comedy with no intellectual
discussion of religious or social conditions.

Direct attacks on American institutions were unpopu-
lar during this era. PNo American dramatist except ilerne ad-
vocated radical change in political, economic, or social in-
stitutions. After the assasination of President McKinley
radical ideas were suspect, even on the foreign stage. An

Anarchist production of Senza Patria was blocked by New York

police.
Senza Patria (Without a Country) was written Ly

Pietro Gori, an anarchist of international reputation.
Anarchists of the New York erea arranged foi th; production,
They rented a hall in the Bowery, hired a company of actors,.
and engaged the West Hoboken Band., The performance was
scheduled for November 10, 1900, which was the thirteenth
anniversary of the hanging of the Chicago Anarchists. The
proceeds from the performance were to go to the family of
Gaetano Bresci, Bresci, a silkweaver from Patterson, New

Jersey, had assasinated King Hubert of Italy in July.1

1New York Times, November 11, 1900, p. 3) New York
leald, November 11, 1900. P 7.
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At seven-thirty the anarchists Legan to arrive at
the hall. They were surprised to find that a group of
policemen and plainclothesmen had occupled tiie building,

The law officors maintained that since the group had not ob-
tained a license, they could not hcld the parformance. A
group of several hundred angry anarchists gathered cutsicde
the hall. Among them reportedly was Cactanc Bresci's fam-
11y.1 After a vehement exchange with the police, the group
adjourned to Mori and Lorenzi's Cafe on Leeker Strect., At
the cafe a few speeches wexe given. One radical charged
that Consul General Eranchi had persuaded the police to stop
the production. The meceting was brief; it was broken up by
the much hated police. “Are we slaves, or is this a free
country?®* asked one disguited member of the group as they
disbanded.?

Some ©of the more determined rmemlLers of tha

irate group began another meeting at 228 Thompson Street,

Line New York World's account, which differed con-
siderably fron tihose In the Now York Tines and Kew York
Herald, reported that Mrs. Lrescl wad Leen intercepted by
tiie police on the way to the theatre and persuaded not to
attend.

2New York 1ixes, bovemier 11, 1500, p. 33 Rccording
to the New York World's more dramatic account, the anar-
chists hLad alreacy occupied the theatre when the police
arrived. Led Ly Sergeant Charles A. Place the police
marclied into the tlhcatre. The anarchists proved Lostile.
In answer to a police question theo anarchists replied that
they had no leadors, and wiish the police ordered tiew to
leave the anarchists urged the pand to beqgin playing, How-
ever, the authorities prevailed. 7They turned out the
lights, and the radicals decided to lecave tha hall.
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but again they were pursued by the police. This time the
anarchists dispersed, but they threatened :evonge.l
Melodramas about slum problems offended no one.
They often dealt with the problenms of the lower classes, but
Lecause they did not suggést a plan for action, tliey were
not a threat to the existing order. Freuently they relied
on simple gimicks to attract audiences. New York landmarks,
factory scencs, mine tunnels were jpcpular. The hercine of

Maude Banks' The City's lieart, for examnple, traveled from a

fashionable Fifty Avenue apartment to the "Blue Elephant”
and other Bowery dives.2 The cperation of aa iron works was

shown in A Huran Slave. Miners at the bLottom of a coal

shaft loaded cars and cpcrated an elevator in Pennsylvania.3

The problems of the lower classas were the themae of
numerous melodramas by Scott larble and Theodora Kreaar.
Both were deaeply aware of the pronlens of slwu-dwallers, but
noiéher expected to uso the drama to reform society. Taey
wrote for audiences in the cheaper houses., Narbile was aware
that Charles Dickens' novels had brought alout numerous xe-~
forms, but he did not write to bring about raeform. In The

Daughters of the Poor, Marble attacked tiie installment sysa-

ten which resulted in prolonged hardsiips for many people

'IHew York Kerald, November 11, 1900, p. 7.
2

New York Times, 2pril 25, 1502, p. 9.

djew York Times, January 26, 1902, p. 1l.
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who were struggling to escape poverty. However, Marble's
indignation was limited;) ®*I don't take my own plays serious-
ly. They are written to satisty a certain class of theatre-

1 he

goers. I am content if they acccmplisa tuis purpose,”
aciaitted.

Theodore Kremer's melodramatic portrait, The Road to

Ruin, described police ties witn vice in much the same man-

nexr of Linccln Steffens' latex exjosé:
It is teeming with gamblers galore and strown with
ladies whom the programme calls “cf the tenderloin® when
they are only wicked and "ccsperate women™ wl.cn they are
very wicked. Whenever a policenan rceets a lady “of the
tendarloin® he extracts a bill from her, if lie meets “a
desperate woman” the price is a roll of money.2

leaders of the socilal protast novement received

little encouragament from thae theatre of this era, but they
remained optimistic. The theatre had played a vital role on
an intellectual level in sccietius of the nast, progressives
were confident it would assume a similar position in future
American soclety. Eellen Fotter expressud the progressive
viewpoint in The Arecra:

We have a stage that openly honors idle luxury and
the emptinene cf the title &rnc aristcocrecy: wihere aris-
tocracy means not what the word expresses; "the best and
noblect,” but rmerely the richest, znd oftun the worest.

