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PREFACE

O_Ii THE numerous books on contemporary
American drama few have attempted a panoramic survey of
the field that would trace a little of the sweep of history and
yet give an abundance of detail. Whatever its permanence,
American drama of the past thirty years has proved its worth
and significance in our literature. It has done far more than
reflect passing fads and frivolities, which are themselves of
considerable interest; it has portrayed the manners, voiced
the creeds, and unveiled the psyche of a brilliant and erratic
age. All this | have tried to record, alowing the playwrights
to speak through their plays and critical dicta. | have sought
to report objectively on this engrossing spectacle, and | have
no persond axe to grind. While | have intended to offer a
factual summary rather than a critical appraisal, | yet have
not hesitated to give necessary evaluation to the material
through selection, emphasis, attitude, and direct comment.
Among the more difficult problems have been those of
selection and classification. Of the thousands of productions
that have made their bid for favor on Broadway it has been
impossible to consider every one. | have tried to include al
significant plays, however, and yet to remain catholic in my
approach, allowing space to the purely commercial theatre
as well as to artistic and serious drama. The problem of clas-
sification has been solved by organizing the material under
broad and genera headings with specid comment about
plays that might equaly well appear in different categories.
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In dl cases | have relied upon study of the plays themselves
rather than on books about them. Since my main concern has
been with professional drama, | have dwelt only briefly and
occasionaly with the amateur or provincia theatre, interest-
ing and valuable as their work has sometimes been.

Needless to say, | am indebted to the generous help and
cooperation of numerous libraries and their staffs in Massa-
chusetts and New York, especidly the Harvard Theatre Col-
lection, the Brander Matthews Museum at Columbia Uni-
versity, and the Theatre Section of the New York Public
Library. For permission to quote specific passages | am grate-
ful to the following: to Barrett H. Clark for a quotation from
his book Eugene O'Neill; to Samuel French for a speech from
Catherine Chisholm Cushing's Pollyanna; to Random House
for several passages from S. N. Behrman's Rain from Heaven
and Eugene O'Nell's Anna Christie, Marco Millions, and
Strange Interlude; to Anderson House for quotations from
Maxwell Anderson's Winterset and Key Largo; to Theatre
Arts for a passage from the first number of this publication;
to Moss Hart and George S. Kaufman for severa brief quota-
tions from Once in a Lifetime; and to the Irving Berlin Music
Corporation for two lines from Irving Berlin's Annie Get
Your Gun. Most of al am | indebted to the unfailing help and
encouragement of my wife, Susan Maria Cagey, and to the
critical and analytical assistance of Dr. William Bridgwater,
editor of Columbia University Press.

E.M.G.
Bradford, Massachusetts
March 1, 1947
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Chapter 1

THE GREAT WHITE WAY
1912-1917

jN THE years before our entry into the First
World War, smugly indifferent to artistic and socid forces
threatening its own complacency, Broadway went on itsmerry
way, attempting to live up to its appellation of the Great
White Way and dispensing entertainment to an eager public.
Klaw and Erlanger and the Shuberts were in their respective
heavens, and al was right with the world. Despite occasiona
grumblings at the two-dollar top for orchestra seats, the the-
atrical patron of the period usually felt that he was getting his
money's worth. At the sedately ornate Empire Theatre, for
example, he might view the latest offering of Charles Froh-
man, the "Napoleon of the Drama," with at least one of the
galaxy of Frohman stars—perhaps Maude Adams, John Drew,
Ethel Barrymore, Billie Burke, or Otis Skinner. If the eager
customer happened to be interested in novelty of staging, he
might attend a production by David Belasco, famed as a
wizard of lighting, who was known to rehearse a play inter-
minably before thefirst tryout, occasionally keeping his actors
twenty hours at a single rehearsal, who thought nothing of
training an actress two years before her initial appearance,
and who transferred to the theatre with the most painstaking
accuracy the squeak of a pneumatic elevator, the setting of a
Childs Restaurant, or the wallpaper of a bedroom in a cheap
theatrical boardinghouse. Belasco, too, would provide a star;
it might be, among others, David Warfield or Mrs. Ledie
Carter or Frances Starr. In a lighter mood the enterprising
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playgoer might purchase a ticket for the most recent George
M. Cohan show—revue or farce—with the irrepressible
George in the triple role of writer-director-star; or he might
select one of Charles Dillingham's spectacles at the Hippo-
dromewith such features as aparade of suffragettes, agambol
of cats on the rooftops of New York, daring high diving by
Annette Kellermann, or an ice ballet with Charlotte, the Ber-
lin skater. Whatever performance was finaly chosen, the
Broadway seeker after amusement would know therewaslittle
chance of his being disturbed unduly by contemporary prob-
lems or driven to painful thought. He would count on being
moved to laughter or tears, with the strongest possible emo-
tional stimulation. Whatever the production, he would be
very sure of beholding a star. If he brought along a maiden
aunt or adolescent daughter, he would have little fear that
lines or situations would bring a blush to their tender cheeks
or sully their female innocence. It was, on the whole, a pleas-
ant world of escape and make-believe that was presented on
the stage, a conventional and Freudless universe, not much
more adult than the movies of a later age, and just about as
sentimental. As romantic and escapist drama, the plays were
not without merit; as manufactured products in the "show
business," they brought fortunes to the successful producers
and playwrights.

