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Introduction

The Complete Book of 1900s Broadway Musicals examines in detail all 399 book musicals that opened on Broadway during the period January 1, 1900–December 31, 1909. Many book musicals were revue-like in nature and straddled the line between genres, and I opted to categorize these hybrids as book shows. There were in fact just eight traditional revues produced during the period, and these are discussed in appendix B; revues would flower during the 1910s and 1920s, and it was the premiere of the (Ziegfeld) Follies of 1907 (and their subsequent editions) that institutionalized the genre as a Broadway staple for many decades.


A few shows consisted of two or more short programs that included a book musical or revue-like book musical, and to fill out the evening a dance piece or a vaudeville-styled entertainment was included as part of the bill. I’ve included the dance and variety sequences in the overall entry that covers the book musical part of the presentation and haven’t placed these “other” pieces in a separate category elsewhere in the survey. For example, Nell-Go-In was the umbrella title for a show that comprised four programs, the revue-like book musical Nell-Go-In, two ballets (Le Bal Champetre aux Champs Elysees and The Forget-Me-Nots), and a vaudeville bill, and all four programs are discussed together in the show’s overall entry.


George M. Cohan was in many respects the father of modern American musical comedy, and during the decade his book musicals (such as Little Johnny Jones, Forty-Five Minutes from Broadway, and George Washington, Jr.) focused on American themes, music, and character types (in England, our very American Johnny Jones finds himself in hot water and sings “Give My Regards to Broadway”). Moreover, Cohan directed and choreographed his shows and utilized almost nonstop movement to propel the story, and it’s not a stretch to say his style influenced later directors and choreographers such as Bob Fosse and Michael Bennett. Cohan also kidded musical comedy conventions, and his characters often paused to comment on the predicament of living in a musical (again, Cohan was a forerunner, and his shows anticipated later ironic Off-Broadway and Broadway musicals such as Hooray!! It’s a Glorious Day… and All That, Smith, The Producers, Spamalot, and Adrift in Macao).


But Cohan’s musicals, and American musicals in general, took a temporary detour and gave way to waltz-driven European operettas when the Viennese import The Merry Widow took the country by storm. It became the fifth-longest-running musical of the decade and spawned endless nationwide tours, “The Merry Widow Waltz” became one of the best-known songs of the era, and the show even influenced fashions with Merry Widow Hats. As a result, the operetta ushered in a full decade of European operettas and their ubiquitous waltzes. Most took place in mythical European kingdoms populated chiefly by royalty and the occasional merry villager, and the titles heralded central characters who were kings, empresses, princes, princesses, counts, countesses, and duchesses, albeit these were amber empresses, slim princesses, merry countesses, and madcap and daring duchesses. And it seemed that the characters always found themselves in Paris for the final act where they attended masked balls, danced the waltz, and found true love if not quite in their own backyard then in a convenient ballroom. But many operettas underwent a sea change for Broadway and were “Americanized” with Tin Pan Alley interpolations and Tenderloin attitudes, and the New York Sun once wisely observed that an “Americanized” book meant “several references to Newark and Hackensack.”


The waltzy operettas held reign on Broadway for years, but by the mid-1910s the American musical comedy found its footing again with shows by Irving Berlin and Jerome Kern, and the latter (with Guy Bolton and P. G. Wodehouse) set the new pace with their intimate Princess Theatre musicals with stories that took place in the contemporary United States and focused on colorful everyday characters.


Many of the era’s musicals addressed topical matters, including a fascination with the invention of the automobile (the shows The Vanderbilt Cup, The Auto Race, and The Motor Girl and such songs as “Automobiling” and “My Gasoline Maid”) and the popularity of football (but this was musical comedy football and thus offered chorus-girl players).


Musicals were also obsessed with featured performers who impersonated animals from cats to kangaroos, and perhaps George Ali and David Abrahams were the most popular players who donned animal drag. Further, musicals often utilized real animals (dogs, donkeys, and horses), and in The Top o’ the World the evening’s show-stopping number featured stage-struck canines (the show should have been titled Hello, Collie!).