We have & staga where the workers have no place, where
the thinkers lLave no place, where rnoile dcacels have very

l'Scott Marble on Playwriting," N.Y,D.M., #arch 14,
1898, p. 2.

2

New York Tixcs, Marca 25, 1203, p. 5.
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little part, but which is chiefly a faithful reflaction
of the Laser, the more sord¢id and artificial elements of
modern li{fe. BRefore the stage c¢f tolay lies one of the
grandest opportunities ever offered to humanity: that
it once mrore resume {ts arcient office, becone again the
educator of the people, the bast friend c¢f tihe prolatar-
iat, remembering always that all hope for art that does
not rest on the elevation of the masses is a house duilt
on sand--is basically unsound,l
Sore critics did believe that the Amsrican theatre
wvas improving. Brander Matthews ncted that the Armarican
theatre still offered many Prench and German plays, but &ur-
ing this era they were offsred as translations. Xo longer
were Americans adanting foreign plays to Azerican situa-
tionl.2 Despite this "progress® the theatre was infrojuent-
ly used as a medium of social criticism curing this era.
Certainly thers was no suggastion from the plays of this era
that two dramatists would in the naxt three ycaxs achiaeve
brilliant successes by utilizing the ideas of the muckrakers

of the staga,

1"l‘he Drara of the Twentieth Century,® Arena, XXIIXI
(rebruary, 1900), p. 158,

Z'Tho Questicn ¢of the American ‘Theatre,” North
American, CLXXIV, pn. 305-438.



CLAPTER IIIX
THE RISE OF THE MUCKRAKILNG MYILCODRA:A: 1904-1906

Luring this era the American tneatre reflected re-
newed punlic interest in social reform. Cn breadway the
protest movement was best reflected in Charles Klein's The

Lion and the *ouse &nd George Broadinurst's The Man of the

Hour. While neither play contriouted any orxriginal ideas to
the protest movewment, both achieved consideravcle success be-
cause audiences assuned these melodrames were Lased on the
findings of Ida Tarvell and Lincoln Steffens, Tueir popu-
larity illustrated the impact of the progressive movement on
thae American theatre.

Clder forus of protest wure also enployed cuxing
tuis era. Managers anxious to capitalize on the ﬁublio'n
auwand for reform improvised with acaptations of muckraking
novels and cruce melodramas. Sowe like The Pit proved a
financial success, but none received critical success.

Louis Anspacher and Owen Davis wrote popular melodramas
which reflected the xeform movement on the lowerxr class
stage, and numerous amateur productions dealt with social
and econoric problemns.

Off-Broadway by 1904 the Proyrussive Gtage Society

(54)
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was producing socialist plays. This group, led by Julius
Hopp, sought to win votes for the Socialist party in their
éramas about the problems of the working class. Although
Ropp's group attracted the support of numerous intellectuals
on the lLower East S8ide, they faced continual financial d4if-
ficulties. This group's efforts mark the first attempt to

establish a theatre that would contribute to and not merely

reflect the Progressive movoment.

In the eighteen-nineties sudiences had applauded
satire directed at capitalists in the plays of Bronson
Howard and Augustus Thomas. During this era, audiences be-
gan to look for something stronger in their protest drama--
even outright propaganda. In 1§94, Gerhart Hauptmann's The
Weavers had been banned in Newark; Ly the end of this decade
plays by Shaw and Ibsen, as well as Mauptmann had been fre-
queatly been performed in American theatres, and an American
play had been banned in one German city. The years 1304-06
were & transition period. The transition can te seen in the

change in tone from The Pit in 1204 to The lLion and the

Mouse and The Man of the Four in 19006, The success of The

Pit depended upon a sensational scene rather than the power
of Norris' attack on the speculators. The success of The

Lion and the Mouse and The Man cf the llcur depended upon the

publio's assumption tiat both were rascd on the findings of
the muckrakers.






(36)

The chief target of the protest plays during this
era was the powver of big business to limit competition, dom-
inate labor, and influence all levels of government. Thea-~
tregoers could choose among widely divergent forms of thea-
tre. The socialist-realism of the Progrescsive Stage Scciety,
the journalistic muckraking melodramas of Broadway, and the
backneyed melodramas of Third Avenue all echoed the public's
denand for reforn,

The muckraking melodrana, which evolved during tiis
period, was a combination of the Eurcpean “problem play" and
the American determination to conclude a play with a "happy
ending.® By the end of the decade the "happy ending® barri-
ex was broken, but during this era only the off-Brcadway
Progressive Stage Society dared to challenge the public’s
optimigm, While most Americans believed that all was not
"right® in American society, they ware convinced that wo-
men's suffrage, a single tax, socialism, or Theodore Roose-
velt would solve America's problem. Wwhile the theatre re-
flected the protest in American thought, it a2lso echoed the
public’s belief that "the promise of American life" would be
fulfilled.