Who were the begetters of these engaging dramatic fictions?
Many American producers, notably Charles Frohman, pre-
ferred European importationsto native plays. While therewas
much talk of the Great American Play soon to be written, the
Broadway dramatist, forced by the prevailing system to keep
his eye on the box office if he wished to have his play presented
a al, was more a clever craftsman than an artist. Unlike
George Bernard Shaw, he was powerless to demand respect
for the letter of his script, and by the time the directors, actors,
and the play doctors had finished their amputations and revi-
sons, his opus was often scarcely recognizable. Sometimes,
one must admit, it was improved. Few would be so rash, how-
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ever, as to rank the playwrights of 19121917 with those of the
twenties. Augustus Thomas was still writing melodramas, and
Eugene Walter attempting to equa his own The Easiest Way
(1909). Charles Klein, who went down in 1915 on the "Lus-
tania," David Belasco, and Edward Sheldon were on the wane,
despite occasional successes. Female dramatists were fatten-
ing their bank accounts on drippy sentimentalities—Jean
Webster's Daddy Long-Legs (1914) for instance, or Catherine
Chisholm Cushing's Pollyanna (1916). Rachel Crothers was
aready well-established as a dramatist of manners, socia
problems, and feminine psychology. She would be heard of
later, as well as a ten-dollar-a-week law clerk, EImer Reizen-
stein (later Elmer Rice), who startled Broadway by writing a
novelty hit, On Trial, in his early twenties. Other playwrights
showed promise, but there was no one to compare with Shaw,
Barrie, or Galsworthy, whose work was currently appearing
in New York.

While the Gay White Way had not as yet become the dra-
matic center of the world, it was at least supreme in the
United States, and the astute Broadway producer flourished.
Compared with that of later days, his lot was not such an un-
happy one. The Authors' League was founded in 1911, but the
Dramatists' Guild of this organization, with its keen eye for
contracts, was not organized efficiently until 1926. Actors
Equity was il in the offing, and the director, if he chose,
could be czar and curmudgeon to his players. The theatrical
unions were neither as powerful nor as exacting as they even-
tually became. The "road" was slowly going into a decline, but
it was till dive. According to William A. Brady, it used to
account for seventy-five percent of aproducer's profits. Brady
was in aposition to know, for he had lived for years on the re-
turns from Way Down East—"Brady's Bread and Butter," as
it was called by envious managers. Occasionaly added income
could be garnered from the stock companies. The movies, it is
true, were beginning to offer competition, first in the small
towns, then in New York itself, where such films as D. W.
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Griffith's Birth of a 'Nation (1915) and Intolerance (1916)
drew immense crowds a a high admission price. Gasps of
horror were heard on Broadway, in 1915 when a legitimate
playhouse, the Knickerbocker Theatre, was acquired exclu-
svely for Triangle films. The Strand, first of the moving-pic-
ture palaces of the present, was opened in 1914, and even more
luxurious emporiums were—in metaphor—just around the
corner. The movies were 4ill rudimentary in content and
crude in technique; night scenes, for example, were shot in
bright daylight and then tinted in the studio to simulate dark-
ness. But already Douglas Fairbanks and other Broadway
stars were deserting the theatre, and lesser-known actors, like
Lillian Gish, Mary Pickford, and Charlie Chaplin, were
achieving immense success in the new medium. Not the |least
engaging of these was a certain Theodosa Goodman of Cin-
cinnati, who telescoped her given name, spelled Arab back-
wards, and emerged from obscurity as Theda Bara, the sin-
ister vampire woman of Cleopatra and A Fool There Was. An
interviewer for the Theatre found her characteristically eat-
ing a luncheon of lettuce leaves and raw beef. Before many
years the moving pictures did practicaly kill the "road," oc-
casioning the Broadway producer more than one headache.
Little could he foresee at this time, however, the more severe
headaches of the future—the rise of the talkies, radio, and
television.