And speaking of drag, it seemed that every other production found men in drag roles and women in trouser roles, and chorus boys were all but absent because producers cast chorines in traditional male ensemble roles. One of the most popular drag performers was George M. Monroe, who specialized in Irish women characters. Moreover, German or “Dutch” comedians were the rage, and Joe Weber and Lew Fields were the masters of dialect comedy.


Electricity also found its way to the stage and created novel scenic effects, and two shows (The Earl and the Girl and The Rollicking Girl) wowed audiences with the spectacle of chorus girls swinging away on ropes festooned with electric lights. And a few adventurous shows experimented with film sequences that enhanced the scenic design with special effects.


There was plenty of offstage entertainment as well. When a chorus girl was dropped from Lady Teazle because she wasn’t considered glamorous enough, she filed suit against the producers and demanded a legal opinion as to whether she was “beautiful” or just “pretty,” and soon “experts” (on the order of Florenz Ziegfeld and Lillian Russell) submitted written testimony with their judgments of her looks. In another case, a male small person in the cast of Sinbad went to court because one or two chorus girls kept picking him up and cradling him. There were also intense angst-ridden feuds in regard to dressing room assignments (see Sally in Our Alley and Mam’selle Napoleon), and another feud (between Higgledy-Piggledy stars Marie Dressler and Anna Held) resulted over the issue of who got her name in electric lights.


And—of course!—the ultimate offstage drama occurred during the opening night performance of Mamzelle Champagne, which played at a roof garden venue that served drinks and refreshments. As the cast sang and danced to “I Could Love a Million Girls,” audience member and Pittsburgh multimillionaire Harry K. Thaw left his table where he was seated with his wife and former showgirl Evelyn Nesbit, walked over to the table occupied by preeminent architect Stanford White, pulled out a gun, and shot him to death (Nesbit and White had an affair years before she ever met Thaw, but Thaw was nothing if not obsessed). The murder resulted in what the press called “The Crime of the Century,” and in a masterpiece of understatement the New York Times’ drama critic said the audience had really seemed to enjoy the show up until that fatal moment when chaos erupted.


Theatergoing was quite a different experience during the era, and later Broadway audiences who find cell phones and candy wrappers intolerable nuisances might be surprised to observe that audiences in the 1900s had to put up with paid claques usually seated in the upper balconies. They were employed by music publishers to whistle and sing along with the performers, and for a time, audience members seated downstairs were perhaps charmed that those possums seated upstairs so enjoyed the songs that they felt compelled to sing along. But eventually it became known the claques had been given the opportunity to familiarize themselves with the songs beforehand, and their sole purpose was to give the impression that the songs were so catchy that audiences were irresistibly drawn to the melodies. All this was a means to encourage sheet music sales, and soon audiences and critics started complaining about the scam.


Another annoyance was the mania for extended encores, but perhaps not really a mania and instead a calculated ploy to draw attention to a song or a performer. So there were claques of one sort or another (including friends of performers) who clapped endlessly and encouraged numerous repetitions of songs or dances. Another gambit was for a chorus girl to suddenly draw attention to herself during a musical number as she pulled away from the chorus line and indulged in her own private one-character show. At first, audiences thought the chorine was so enjoying herself that she didn’t quite realize she was hogging the stage, but like the endless claques, it soon became apparent these breakaways were gimmicks to draw the audience into a you-are-there moment at the supposed birth of a new Broadway legend.


And then there was the ritual of opening night flowers for the leading lady. Festoons of flowers were displayed in the lobby, and then at some point (perhaps when the star made her first appearance or perhaps after the first act curtain) armies of ushers would rush down the aisles and hand up the flowers to the supposedly shocked, surprised, and overwhelmed star. A critic noted that the ritual extended one show’s running time by at least twenty minutes.


From today’s perspective, the era was unusual because despite pre-Broadway tryouts many shows premiered in New York in bloated condition with opening night performances that stretched well beyond midnight. Often critics predicted a show would be in better shape a week or two after the premiere, once excess material was cut and the evening ended at a more reasonable hour. But producers and the creative team waited until the New York reviews were in before they got to work and trimmed their show to manageable length. It seems pointless and self-defeating to wait until after the Broadway opening to prune a show, but for some reason the system worked for the era.