The two leading exponents of the muckraking melo-
drana vere Charles Klein and George Broadhurst. These
journalist-dramatists read New York Newspapers and recorded

the battle for progressive reform in their plays. Both
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Klein and Broadhurst were established dramatists, and both
had written plays about reform issues in the past. Klein's
The District Attorney in 1895 had dealt with police corrup-

tion like that which the Lexow Committee had uncovered in
New York City. Broadhurst's The Speculator had dealt with

speculation on the Chicago grain market. During the
Epanish-American War and the interval which followed Klein
had written historical and patriotic melodramas, and Broad-
hurst had vritten a series of popular farces. WwWhen public
interest in reform was awvakened by journalists like Linocoln
Steffens and Ida Tarbell, Klein and Broadhurst again turned
to reform issues in their plays. While neither Klein nor
Broadhurst could be favorably compared as a social critic to
Shaw oxr Galsworthy, both were acclaimed as “"theatrical muck-
rakars" by less sophisticated American audiences.

'chin was born in London, where his family had immi-
grated from Russia., His father was an eminent musician; his
brother was music critic on the London Times. Xlein studied
lav for a short time, but this had little influence on his
plays. He came to the United States as an actor, and during
the eighteen-nineties he turned to playwrightinq.l Although
some of his early melodramas were successful, none had a run

comparable to that of The Lion and the Mouse.

IAda Patterson, “"Some Theories of Playwriting by a
Playmaker,® Theatre, VI (June, 1906), p. 138.
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The Lion and the Mouse began a run o0f two years in

November, 1905, G, W, Dillingham, pudlishers of a novel

based on the melodrama, estimated that two million people

would see the play before the end of the 1%03-06 ooanon.l

Klein's royalties from road ocompanies, stock productions,
and the Broadway run totaled some 8500.000.2

In The Lion and the Mouse Klein brought into con-

flict a young lady, who had written a muckraking novel, and
& powerful, business titan. The young lady was Shirley
Rossmore; her father was a famous judge, whom the "interests”
were trying to remove from office. The commercial titan wvas
John B. Ryder; his power surpassed that of United States
Senators. bBenjamin O. Flower described him in the Arenas
The present day Croesus, the masterful mind, keen,
penetrating, brilliant, and resourceful on the in-
tellectual plane, but morally blind, the character of
John Ryder has no equal in American literature.3
The plot illustrated the influence of a qriat trust
over the national government. N%hen Judge Rossmore bought
some stock, John Ryder was able to arrange that the uncor-
ruptable judge was sent more stocks than he had purchased.
A congressional investigation followed, and John Ryder con-

trolled enough votes to insure the impeachment of the judge.

lrhoatro, VI (Septamber, 1%06), p. xvii.
2y.¥.D.M,, March 9, 1835, p. 13.

’Benjamin O. Flower, "Theatre for a Eigher Civilisza-
tion,®" Arena, XXXVII, p. 502.
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6hirley Rossmore was able to entor the home of John
Ryder because the titan was interested in her novel which
had been published under a pseudonym. Ryder persuaded her
to write his authorized biography, but only because she
hoped to find evidence to help her father among the business
leader's papers. Klein concluded the drama in typical melo-
drapatic fashion. When S8hirley failed to find anything to
help her father among Ryder's papers, she made a strong amo-
tional appeal, With the help of Mrs. Ryder, Shirley per-
suaded Ryder to save the judge., The commercial titan
energed with his power unchecked, but he had been “ration-~
ally® persuaded to use that power to save an honest man.

Audiences and critics assumed that the play @ealt
with the influence of the Standard 01l Corporation on the
national government. A few critics noted that John Ryderxr
was dressed to look like H. H. Rogers, but most believed
that Klein had put John D. Rockefeller and Ida Tarbell on
the stage. Mark Sullivan, for exampla, described the play

|

as “"a melodramatic portrayal of John D. Rockefeller. The

New York World thought that Shirley Rossmore's arguments
a

seemed to come straight from Miss Tarbell's articles.

lunxk O. Sullivan, Pre~war Amaerica, Vol. IIXs Our

Times (New Yorks Charles Scribner's sona, 1930), p. 461,
2

New York World, Novemlber 21, 1905.
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Invariably critics compared the stage battle baetween re-
former and corporate power to the real battle that was tak-~
ing place ocutside the theatre.