In the theatre itself a revolution was impending in which
the stage designer, the playwright, and the little theatres were
al preparing to take a hand. To understand more clearly the
nature of this revolution it will be advisable to survey briefly
the plays of the conventional theatre, the traditional entertain-
ment of the Great White Way, which was increasingly threat-
ened with attack from within aswell aswithout. Many differ-
ent genres were popular, the only common denominator being
their box-office appeal. Not the least successful type was the
tearful comedy, descendant of the sentimental play of the
elghteenth century, naive, tender, poignant, with its perennial
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Cinderella themes. Peg o' My Heart (1912) is an excellent
example. It was written by an English actor and author, J.
Hartley Manners, who was closely associated with the New
York stage during the last twenty years of hislife. It was dur-
ing this period that he married an American actress, Laurette
Taylor, who played the origina Peg. In the play an Irish-
American girl, fiercely loyal to her unsuccessful father, is sent
by the terms of awill to the home of a stern English aunt and
her comic-strip son and daughter. In this unattractive house-
hold Peg suffers trials and humiliations, but eventually saves
her cousin Ethel from running off with a married man while
she herself agrees to marry an English nobleman, Jerry, who
has been kind to her. The play, despite or perhaps because of
its obvious characterization, has smple, direct emotional ap-
pedl, and it enjoyed along run on Broadway and in London.
A play about a Scotch Peg o' My Heart, Kitty MacKay by
Catherine Chisholm Gushing, appeared in 1914, as did the
sentimental Jerry by the same author. While the latter was not
a success, it has some interest in the fact that Jerry, a young
girl who sets out to marry her aunt's middle-aged fiance, was
played by Billie Burke, then a Frohman star, daughter of a
famous circus clown. One scene required her to play in pink
pajamas, but, says a contemporary reviewer, "There is no in-
delicacy in the pgjamas, and the contentment of the audience
with this snug and simple attire is not discreditable to any-
body, including the audience." Catherine Chisholm Cushing's
triumph of sentimentality, however, did not appear until 1916
with Pollyanna, a dramatization of the novel by Eleanor H.
Porter. Even the critic of the Theatre found it too sweet for his
taste and called it "peach melba drenched in syrup." This, if
anything, is an understatement. To the home of her frustrated
maiden aunt comes the orphaned Pollyanna, the Glad Girl,
with a sick kitten and puppy (Sodom and Gomorrah) which
she's picked up en route, as well as Jimmy Bean, a runaway
from the near-by orphanage. She finds her stern aunt and
three guests busy filling amission barrel, and she exclaims:
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(Explosively, as she whirls around and sees the trio lined up, R.C.)
LADIES AIDERS Oh, how Bee-you-ti-ful! (Rushes toward them with
outstretched hands) Why—the Ladies Aiders are the only mother
| have known since my own sweet mother died. (Grips hands of all
as she beams and effervesces!) I'm so glad to know you and I'm
going to LOVE you—every AIDER of you! (Spies the barrel!)
And my dear friend, Barrel! Oh, don't you know me, Barrel? I'm
Pollyanna—and you've furnished me with al my clothes since |
was hardly born! SEE! (Shows her frock to the barrel) This frock
came out of your sister-barrel, and this lovely hat—and these
shoes! (Indicates freakish hat and too-large shoes) And | thank
you, dear Barrel, for | love every stitch you've ever given me,
whether it fit or not! (Hugs and kisses barrel.) Dear—DEAR Bar-
rel! (Kisses barrel—LADIES gasp.)