Many of the shows discussed in this survey were road productions that played limited engagements of usually eight performances in New York’s “neighborhood” theatres that charged bargain prices and usually changed bookings on a weekly basis with plays, musicals, and vaudeville bills. These bookings were for all purposes just another road stop and were mostly ignored by the New York critics, and although the theatres were large they would today no doubt be considered Off-Broadway venues because of their downtown locations. With the rise in the popularity of movies, the heyday of downtown theatres came to an end during the latter part of the decade, and those playhouses that remained open were mostly dedicated to film bookings.


Perhaps the oddest onstage incident of the era occurred during the performance of a ballad in The Hurdy Gurdy Girl. The leading man lost his singing voice, and so his chorus-boy understudy was quickly recruited to sing the number in his stead. But confusion reigned because the leading man, the leading lady, and the understudy appeared on stage together, and the understudy began to sing. The twosome was now a threesome, and with lack of any stage direction, the heroine didn’t know how to react. Should she look adoringly at the voiceless leading man? Or at his singing understudy? And should the hero just pretend to not really be there at all? And why did the understudy sing directly to the audience and ignore the heroine? And how about the audience? Some thought the singer was a new character suddenly thrust into the plot, but just where did he come from? Was he trying to woo the prima donna away from the voiceless tenor?


The following is a brief look at how this survey is structured. The entries include name of theatre (including transfers, if applicable); opening and closing dates; number of performances; and taglines (if applicable). Other information includes names (and variants) of major performers, librettists, lyricists, composers, producers, directors, choreographers, musical directors, and scenic, costume, and lighting designers (if the name of a designer or other member of the creative team is unknown, the text eliminates the credit). The names of the cast members are followed by the names of their characters; when known, the official star or stars of a production are given in italics (stars are usually but not always designated by their names above the title in programs and promotional material). A bolded title indicates the production has its own entry in this survey.


Technical information includes the number of acts for each production, the time and locale of the action, and the titles of songs by act (followed by the name of the performer, not character, who introduced the number); when applicable, the show’s source material is given.


The commentary for each show includes a brief plot summary, brief quotes from the critics, and information about recordings, published scripts, and film adaptations. In some cases, the entries include pre- and post-Broadway history as well as London and other European productions.


This introduction is followed by an alphabetical list of all the book musicals discussed in the survey. The book also includes a bibliography and nine appendixes: chronology of shows by season; chronology of revues by season; chronology of Gilbert and Sullivan revivals by season; a selected discography; a filmography; a list of published scripts; a list of Black musicals; a list of musicals based on comic strips; and a list of long and short runs.


Information in this book is drawn from programs (pre-Broadway, Broadway, and post-Broadway), flyers, recordings, scripts, and contemporary reviews, most of which can be found in the invaluable newspaper.com site. Most reviews originally appeared in New York newspapers and were then published in syndicated format in various national dailies. When this book uses a brief quotation from the newspaper.com site, the name of the cited newspaper is the specific one provided in the site’s database and often might be from a non–New York City daily.
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Alphabetical List of Shows

The following is an alphabetical list of the 399 book musicals discussed in this book. For the purposes of this survey, a production (such as The Regatta Girl/Progress) that includes double or more bills in which at least one bill is a book show is counted as one show.