As a result of these comparisons the play's reviews
suffered. Corporation leaders who exercised influence on
the national government were motivated only by material con-
siderations. Viewed in this light Klein's melodramatic con-
clusion seemed impossible and as Charles Darnton remarked,
“almost farcical.'l

Klein insisted The Lion and the Mouse was not in-

spired by Ida Tarbell's Eistory of Standard Oil. It was, he

clained, the result of a trip he had made to Washington on
behalf of the American dramatists' copyright bill. While
there, he had noticed that most O0f the Senate's work wvas
done in committecs, which were influenced Ly Lrig business.
Klein maintained that Johm Ryder represented any commercial

2

magnate; he was not necessarily John D. Rockefeller.” Most

reformers, however, were tonvinced that Xlein had captured

the spirit of Miss Tarbell's articles, even if he had not

3

bean inspired by them.” Even socialist playwright Julius

1Chaxloc Darnton, New York Evening World, Novem-
ber 21, 190S.

2

Asa Patterson, "Theories," Theatre, VI, p. 158.

3B. O. Plower, "Theatre for a Nigher Civilization,*
Arena, XXXVII, p. 502.
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Hopp commended Xlein's oftort.l

Contrasted with the melodramas of the previous era

The Lion and the Mouse was an advance, Theatre historian

Barrett Clark thought that John Ryder was a modern villain:
*klein's villain was not the 0ld time suave stage villain,
but a more or less respected rich man, the kind who until
the days of Lincoln Steffens and Ida M. Tarbell was pointed

to as an ideal of successful mnnhood.'2

Klein's description
of the Congressional investigating committee hearing was
another improvement over previous melodramas. In their
testimony before the Committee, members of the trust did not
condemn the judge with treacherous lies as would have
occurred in earlier melodramas, they mersly refused to
testify, By inmplying their own guilt they subtly condemned

the judge, The New York Times recognized the limitations on

the American dramatist and concluded that Xlein had treated
*his subject couragecusly and in such a way that an under-
lying ethical purpose is most ovident."

Klein probably 4id not feel limited by the theatre
conventions of his era. He disliked the pessinistic

approach taken by realists, like Herne, in America. B8haw,

1l

2Barrett Clark and George Freedley, A fisteory of
Modern Drama (New York: Appleton-Century Co., 1947), p. 10.

3

New York Telegraph, September 23, 1907.

New York Times, November 21, 1905, p. 9.
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Ibsen, and other European intellectuals wvere, he thought,
too much dominated by the ideas of Nietzsche and Darwin,
While it was true that hypocrisy was everywhere, Xlein pre-
fexrred to Lelieve that man was still an ethical creaturs.
He ¢id admire Pinero, who, like Xlein, had considerable
acting experience. 7Tnis could sharpen cone's dramatic in-
stinct which Klein thought was more important than intel-
lectual abilities in making a successful dxanatiut.l

In The Daughters of Men, produced in 1905, Klein

further explained his political ideas. The plutoorats, he
thought, contributed little to American society because they
vere ruled by greed. The socialists, Klein thought, had
some constructive ideas for reform. For this reason they
were gaining in strength, but Klein feared the movement
would Le taken over by leaders who thought in terms of vio-
lent solutions to all social problems. ke preferred a mod-
erate course.

The Daughters of ¥en was a radical departure froa

Xlein's usual melodramas. The characters in the play were
symbolic figures wio reprosented various kinds of capital-~
ists and labor leaders. The ¢0ld entrepreneur spirit of an
older gencration of capitalism was illustrated by Richard

Milbank., HKow retired, he was ambitious but not cruel.

1Cblt1.l Klein, "Religion, Philosophy, and the
Drm'. Mena' XXXVII, pp' ‘92"930
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Matthew Crosby and James Thedford were typical modern
commercial executives. They were only interested in making
money and avoiding bad publicity. Regonald Crosby and his
wife Bella, a former movie star, exemplified the affluent,
ostentatious rich. They thoroughly enjoyed conspicuous con-
sumption, Matthew Crosby and James Thedford forced Regonald
off the board of directors of the Milbank Company, because
of newspaper criticism of a breakfast given by Regonald and
his wife at which "he floated his great yacht in a miniature
lake of champagne.®™ Spectacles of tiis kind had been accept-
able during the eighteen-nineties, but in the twentieth cen-
tury business executives had learned adverse publicity could
quickly be turned into votes by Populists or Soclalists
candidates,

Jamng 3urress was a potentially dangerous leader
within the ranks of labor. Le had enrolled anarchists,
Naffia menmbers, and nihilists in the organization, which he
hoped €0 ugse to obtain political power by violent means.