Unableto thaw out her aunt, Pollyanna teaches her glad game
to the neighborhood (if you break aleg be glad it wasn't your
neck, etc.) and soon meets the grouchy John Pendleton, who
had been in love with her "angel-mother.” It isn't long before
Pendleton calls her "little Memory-Eyes" or "my Prism-Girl,"
and she persuades him to adopt Sodom, Gomorrah, and Jimmy
Bean. Later, she effects a rapprochement and eventually a
marriage between her Aunt Polly and Dr. Chilton, an es-
tranged suitor of twenty years before. Badly injured in an ac-
cident, Pollyannaisacrippleforfiveyearsbut recoversintime
to marry Jimmy Bean, now a Sophomore at Harvard, who is
discovered to be, not awaif, but one of "the Back Bay Wether-
bys—the Quincey Wetherbys!" Misunderstandingshbring com-
plications in the final act, amid a welter of emotion, but the
ending is undeniably and tearfully happy. The Glad Girl was
played by Patricia Collinge.

Another orphaned Cinderella role, in 1914, had been as-
signed to the superb acting of Ruth Chatterton in Jean Web-
ster's Daddy Long-Legs. Brought up in an orphan home, the
heroine, now eighteen, is assigned the task of caring for the
younger children but is avictim of unjust nagging and perse-
cution. She is adopted and sent to college by one of the trus-
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tees, whom she knows only as Daddy Long-Legs, she falsin
love with a Mr. Jervis Pendleton only to discover that he and
Daddy Long-Legs are the same, and she agrees to marry him
—showing the preference of so many heroines of the period for
older men.

[t must not be assumed that the sentimental play was the
exclusive property of the women dramatists. A variant of the
ancient story was given in 1916 by Edward Childs Carpenter
in The Cinderella Man, with Phoebe Foster and Shelley Hull.
The hero, a struggling poet in the traditional garret, is des-
perately writing an opera libretto for a $10,000 prize. The
compassionate daughter of amillionaire next door, pretending
sheis her own paid companion, comes over the rooftops to his
room, bringing comfort and delicacies. Needless to add, the
young poet, though he is kicked out of doors by a suspicious
landlady, wins at last both the prize and the millionaire's
daughter.

Most of the sentimental heroines of thetimewereincredibly
uninformed and naive, but the palm for innocence should per-
haps be given to Marie-Odile, the young novice of Edward
Knoblock's play of the same name. The author, a student in
George Pierce Baker's early years a Harvard, had settled
in London under the assumption that the best way to have a
play produced in New York was to have it appear in London
first. In this work, meticulously staged by David Belasco in
1915 Frances Starr enacted the part of Marie-Odile, novitiate
inan Alsatian convent at the time of the Franco-Prussian War
of 1870. A drudge and slavey for the nuns, she has never been
out of the convent and has seen no men except Father Fischer
and an aged gardener. Her maturing emotional life is ex-
pended in the loving care of severa pigeons, and she is pro-
foundly disturbed when the Mother Superior demands S.
Francis (one of the pigeons) for lunch. The Prussian Uhlans,
however, are coming, and in the confusion, when the nuns de-
part in haste, Marie-Odile is left behind. When she sees her
first young man in the person of Corporal Philip Meissner, she
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takes him for St. Michael himself and sinks to her knees "in
simple, silent adoration.” The other Uhlans also arouse her in-
terest—"0O what a queer smell— Y our mouth is smoking,” she
says to one soldier smoking a cigar—but her favorite remains
Corporal Meissner. When he starts to leave with the others
and kissses her goodbye, she begs him to stay afew hours: "It
—It is so sweet to be kissed—by a man." Her ignorance of
sex and the brevity of her relationship with the Corpora do
not prevent her from having a baby, to her own amazement
and to the horror of the nuns when they return a year later.
They are adamant about sending her and little Michael out
into an inhospitable world, but Marie-Odile, though she does
not yet fully understand what has happened to her, regards
her experience of thelast year as a precious and ennobling one.
Whatever its merits or credibility to a present-day playgoer,
the play struck a contemporary critic as "spiritua in the high-
et degree.”