	About Town

	Abyssinia

	The Alaskan

	Algeria

	Alphonse and Gaston

	The American Idea

	Around the Clock

	At the Lower Harbor

	Aunt Hannah

	The Auto Race/Circus Novelty/The Four Seasons

	The Awakening of Mr. Pipp

	The Babes and the Baron

	Babes in Toyland

	Babette

	The Bad Boy and His Teddy Bears

	Bandanna Land

	Bankers and Brokers

	The Baroness Fiddlesticks

	The Beauty Doctor

	The Beauty Spot

	The Belle of Avenue A

	The Belle of Bohemia

	The Belle of Bridgeport

	The Belle of Brittany

	The Belle of Broadway

	The Belle of London Town

	The Belle of Mayfair

	The Belle of the West

	The Big Stick

	The Billionaire

	The Blonde in Black

	The Blue Moon

	The Boy and the Girl

	The Boy with the Boodle

	The Boys and Betty

	Breaking into Society

	Broadway to Tokio

	A Broken Idol

	The Burgomaster

	Buster Brown

	Busy Izzy

	Busy Izzy’s Boodle

	The Cadet Girl

	The Candy Kid

	The Candy Shop

	Captain Rufus

	The Casino Boy

	The Casino Girl

	The Cat and the Fiddle

	The Catch of the Season

	The Chaperons

	A China Doll

	A Chinese Honeymoon

	The Chocolate Soldier

	Chris and the Wonderful Lamp

	The Cingalee

	Circus Day

	Codfish Aristocracy

	Coming thro’ the Rye

	A Country Girl, or Town and Country Life

	The Dairymaids

	The Defender

	The District Leader

	The Doings of Mrs. Dooley

	The Dollar Princess

	Dolly Varden

	Down the Pike

	Dream City/The Magic Knight

	The Duchess of Dantzig

	The Duke of Duluth

	The Earl and the Girl

	Easy Dawson

	Edmund Burke

	Eileen Asthore

	The Emerald Isle, or The Caves of Carrig-Cleena

	An English Daisy

	The Errand Boy

	Fad and Folly

	The Fair Co-ed

	Fantana

	Fascinating Flora

	Fiddle-Dee-Dee/Quo Vas Iss?/Arizona/Exhibit II

	Fifty Miles from Boston

	The Fisher Maiden

	Flo-Flo

	The Floor Walkers

	Florodora

	The Flower of the Ranch

	Fluffy Ruffles

	Forty-Five Minutes from Broadway

	Foxy Grandpa

	Foxy Quiller

	The Free Lance

	Fritz in Tammany Hall

	From across the Pond

	Funabashi

	The Funny Mr. Dooley

	Garrett O’Magh

	The Gay Hussars

	The Gay Musician

	Gay New York

	George W. Lederer’s Mid-summer Night Fancies/The Darling of the Gallery Gods/Ned Wayburn’s Minstrel Misses/The Dress Parade

	George Washington, Jr.

	The Giddy Throng

	The Gingerbread Man

	The Girl and the Gambler

	The Girl and the Governor

	The Girl and the Wizard

	The Girl behind the Counter

	The Girl from Broadway

	A Girl from Dixie

	The Girl from Kay’s

	The Girl from Up There

	The Girl Question

	The Girls of Gottenberg

	The Girls of Holland

	Girls Will Be Girls

	Glittering Gloria

	The Goddess of Liberty

	The Golden Butterfly

	The Good Old Summertime

	The Governor’s Son

	The Grafter

	The Grand Mogul

	Gulliver’s Travels

	The Hall of Fame

	The Ham Tree

	Happy Hooligan

	Happy Hooligan’s Trip around the World

	Happyland, or The King of Elysia

	Havana

	The Head Waiters

	Higgledy-Piggledy

	Hip! Hip! Hooray!

	The Hired Girl’s Millions

	His Honor the Mayor

	His Honor the Mayor of the Bowery

	His Majesty

	Hodge, Podge & Co.

	Hoity- Toity/Depleurisy

	The Honeymooners

	The Hottest Coon in Dixie

	How Baxter Butted In

	How He Won Her

	The Hoyden

	Humpty Dumpty

	The Hurdy Gurdy Girl

	The Husband?