His lieutenants were Louis Stolbeck and OUscar Lackett.
8tolbeck was a big, burly, Bolhemian type of German-Anmerican
S8ocialist; Lackett was the editor of a Socialist newspaper
which advocated violence. lie had once printed the instruc-
tions for the manufacture of nitroglycerine in the nows-
paper. (Klein mey have Leen aware of a handbook printed by

Johann Most. Most had worked for a ahort time in a Jersay
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City, New Jersey, explosive plant and then published the
manual in Freiheit, an Anarxchist weekly, which explained the
manufacture and handling of home made bombn.)1 John Stedman
could have been used as a model Progressive {n Richard

Hofstadtex's The Acs of Reform. FHe was a Westerner, a

graduate of a state university (wWisconein), and a victim of
*the status revolution.® Stedman's father was a ninister;
his grandfather was a stats governor. He wished to marry
Crace Crosby., When her family questioned his ability to
provide for Grace, Stedman commented: "Soclally. « « .«
Your father, Mr. Milbank, sold hides and made tallow--my

"2 lHis concern for

grandfather wvas Governor of his state.
labox's grievances was genuine; yet, he retained the con-
servative's disdain for violence or radical political and
social change. liia toférminq gzeal was directed at both
sides. As a typical middle class reformer he believed that
if the radicals on both sides could be balanced, the moder-
ates would redirect American damocracy along the best pos-
sible lines.

Instead of a melodramatic plot The Daughters of Men

was a series of arguments which related to a bitter strike.

1Barbara W. Tuchman, The Proud Tower (New York:
Macmillan, 1966), p. €0,

2Charlen Klein, The Dauchters of Men (New York:
Sanuel Frrench, 1917), p. 28.
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At the conclusion the strike was not settled, but Klein left
the audience with hope for the future.

Despite the fact that Klein's plays suffered from a
lack of realism and perhaps a lack of sincerity, they 4id
represent a significant advance toward a theatre of more
effaective social criticism, ke did not analyze the complex
gquestions he raised. Klein was a journalist; his muckraking
melodramas accurately rerorted the issues of his day. For
tkis reason hia plays were more significant to the historian
of the period than some of the better dramas of the day.

George Broadhurst was also born in England. Ris
mothex hoped he would study for the clergy, but at sixteen
he joined his brother in the United States. His knowledge
of speculators was gained first hand as a clerk on the

1 Later he sorved as an advance

Chicago Board of Trade.
agent for theatre companies touring the Midwest., Before go-
ing to San Prancisco, where he managed the Bush Theatre,
Broadhurst edited a newspaper in Grand Forks, North Dakota.
While he was managing the Bush Theatre, Broadhurst met
Bronson Howard, who encouraged him to finish his first play.

with the completion and success of The Speculator,

1Otheman Stevens, "From Clerk to Playwright," Los
Angeles Examiner, Marxrch 6, 1909; New York Times, Pebruary 1,
15527 rtew York faview, November 4, 1311, p. i; Cleveland
leadaer, March 9, 1913.
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Broadhurst became a full time dtanati-t.l

Broadhurst's The Man of the Hour was as melodramatic

and as popular as The Lion and the Mouse. Klein's play

dealt with the national government; Zroadhurst's play dealt
with local government, Lbut the issue was the same-~business
influence on government,

Audiences and critics assumed that The Lion and the

Mouse was based on Ida Tarbell's articles on the Standard

01l Coxporation; The ban of the Hour offered a wider choice.

The issue involved the granting of a streetcar frxanchise.
It related to separate Lbattles fought by various reformers
in cities all over America. Audiences assumed the struggle
on the stage referred to the particular battle which they
had witnassed in their local goverament. Depanding on the
ceity in which the play was offereld, audiences were reminded
of Lincoln Steffens' articles, or the reform battles foughs
by Josepu Folk, Hasen Pingree, Samuel Jones, Tom Johnson, or
Judge Dunne,

Under tne 0ld system private companies were granted
a franchise to provide public services, such as water, gas,
or streetcar lines, for periods of fifty years or longer by
local governments. The private companies sometimes paid

nothing to a city to obtain the franchise and could set

161Lpp1nq marked Milwaukee, Wisconsin, dated May 29,
1307; Columbus Journal, August 2, 1912,
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theixr own rates. G&ince profits were high under these
monopolies, many individuals were willing to pay to gain
these franchises. Charles T. Yerkes and others used kribery
to obtain and hold long term contrxol of strecetcar lines in
Chicago and other major cities. Once in control, an indi-
vidual could charge extravagant rates and accumulate fauvu-
lous wealth, Yerkes becare the subject of two of Theodoras

Dreiser's novels: Tre Finsncler (1912) and The Titan

(1914) .
A valualle streetcar franchise was at stare in The

Man of the !iour, A lkattling young meyor fought to maintain

enough votes on the City Council to upltiold his veto of a
corrupt franchise Lill, The combirned forces of a prorinant
political boes and a raillway magnate wers allied against the
reform mayor.