Closely allied to the sentimental piece was the romantic
love play, perhaps best exemplified in Edward Sheldon's
Romance (1913), relating the hectic but unhappy love affair
between a young minister and an Italian prima donna, su-
perbly played by William Courtenay and Doris Keane, re-
spectively. A prologue shows the minister, now an old man and
abishop, impelled to tell his story to a grandson who is plan-
ning to marry an actress. This narrative is presented dramat-
icdly in three acts depicting a passionate and poignant love
affair of years ago, which ends when the minister learns that
Mme. Cavallina has had numerous lovers up to the time she
met him. In amore sympathetic treatment than his profession
was to receive at the hands of the playwrights of the twenties,
the minister loses the opera singer but gains her moral refor-
mation. In an epilogue the grandson till insists on marrying
the actress, but the old bishop is reminiscently happy at having
evoked romance from his bouquet of memories. The play is
undeniably sentimental but it has much exotic color and ob-
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vious but forceful characterization. Its enduring quality is in-
dicated by the many revivals it received.

Still sentimental but merging into witty comedy of charac-
ter was Rachel Crothers Old Lady 31 (1916), her first popular
success, concerning an old sea captain, Abe, and his wife
Angie, who have been forced to sl their home, he to go to the
poor farm, she to the old ladies home. The thirty old ladies at
the home, their sympathies aroused at this belated separation,
propose that Abe become old lady 31 and remain with them
and Angie. The old captain is not too happy in this feminine
entourage in which at one point he excites aflurry of jealousy
and later is mollycoddled into a state of invalidism. Finally he
succeeds in making his escape for two days but returns to his
Angie. In the meantime a letter has arrived announcing that
some presumably worthless stock, purchased years before, has
now a vaue of eight thousand dollars—enough to buy back
their home and befriend a young couple who are planning to
marry despite parental opposition.

Love and tears were not the only passport to Broadway
fame. Theneatly tailored farce-comedy, inwhich aclever idea
was fully exploited with the aid of expert staging and popular
juvenile leads, was a perennial favorite. This too, of course,
could have tender and romantic moments, but the main em-
phasis was on plot and situation. Often the action began with
some unusual wager. In Believe Me, Xantippe (1913) George
MacFarland, played by John Barrymore (still acomic actor at
this time), makes a bet that after committing a crime he will
be able to evade arrest for an entire year. He has many narrow
escapes, but al the complications do not prevent him from
winning the cash and incidentally the daughter of a Western
sheriff. Thiswork, aHarvard prize play, was written by Fred-
erick Ballard, one of many of George Pierce Baker's students
to reach Broadway. Another bet initiates the action of James
Montgomery's Nothing but the Truth (1916), in which a pop-
ular actor, William Collier, wins awager that he will tell noth-
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ing but the unadulterated truth for twenty-four hours. George
M. Cohan's Seven Keysto Baldpate (1913) likewise has a bet,
won by awriter of best sellers (Wallace Eddinger) in a clever
mixture of farce and melodrama.