	In Dahomey

	In Hayti

	In New York Town

	In Newport

	In Posterland

	The Isle of Spice

	It Happened in Nordland

	It’s Up to You, John Henry

	The Jersey Lily

	The Jewel of Asia

	A Jolly Baron

	Just a Joke

	The Katzenjammer Kids

	King Casey

	King Dodo

	King Highball

	The King’s Carnival

	Kitty Grey

	The Knickerbocker Girl

	A Knight for a Day

	The Ladies’ Paradise

	The Lady from Lane’s

	Lady Teazle

	The Lancers

	The Land of Nod/The Song Birds

	The Liberty Belles

	Lifting the Lid/A Gilbert and Sullivan Review

	The Little Cherub

	Little Dolly Dimples

	The Little Duchess

	Little Johnny Jones

	The Little Michus

	Little Nemo

	Little Red Riding Hood

	Lola from Berlin

	Lonesome Town

	The Lost Boy

	The Love Cure

	Lovers and Lunatics

	Love’s Lottery

	A Lucky Dog

	A Madcap Princess

	Madge Smith, Attorney

	The Maid and the Millionaire

	The Maid and the Mummy

	Maid Marian

	Mam’selle ’Awkins

	Mam’selle Napoleon

	Mamselle Sallie

	Mamzelle Champagne

	The Man from China

	The Man from Now

	The Man Who Owns Broadway

	Marcelle

	Marrying Mary

	Mary’s Lamb

	Matilda

	The Mayor of Tokio

	The Mazuma Man

	Me, Him and I

	The Medal and the Maid

	The Merry-Go-Round

	The Merry Widow

	The Merry Widow and The Devil

	The Merry Widow Burlesque

	The Messenger Boy

	Mexicana

	Mickey Finn

	The Midnight Sons

	The Military Maid

	A Million Dollars

	The Mimic and the Maid

	Miss Dolly Dollars

	Miss Hook of Holland

	Miss Innocence

	Miss Pocahontas

	Miss Prinnt

	Miss Simplicity

	Mlle. Mischief

	Mlle. Modiste

	The Mocking Bird

	The Monks of Malabar

	Moonshine

	Morning, Noon and Night

	Mother Goose

	The Motor Girl

	Mr. Blarney from Ireland

	Mr. Blue Beard

	Mr. Coney’s Isle

	Mr. Hamlet of Broadway

	Mr. Lode of Koal

	Mr. Pickwick

	Mr. Wix of Wickham

	Mrs. Black Is Back

	Mrs. Delaney of Newport

	Mrs. Mac, the Mayor

	Mrs. Wilson, That’s All (aka Mrs. Wilson Andrews)

	My Lady

	My Lady Molly

	My Lady Peggy Goes to Town

	My Lady’s Maid, or Lady Madcap

	My Tom-Boy Girl

	Nancy Brown

	Nearly a Hero

	Nell-Go-In/Le Bal Champetre aux Champs Elysees/The Forget-Me-Nots/Vaudeville

	The New Yorkers

	The Newlyweds and Their Baby

	The Night of the Fourth

	Not Yet, but Soon

	The Office Boy

	Old Dutch

	Old Limerick Town

	A One-Horse Town

	O’Neill of Derry

	The Orchid

	Otoyo, or Japan by Night

	The Oyster Man

	Painting the Town

	A Pair of Pinks

	Panhandle Pete

	Papa’s Boy

	Paris by Night

	A Parisian Model

	Patsy in Politics

	The Pearl and the Pumpkin

	Peggy from Paris

	Peggy Machree

	The Pied Piper

	Piff! Paff!! Pouf!!!

	Pioneer Days/Circus Events/Neptune’s Daughter

	Playing the Ponies

	The Press Agent

	The Prima Donna (1901; Aime Lachaume, composer)

	The Prima Donna (1908; Victor Herbert, composer)