The methods and policies of the political Loss were
taken from forrmer Twunany F&ll ross Richard Croker. The
boss explained Lis methods to the railwey ragnate: "I don't
trust nobody. I write no letters, I sign no receipts, I
keep no accounts, I have no witnesces. It's my word and the
other fellow's. I keep mine and I see that he keeps his,

.‘1

The boss argued that the mayor muat sign the bill

lceorge Broadihurst, The Man of the Hour (New Yorks
Samuel French, 1516), p. 39.
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out of gratitude to the men who made him. It might lead to

charges of graft; but,
every man is a grafter. A lawyer will take a fee for
showing his client how he can break the law and evade
the punishment--graftl Churches and Colleges accept
noney they know has been obtained by fraud and oppres-
sion--graft! Newspapers and magazines publish adver-
tisements they know to Le fakes and worse-~-graftl A
railroad president accepts stock in a firm which ships
over his line-~graftl Senators become millionaires on
& salary of seventy-five hundred dollars a ycar--graftl
and so 4t goes, high and low, rich and poor--they all
graft, in fact the man who doesn't graft hasn't the
chance or else he's a fool.

Alderman Phelan, a retired police commissioner and
the mayor's strongest supporter on the City Council, pro-
vided an interesting comparison to the political boss.
Phelan was elected lecause cf his genuine concern for the
poor. He gave them turkeys at Christmas and picnics in sum-
mer. As many as 2,509, chiefly wcmen and children, attended
a single picnic.

Crxitics blasted Proadhurst's conclusion and with
good reason. The bosses were defeated and in a reasonable
fashion, as it might have happened ocutside the theatre.
Broadhurst, however, perhaps to satisfy the galleries,
labored to £ind a way to put them into prison. The railway
magnate's secretary was dramatically revealed to be the son
of a man ruined by the great financier. ke supplied the ev-

idence to convict the grafters.

lnroadhurst, Man of the iour, p. 69.
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The boss was also the target of criticism, "The
up to date boss wvas not the blustering individual shown on
the stage, he belonged to an earlier era,” was a typical

comment made by the Toledo Times Beo.1

Like most audiences, the critica generally associ-

ated The Man of the Hour with some local reform battle., In

New York the critics ware certain that the young mayor was
George B. McClellen, Jr. The issue was the Remsen bill,
which the young mayor had .1qnod.3
The Remacn bill was a permit for the Consolidated
Cas Company to move a plant from Riverside Drive in Man~
hattan to Astoria in Queens. Mayor George McClellan signed
the bill, because he believed that the plant made one of
Kev York's most attractive sections almost uninhabitable.
¥illiam Randolph liearst and Joseph Pulitzer, who rarely
agread on anything, both opposed the bill in their news-
parers. Nevertheless, Governor Odell's representative,
Thomas P. Ryan, had promised the Mavor that the bill would
be signed by the Governor. After the Maycr had approved the
bill, Odell changed his mind and vetced the measure. Later

one of Boss Murphy's lieutenants explained to the Mayor that

lroledo Times 3eas, January 19, 13G8.

2Karl Decker, New York Morning Telegranh, December
17, 1906; Naw York Herald, December 9, 1906; N.Y.D.M., De=-
cember 1%, 1906, p. 27 New York Dramatic lews, Januaxy 15,
1%12.
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the Tammany Boss had wanted the bLill signed because Harrxy
Rogers of Standard Cil promised to carry Murphy's stock if
the bill was signed. The shocked Mayor asked: "In other
words, do I understand that Murphy delivered me behind my
back?® Tie iiayor was rewminded that Cuarley Murphy never
took an interest in a btill unless ha "got something out of
TR

George Washington Plunkitt explained the Remsen bill
was an example of honast graft., Tie gas house was & nui-
sance) no voters in his district worked there. Its employ~-
ees were all “Dagoes" from Hew Jersay, and he owned property
in the neigiiborhood. Tlie value of lLis real estate would 4in-
crease by one hundrad percent, if the gas plant were re-
2

moved,

The ié«a for The Man of thie Jour resulted from tue

reading of numerous newspaper articles asout investigations
6f graft and corporate influences on governnent, and a
particular scandal wihich Breoadihurst had witnessed first hand

in Pennsylvania. ¥%While visiting Harrisbiurg, Broadhurst saw

1Hatold C. Syrett, The Centleman and the Tiger: The
Autobiograpny of Ceorge B, #cClellen, Jr. (Fullacdelpaia:
Lippincott, 1956), ppe. 411-13; State of Eew York, Publiec
Pzpers ©f Benjamin b, 0¢ell, Jr.; Govornor Fer 19C3 (alianys
James B. Lyon Co., 1907}, pp. 103-09.

zwilliam L. Riordan, Plunkitt of Tarmany Eall (New
Yorks k. P, button, 14%63), pp. €2-63.
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a new state building. It was a magnificent building, but
open spaces on both sides of the door seemed 0dd. Broad-
hurst inquired and found that two bronze tablets which
listed architects, contractors, and others responsible for
the building belonged in these spaces., The tablets were
lying in the basement, because anyone found connected with
the building faced an indictment on charges of graft., Sev-
eral years later Broadhurst learned some of the men listed
on the tablets were in prison, but he did not know if the
tablets had beon set in placc.l