Other forms of farce-comedy include the increasingly pop-
ular bedroom farces that were supposed to bring relaxation to
the "tired business man." One of this type, Twin Beds (1914)
by Salisbury Fields and Margaret Mayo, enjoyed along and
successful run, with its usual mix-ups in beds and identities.
Madge Kennedy, a favorite ingenue, played a young wife
with a partiality for tango parties at a time when both twin
beds and tango were sufficiently new to be of topical interest.
A sentimental crook farce of 1916 with a bucolic twist, Turn
to the Right! by Winchell Smith and John E. Hazzard, showed
how avariety of popular themes could be shuffled into almost
any combination. A young man, accused of a crime he did not
commit, spends ayear in prison but does not reveal the fact to
his mother, aparagon of maternal goodness. He returns home,
only to find that his mother is being swindled out of the farm
by arascally deacon. Two prison companions arrive and em-
ploy their professional skill to foil the deacon. The two ex-
crooks arereformed, the son is proved innocent, the three men
acquire wives, and the entire group sets about marketing jam
made by the mother. This hodgepodge proved immensely
popular. Also popular were a scries of businessfarcesin Jewish
dialect by Montague Glass, of which Potash and Perlmutter
(1913) was the most successful.

Two other farce-comedies may be mentioned as examples of
simple themes expertly developed. Frank Craven's Too Many
Cooks (1914), in which he played the lead, offered the pleas-
ant domestic theme of a young man who sets out to build a
suburban house for himself and his fiancee. Interruptions and
complications arise, however, including conflicting advice by
friends, relations, and future in-laws, a union strike by the
workmen, and a quarrel with the bride-to-be. The acts show
the housein different stapesof construction and confusion, but
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at the end the young couple are revealed on their front porch
enjoying the suburban delights of mosquitoes, fireflies, and
the whistle of a locomotive engine. The other play, which ap-
peared the following season, was The Boomerang by Winchell
Smith and Victor Mapes. A young doctor, played by Arthur
Byron, has yet to encounter hisfirst patient. When a girl en-
ters, acted by Martha Hedman, a Swedish actress imported a
few years earlier by Frohman, the doctor discovers to his sur-
prise that sheislooking for ajob, not medical advice. He hires
her as office girl. Thefirst real patient (Wallace Eddinger) is
found to be suffering from unrequited love rather than amore
prosaic ailment. In effecting a cure the doctor tries jealousy,
but is himself struck by the boomerang when he falls in love
with his office girl. The comic possibilities of the situation
were effectively realized in the direction of Belasco, who re-
quired the authors, after they had spent two years writing The
Boomerang, to rewrite it completely three times. Both plays
show the Broadway playwrights turning out thin but sprightly
comic work of the escape variety.

Except for the plays of Shaw and other European importa-
tions, neither socia comedy nor comedy of manners made
much headway in the period under discussion. Broadway
managers preferred sentiment to satire and they shied away
from controversial questions. There were occasiona attempts
by playwrights like Rachel Crothers, William Hurlbut, and
Chester Bailey Fernald to discuss feminism or trial marriage,
but the time was apparently not ripe and the plays just did not
“"take." Near the end of the peiiod, however, Clare Kummer in
Good Gracious, Annabelle (1916) began a series of comedies,
with some satire, that were at least touched by the comic spirit.
Produced by Arthur Hopkins, with settings by Robert Edmond
Jones, both comparatively new to Broadway, this madcap
piece caused something of a stir. Arthur Hornblow of the
Theatre* called it a "futuristic farce," comparable to the no-

%In 1917 this well-known periodical about actors and the stage changed
its name to Theatre Magazine.
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torious "Nude Descending a Stairway," and he liked neither
the lines nor the sets. The play is actually very dight, and its
success was largely due to a superlative cast, which included
among others Roland Young, Edwin Nicander, Lola Fisher,
May Yokes, and Walter Hampden. What distinguished the
play from the more conventional product was the irrepressible
verve of the lines; the burlesque of the big business man in his
Long Island habitat with its usual complement of yachts,
liquor, and servants; and the farcical idea of having several
characters of cocktail society hire themselves out as servants
on the Long Island estate. The real modernism of the play is
clear in areference in one of the lines to Freud, whose theory
of association of ideas has been adopted by a hotel detective!
A more conventional treatment of the same servant situation,
by the way, had opened a week earlier in A. E. Thomas
Come Out of the Kitchen, based upon a story by Alice Duer
Miller. A New Y ork millionaire (thetheatrical woodswerefull
of them) rentsamansion from an impoverished Virginiafam-
ily, with the proviso, however, that he must have a staff of
white servants. These are impersonated by the family—two
brothers and two sisters—with Ruth Chatterton as the cook.
Conflicts arise between the New Y orker's disagreeable guests
and the Southern "servants" until the play ends with a conven-
tional declaration of love between the millionaire and the erst-
while cook. The play has none of the sparkling originality of
Good Gracious, Annabelle, but there is significance in the fact
that it ran twice as long.