	The Prince of Pilsen

	A Prince of Tatters

	Princess Beggar

	The Princess Chic

	A Princess of Kensington

	The Promoters

	The Queen of the Moulin Rouge

	The Rebel

	Red Feather

	The Red Mill

	The Red Moon

	The Regatta Girl/Progress

	The Rich Mr. Hoggenheimer

	The Robber Baron

	The Rogers Brothers in Central Park

	The Rogers Brothers in Harvard

	The Rogers Brothers in Ireland

	The Rogers Brothers in London

	The Rogers Brothers in Panama

	The Rogers Brothers in Paris

	The Rogers Brothers in Washington

	The Rollicking Girl

	The Rose of Alhambra, or The Magic Lute

	The Rose of Persia, or The Story-Teller and the Slave

	The Royal Chef

	A Royal Rogue

	Rudolph and Adolph

	Rufus Rastus

	The Runaways

	Running for Office

	Sally in Our Alley

	The Sambo Girl

	San Toy

	School Days

	The School for Husbands

	The School Girl

	Seeing New York

	Sergeant Brue

	Sergeant Kitty

	The Sho-Gun

	The Shoo-Fly Regiment

	Shooting the Chutes

	The Show Girl, or The Cap of Fortune

	The Silver Slipper

	The Silver Star

	Simple Simon Simple

	Sinbad

	Ski-Hi

	The Sleeping Beauty and the Beast

	The Social Whirl

	A Society Circus

	A Son of Rest

	Sons of Ham

	The Soul Kiss

	Southern Enchantment

	The Southerners

	Sporting Days/Circus Program/The Three Wishes (aka The Land of Birds)/The Battle of the Skies

	Spotless Town

	The Spring Chicken

	The Street Singer

	The Strollers

	Stubborn Cinderella

	The Student King

	The Sultan of Sulu

	The Supper Club

	Sweet Anne Page

	Sweet Marie

	The Talk of New York

	The Tattooed Man

	The Tenderfoot

	Terence

	Three Little Maids

	Three Twins

	The Time, the Place and the Girl

	A Tipperary Christening

	Tom, Dick and Harry

	Tom Jones

	Tom Moore

	Tommy Rot

	Too Many Wives

	The Top o’ the World

	The Toreador

	The Tourists

	A Trip to Africa

	A Trip to Buffalo

	A Trip to Japan/Circus Program/The Ballet of the Jewels/Inside the Earth

	Twiddle-Twaddle

	Twirly-Whirly

	Two Islands

	The Two Roses

	Under Cover

	The Vanderbilt Cup

	A Venetian Romance

	Veronique

	The Viceroy

	Vienna Life

	A Waltz Dream

	The Watch on the Rhine

	The Way to Kenmare

	Weary Willie Walker

	The West Point Cadet

	When Johnny Conies Marching Home

	When We Were Forty-One

	The White Cat

	The White Hen

	Whoop-Dee-Doo/Looney Park

	Widow Dooley’s Dream

	The Wild Rose

	Winsome Winnie

	The Wizard of Oz

	Wonderland

	Woodland

	A Yankee Circus on Mars/Circus Tournament/Dance of the Hours/Andersonville: A Story of Wilson’s Raiders (aka The Raiders)

	The Yankee Consul

	The Yankee Prince

	A Yankee Tourist

	Zig-Zag Alley
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1900 Season


CHRIS AND THE WONDERFUL LAMP


	Theatre: Hammerstein’s Victoria Theatre

	Opening Date: January 1, 1900; Closing Date: February 24, 1900

	Performances: 58

	Book and Lyrics: Glen MacDonough

	Music: John Philip Sousa

	Based on the 1895 novel Chris and the Wonderful Lamp by Albert Stearns (which had first been published in serial format in St. Nicholas Magazine).

	Direction: Ben Teal; Producers: Marcus (Marc) Klaw, Abraham L. Erlanger, and B. D. Stevens; Choreography: Madame Malvina; Scenery: Homer F. Emens (first and second scenes of first act), Frank E. Gates and Edward A. Morange (third scene [with three sequences] of first act), and Ernest Gros (second and third acts); Costumes: F. Richard Anderson; Musical Direction: Albert Kraus

	Cast: Jerome Sykes (The Genie), Edna Wallace Hopper (Chris Wagstaff), Johnny Page (Scotty Jones), Randolph Curry (Lovemoney, The Grand Vizier), Herbert Carter (Pettingill; Al Khizar), Charles H. Drew (Selwell), Frank Todd (Captain of the Guards), Ethel Irene Stewart (Fanny Wiggins), Emilie Beaupre (Aladdin), Ma-bella Baker (Miss Prisms), Nellie Lynch (Amine), Edna Hunter (Stella), Edith Barr (Della), Violet Jewell (Bella), Adele Nott (Ella), Stella Madison (Nella), May Norton (Queen of Dreams); Chorus

	The musical was presented in three acts.

	The action takes place during the present time in Connecticut, New York City, San Francisco, at sea, and in Etheria.






Musical Numbers

Note: The following alphabetical list of musical numbers is taken from various sources, including the Internet Broadway Database and contemporary newspaper reviews.