While The Man of the Hour was no dramatic landmark,

it was another significant example of the influence of the
muckrakers on the 2American theatre. The public was eager to
see on the stage the same kind of reformer that it had sup-
ported in municipal elections. The author's royalties
totaled over $200,000. President Roosevelt, an infrequent
theatregoer during his term of office, attended a perform-

ance in waahington.2

3

Senator La Pollette publicly commended
the play. One Republican candidate for Congress hopaed to

capitalize on the play's popularity. He rented the Acadery

1George Broadhurst, "Sow I VWrite a Play," Des Moines
Register, October 20, 1%12.

2

New York American, Januvary 21, 1908,

3Clippinq dated February 27, 1907, N.Y.P.L.; New
York Times, Feuruary 23, 1907, p. 9.
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of Muaic in Philadelphia and offered free tickets to pros-
pective voters to Broadhurst's play.1 The reform minded
candidate was defeated desapite this dramatic effort,
Managers wexe hard pressed to find plays about re-
form issues. They were anxious to capitalize on the public
interest in graft and corruption, bLut no play written during
this decade reflected the Progressive movement as effective-

ly as The Lion and the Mouse or The Man of the Hour, Fre-

quently managers were forced to rely on plays which were
Letter suited to the theatre of the eightean~nineties or on
low level melodrama. Sometimes they dopended more on the
title than the play to attract protest minded audiences,

Plays like Fritz of Tammanv Hall, A S8cuare Deal, and

Trhe District Leader mirrored the protest of their age only

because they involved political corxrruption end election

issues, PFritz of Tammany llall probably reminded older

theatregoers of Carles Hoyt's plays. A Scuare Deal and The

District Leader dealt with rural politics in a manner not

unlike that used by George Ade, but neither contained the

realistic humor of The Cournty Chairmran.

Jay tunt's The Master workman was typical of a class

of plays which aimed at lower class audierces. It made no
attenpt to portray in a rsalistic manner the strugale be-~

tween capital and labor., It was simply a display of union

INev York Telegraph, November 5, 1506.
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power for the working classes to applaud. The foreman of a
mill vas falsely accused of murder by the plant's general
manager and was sent to £ing £ing, but union power enabled
him to get out on bail, despite the fact that he had been
charged with murder and helped him to find the vtllain.l
While the plots of most melodramas in the lower

class theatres were as hackneyed as that of The Master Work-

man, occasionally a more rxealistic play was offered. Louis

Anspacher's The Enbarrassment of Riches and Owen Davis' The

Power of Money, while not intended for intellectual audi-

ences, were more realistic presentations of the need for re-
form than were usually seen on the lower class stage.
Neither play, however, compared favorably to the dramas
which Anspacher and Davis ware to write during a later era.
Anspacher did not preach reform; he illustrated the

problems of life in a settleament house. The New York Times

thought that his portrayal of a political boss was particu-

larly well drawn.2

Davis illustrated how a great trust
might steal the secret of a manufacturing technique from a
small company. While he did substitute violence for the
more subtle techniques usually employed by the great trusts,

thae "heart® intcrest, which even Klein and Broaéhurst had

IE,Y.D.M., Septenber 28, 1506, p. 3.

“Ilew York Times, Hay 15, 1906, p. 9.
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retained, was avsent from Davis' melodrama, Vioclence was,
of course, sometimes employed by the great trusts., HLenry
Demarest Lloyd found a fine of fifty dollars was paid by
certain individuals "for conspiracy to blow up an o0il re-
finexy® in Buffalo, Kew York.1 However, tue violence in The

Power of Money was more direct. Tue hero was Lbeaten and

nearly killed by men employed by the trust.

Titles taken from or similar to muckraking works
were devices which were sometimes usad to attract audiences.
No dramatist could hope to convey tlie power or the plot of

The Pit or The Jungle on the stage. Yet, bacause of tneir

popular appeal, both were dramatized during this era. The

sensational findings of The Jungle were 80 i1l suited to the

theatre that not even Upton Sinclair's appearance on stage
could save the play.2 Sinclair wrote several other plays,
but no New York theatre would produce tham. Eroadway audi-
ences demanded more than gimmicls, such as machines and
cows, in the protest plays of this era.

The Pit proved a financial success, despite Augustus

lhenry Derarest Llcoyd, Vealth Raainst Commonwealth,
ed. Thomas C. Cochraa (Einglewood Cliffs, &. Je.: Prentice-
hall, 1903), p. 78. 3See also, Ica i. Tarbell, The iliistory
of Standard Oil (2 vols.; lew York: kcClure, PLillips and
Co., 1934), II, Chaptexr 12,

L Xl
'

ilcw Yoxrk Timcs, February 7, 1904, p. 9; New York
Times, Cctobuxr 4, 1306, p. 9) lLew York Telegraw, Lovemver 2,
12067 Now York Tirmes, October 7, 170, pe Je
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Thomas' warning that "You can't dramatize descriptions of

office buildings at nlqht.'l

The play's success depended
more on one sensational “pit® scene, and to Prank Norrxis'
reputation than to any of Norris' ideas as found in the
novel.