Early in 1917 another play by Mrs. Kummer, A Successful
Calamity, was produced by Hopkins with sets by Jones and a
cast headed by William Gillette and Estelle Winwood. It aso
enjoyed a successful run. In good Shavian dialogue it told the
fortunes of amillionaire, Henry Wilton, who tests the love of
his wife and children by announcing that he is ruined, with
happy results and reformations al around. Apparently the
many performances and revivals of George Bernard Shaw in



THE GREAT WHITE WAY 13

New York were bearing fruit, for next season appeared Why
Marry? by Jesse Lynch Williams, another play showing thein-
fluence of the Anglo-Irish vegetarian—a frank discussion of
marriage and the new woman which won the first Pulitzer
Prize. Jesse Lynch Williams and Clare Kummer both point to
the future rather than to the past, however, and they are the
exceptions that prove the rule that high comedy at this time
was a negligible factor on Broadway.

To return to more popular fare, a protean variety of melo-
drama was aways ready to thrill and delight the playgoer,
usualy with some twist or new wrinkle to clamor for special
attention. Most important, perhaps, were the crime and crook
plays. Of this type, two of the biggest hits were the work of
Bayard Vaeiller, the first being Within the Law (1912), in
which Jane Cowl rose to stardom. Sent to Auburn prison for
three yearsfor atheft she did not commit, Mary Turner (Jane
Cowl) determines to get even with the world in general and
her employer in particular. On her release she organizes agang
to operate blackmail and other schemes but always strictly
within the law, under the supervision of aclever lawyer. When
she traps her former employer's son into marriage, she feels
that her cup of revengeisfull, but in the unexpected entangle-
ments that follow, resulting in a murder in which she had no
part, she is brought to the realization that she really loves her
husband. The shooting itself had an element of novelty in that
the revolver was equipped with a Maxim silencer. Almost
equally popular was Velller's melodrama of 1916, The Thir-
teenth Chair, exploiting the interest in spiritualism currently
aroused by the World War. The friend of a murdered man em-
ploys an Irish medium, played by the author's wife, Margaret
Wycherly, to help identify the murderer. During the seance,
at which a sizable group are present, he sits in the thirteenth
chair and is himself murdered in the same way. The medium
confesses to being a fraud, but when her daughter becomes
serioudy involved, she tries her occult powers again as a last
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resort and brings the criminal to light. Both plays aretrivial as
literature but are so skillfully constructed that they squeeze
out the last drop of theatrical effectiveness.

There were other sensational successes in the field of crime.
One was the previously mentioned On Trial (1914) by the
young law clerk Elmer Reizenstein. Beginning in acourtroom
with the final phases of amurder trial, it employed the cinema
device of the flashback to reveal the story as told by witnesses
and participants, thus giving a different slant to the murder
and eventualy freeing the defendant. A critic of the time
cadled it a "talking motion picture” and much was written
about its revolutionary technique, which should not be over-
estimated but which had at least some influence in jolting
dramatic technique out of its conventional rut. In the same
year, an expensive necklace smuggled through the customs
gave Roi Cooper Megrue the mainspring of the action in
Under Cover, an elaborate high-society melodrama in which
the heroine has to choose between her sister and the man she
loves. Even more complicated was Max Marcin's Cheating
Cheaters (1916), involving two gangs, one of them headed by
Marjorie Rambeau as Nan Carey and Ruth Brockton, who is
revealed at the end to be a detective but who hires the other
gang as special detectives because she has fallen in love with
the leader.