	“Above the Slim Minaret”; “The Bob-o-Link”; “The College of Hoop-Dee-Doo”; “The Doll Dance”; “The Electric Dance”; “Fanny”; “The Fourth of July”; “Hands across the Sea”; “He Couldn’t Do a Single Thing without Me”; “The Hump-Backed Whale”; “I’m a High-Toned Genii”; “In Posterland”; “The Lamp”; “Mamma, Papa”; “The Man behind the Gun”; “The Patient Egg”; “The Patter of the Shingle”; “Sweetheart of All the Words of Love”; “We Seniors Are”; “Where Is Love?”; “Young Torah Tep Was the Boy for Me”



The first musical of the new century was John Philip Sousa’s Chris and the Wonderful Lamp, which opened on January 1, 1900. It was based on Albert Stearns’s popular children’s novel of the same name, and it followed the adventures of Chris Wagstaff (Edna Wallace Hopper, in a trouser role) who buys a lamp at an antiques shop in Connecticut. Sure enough, it’s the fabled lamp once owned by Aladdin himself, and when Chris rubs the lamp, a genie (Jerome Sykes) appears at the ready to grant his master’s wishes. Chris wants to be with his sweetheart Fanny Wiggins (Ethel Irene Stewart), a pupil at Miss Prisms’ Select Academy for Young Ladies, and soon he’s off to the boarding school, and from there he and Fanny (and her classmates) go to Grand Central Depot for a trip to San Francisco where they set sail across the Pacific to the kingdom of Etheria, where they meet Aladdin (Emilie Beaupre), the true owner of the magical lamp and who with his cohorts has been asleep for centuries.

The New York Times praised the “tuneful and showy” operetta and singled out the “dash and spirit” of Sousa’s score in which “march movements abound” and a special brass band joined the traditional pit orchestra. Like many of the critics, the Times singled out the genie’s patter song, the topical “He Couldn’t Do a Single Thing without Me,” in which he catalogs the assistance he’s given to previous owners of the lamp, including Governor Roosevelt (“I call him Teddy when we’re alone”). The Brooklyn Daily Eagle commented that here was a genie who “does the things which a modern Broadway genie would” do “if he were brought up in a music hall.”

The Eagle found Sousa’s score “pretty and occasionally dashing” and noted MacDonough’s book contained “witty lines.” Brooklyn Life said the production was “elaborately staged,” the book offered “sufficient humor,” and the score was “very bright”; the Pittsburgh Press indicated that the lyrics “jingle tunefully” and Sousa offered “new ideas in music” with a score that never contained a “dull moment.” In a later review in the Times, Edward A. Dithmar said the production included “one of the loveliest terpsichorean divertissements seen in New York in my time” and said the score offered a “swinging military finale.”

The show’s highlight was clearly “The Electric Dance,” which the Times found “startling and beautiful.” The “electrical” dance was performed “on a darkened stage in which the use of incandescent lights in the costumes of dancing women is carried further than ever before.” The Eagle said five women were costumed in “filmy gauze with electric lights suspended under the gauze from their waists, and with large transparent bodices pierced with openings shaped like butterflies through which light shines in changing colors.” E. W. O. in the New York Evening World praised the “marvelous” sequence and said the dancers seemed “to be figures of embodied voltage,” and he remarked that “truly, electric science has opened the stage’s greatest wonder-land up to date.”

Also memorable was “The Doll Dance,” in which six women danced in mechanical precision as if they were toys, and the second act finale was particularly well received. Here Sousa reprised his march “Hands across the Sea” (which had first been introduced in an April 1899 concert), and the end of the two-step found the chorus waving American and British flags. The Press noted the music for this sequence was “full of the Sousa snap and power.”

At the time of the production, Edna Wallace Hopper was married to the celebrated actor DeWolf Hopper, who later married actress and future Hollywood gossip columnist Hedda Hopper (DeWolf and Hedda’s son William Hopper found television immortality as Perry Mason’s detective Paul Drake in the long-running CBS television series).

A studio cast recording of the score was issued on CD by the Comic Opera Guild (Ann Arbor, Michigan); one release includes dialogue, and one has songs only. The score was restored by William Martin and edited by Tom Petiet.