Probably the most obvious attempt by a theatre man-
ager to exploit interest in social and econcmic problems was

A Case of Prenzied Pinance. The play involved a case of

mistaken Ldentity and an investment of "fifty" which was in-

2 This farce

terpreted as fifty thousand by a stock broker.
¢learly had nothing in common with Thomas Lawson's muck-
raking study, "Frenzied Finance,” but public recognition of
the title might bring an audience eager to see the capital-
ist lampooned. 1In this case the enphasis on luck as the way
financiers obtained their wealth may have satisfied the pro-
test minded audience, but this device quickly wore thin,
Audiences soon demanded that their dramas protest more vig-~
orously against the rule by plutocracy.

Amateur productions offered broader opportunity for
dramatic experimentation. Despite innovations with tech-

nigques the amateurs also relied heavily on the theme of

1Channinq Pollock, Harvest of My Years (Mew Yorks
Bobba-Merrill, Co., 1943), pp. 12730, Lkew York Times,
March 10, 1904, p. 92 Theatre, IV (March, 1904), pp. 57-58.

zThea!:_l:_c_!_ v (liay' 1905)' PPe 109-10’ N.Y'D'H:"
April 15, 1905, p. 16; New York Times, April 2, 1505, iv,
Pe 3.
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concentrated financial power in American society.

Ann Wynne's The Broken Bars invoked the symbolism of

the medieval morality play to describe the battle between
capital and laboxr. The production was staged by the Ameri-
can Acadsemy of Dramatic Arts. The principal characters were
Father Religion, multi-millions, poéerty. and sin. Only
Pather Religion could save the modern world from destruction
by roverty and his hoxde., At the play’'s conclusion multi-
millions and poverty were made to shake handl.l
While the medieval morality technique appealed to a
limited audience, a later production by the same organiza-

tion led to a Broadway run for Cora Maynard's The Measure of

Man. The play illustrated how a young inventor could quick-
ly becoms entangled in the corrupt world of finance once he
sought financial backers to market his idea. The play dealt
with an experience of Miss Mayard's father. Although
Augustus Thomas thought it was “the greatest play ever writ-
ten by a woman,® the critics agreed that Miss Maynard's
knowledge of the Lusiness world was limited.z

william De Mille's realistic one-act play, The Land

lmew York Times, liovembar 10, 1906, p. 9; How York
Tires, Noveaber 17, p. 97 N.Y.D.M., Novemiar 24, 1336, p. 13.

2C11pping dated September 24, 1906, in the Grey
Locke Collection, N.Y.P.L.3 Yew York Timcs, February 2,
1906, p. 11; thiladelphia Teleyraph, Octoter S, 19C6; Boston
Transcript, COctorsr 4, 1906,







(77

of the Free, was another amateur production of this era.

The plot was taken from a newspaper story about the plight
of an Italian fimmigrant for whon "the Promise of American
Life" proved to be a nightmare. Luigi worked for three
years to save enough money to bring his wife and two chil-
dren to the United States, ie earned only nine dollears a
week as a common laborexr. Finally, the great day arrived,
and the family reached New York, Luigi met them at an immi-
gration office, where hie problems began., An immigration
officer noticed that Luigi's wife was not well and that
Luigi's salary was small. Since he could not support his
fanmily and his wife was not able to work, the family was
ordexred to return to Raples. Now, Luigi wanted to returm
with them, but he had only seven dollars in his pocket,
which was leas than half the tare.l

The socialist-xealist plays of tha Progressive Stage
Society were far more radical than snything done by "muck-
raking melodramatists™ on Lroadway or by any other amateur
group in dNew York. This organization, whicin produced Euro-
pean and American socialiatic drama, ained not at simple
protest, Lut at revolutionary change in the economic system
of the Unitel States.

While social rewvolution was the ultimate oljective,

liew York Times, April 8, 1906, iv, p. 2.
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the society also sought revolution in the theatre. The
capitalist theatre could not, the sociaety maintained, repre-
sent the aspirations of the masses, beccause its sole aim
was profit. This meant that the capitalist theatre could
sexrve to anuse the leisures class, but it could not produce
art. One leader of tha group explained that true art came
only from the peopls. A quality American theatre, he ar-
gued, could not result from upper class philanthropy "like
Rockefeller's oilsocaked university or Carnegie's blood-
stained library. . . .*}

Tiie Society's leaders hoped to win the support of
Hew York's Lower East Side population. Immigrants from
Eastern Eurcpe had settled in<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>