With such plays, old-fashioned melodrama could not com-
pete, though it appeared occasionally—in Augustus Thomas
Rio Grande (1916), for example, or in George Scarborough's
The Heart of Wetona (1916), a joint production by Frohman
and Belasco in which Lenore Ulric appeared as a half-Indian
but afully wronged woman. More up-to-date in theme was a
sprinkling of war plays that started to make their appearance
in 1915. One was Earl Derr Biggers Inside the Lines, depict-
ing agroup of Americans at Gibraltar stranded without funds
by the war. A sinister individual from Indiaturns out to be a
German spy, and a supposed German spy—played by Lewis
S. Stone, who enjoyed asuccessful career later in the movies—
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is discovered, of course, to be an Englishman in the secret
service. Far more replete with action was a war melodrama
by Roi Cooper Megrue, Under Fire (1915), with the ubiqui-
tous German spy, a scene in the trenches enlivened by a bomb
explosion, and the final reunion in a hospital of the wounded
hero and the heroine, now a nurse. It is amusing to note that
the play aroused some objections because it was strongly pro-
Ally and disregarded President Wilson's pleafor neutrality.

In an age when American tragedy was practically non-
existent, the real dramatic piece de resistance became "the
play with apunch,” closely alied to melodrama but somewhat
heavier. Like melodrama it had a more or less happy ending
but was supposed to be strong dramatic meat. Designed
largely for the proverbially tired business man, it did not pre-
tend to seduce or captivate him, as did the girl shows and
bedroom farces, but to deliver athumping wallop in the solar
plexus which would temporarily make him forget he was tired.
What would be his emotional reaction if he chanced to enter
a house of prostitution and found there either his wife or
daughter? In real life such a situation might be rare, but he
would enjoy avicarious thrill from beholding it on the stage.
Complete enumeration of the playswith apunchisimpossible
here, but a few samples will illustrate the type. Polygamy
(1914) by Harvey O'Higgins and Harriet Ford, purporting to
be an accurate expose of conditions still existing in the Mor-
mon church, shows a happily married man, Daniel Whitman,
with the customary one wife and with two children. Unfortu-
nately the Prophet decrees that Daniel must take Annis, a
widow, as his second wife, despite the latter's passionate pro-
test—"For God's sake let me save my body in my own way!"
At last, in a series of dramatic scenes, the Whitmans foil the
Prophet and avoid legal polygamy by the simple device of
escaping from the State of Utah. More ordinary in theme is
Cleves Kinkead's Common Clay (1915), another Harvard
prize play, inwhich Ellen Neal (Jane Cowl) triesto forget her
past by becoming amaid in the Fullerton household. She is not
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too successful, however, for she is recognized immediately by
aguest as a habituee of Bender's Dance Hall and less savory
places. Hugh Fullerton, the son in the household, takes advan-
tage of thisinformation and makes|oveto Ellen. When shehas
a baby, she does not demand that Hugh marry her but does
want money to bring up the child properly, and is willing to
take the fight to court despite the Fullertons® money and in-
fluence. In adramatic courtroom scene Judge Filson, attorney
for the Fullertons, discovers by chance that Ellen is his own
daughter by a singer whom he had seduced and who had | ater
committed suicide. He revedls his relationship to the girl and
sends her to New Y ork to study music. Thelast act, with much
violence to probabilities, shows Ellen now a successful opera
singer and Hugh willing to marry her and give his child a
name. Although the plot is often ridiculous, it does succeed in
uttering a strong protest against the established socia system,
based upon wealth and inj usti ce, which makes possible the ex-
ploitation of girlslike Ellen.

As afinal example of the punch play Edward Sheldon's The
Song of Songs (1914) may be mentioned, a piece based on a
Sudermann novel but changed to an American locale. In it
Lily Kardos (Irene Fenwick), avery young and exceedingly
naivegirl of Greek extraction, poor and now aloneintheworld,
isforever seeking the Song of Songs, which her father told her
was love. She apparently falls in love with Dick Laird, but
fright or ignorance or some other unexplained reason leads her
to marry the old and lascivious Senator Cakins, who trieswith
mediocre success to have her tutored in English grammar and
ladylike manners. She naively attempts to reform Dick, who
has become involved with aFollies girl, but, though Lily is en-
tirely innocent, Dick enters her room late at night via al