The celebrated “Electric Dance” was perhaps taken a bit too literally. The Times later reported that the show’s January 9 performance was disrupted during the third act as Sykes sang “He Couldn’t Do a Single Thing without Me.” The theatre began filling up with smoke, which turned out to be burning wire insulation installed within an electric converter in a vault beneath the sidewalk outside the theatre. The production was delayed for thirty-five minutes, and many in the audience left the playhouse. Ultimately, the rest of the performance was “hurried through,” and many of the remaining musical numbers were omitted. A few nights later the century’s second musical premiered, and it too was another family-friendly show. And it too was disrupted when a backstage fire occurred (see Little Red Riding Hood).

The two Broadway book musicals that bookended the twentieth century were John Philip Sousa’s Chris and the Wonderful Lamp and Michael John LaChiusa’s Marie Christine, which premiered on December 2, 1999. Besides sharing composers known by three names (and with the name John as part of each one’s name), the two musicals shared title characters with similar names and plots that utilized magic as part of their narratives.




LITTLE RED RIDING HOOD


	Theatre: Casino Theatre

	Opening Date: January 8, 1900; Closing Date: January 21, 1900

	Performances: 24

	Book: George T. Richardson

	Lyrics: Harrison Ward

	Music: T. W. Connor, Charles Dennee, Fred J. Eustis, Frank Perlet, Edward E. Rice, and B. Gilbert

	Direction: William Seymour; Producer: Edward E. Rice; Choreography: Marquette; Scenery: Albert Operti, Frank Rafter, and John Thompson; Costumes: Angel of London; Carrie E. Perkins of New York; Musical Direction: Fred J. Eustis

	Cast: Ethel Jackson (Little Red Riding Hood), Belle Thorne (The Fairy Queen), Gerty Carlisle (Little Miss Muffet), Clara Havel (Mary, Mary), Lila Bow (Jack), Amorita (Jill), Mayme Gehrue (Margery Dow; The Spider), Hallen Mostyn (Granny), Sager Midgely (Simple Simon), Thomas O’Brien (Johnny Green), Snitz Edwards (Johnny Stout), William Burress (Baron Moxnixious), Kitty Mitchell (Little Jack Horner; Kitty O’Brien), Blanche Sherwood (Tom, Tom), J. M. McQuaid (The Wolf; Peter Piper), Dave Abrahams (The Cat; The Donkey), Madge Lessing (Little Boy Blue); Chorus

	The musical was presented in two acts.

	The action takes place in such fairy-tale locations as the Village of Ding-Dong-Dell, The Fairy Glade, The Fairies’ Bower, and Toyland.






Musical Numbers

Note: (*) = music by T. W. Connor; (**) = music by Charles Denee; (***) = music by Fred J. Eustis; (****) = music by Frank Perlet; (*****) = music by Edward E. Rice; (******) = music by B. Gilbert; (*******) = composer unknown. Performers’ names are given when known.


	Act One: “Pretty Little Girl That I Know” (*******); “Away, Away” (**) (Chorus); “Maypole Dance” (**); “Simple Simon” (***); “Maypole Chorus” (***); “Jack and Jill” (**) (lyric by Charles Emerson Cook); “A Soldier Bold” (*****) (Madge Lessing); “Naughty Boys” (*****) (Ethel Jackson); “The Circus” (*** and *****) (Snitz Edwards, Thomas O’Brien, Dave Abrahams); “At My Time of Life” (*) (Hallen Mostyn); “When Granny Is Elected” (*******) (Ensemble); “The Art of Making Love” (*******) (Sager Midgely, Gerty Carlisle); “The Legend of the Stork” (****) (Belle Thorne); “Love Is an Infant” (**) (lyric by Charles Emerson Cook) (Madge Lessing, Ethel Jackson); “Little Boy Blue, Come Blow Your Horn” (**) (Madge Lessing, Ethel Jackson, Hallen Mostyn, Sager Midgely, Kitty Mitchell, and unidentified singer); Finale: “Off to the Hunt” (**, ***, and *****) and “Shot and Shell” (*****)

	Act Two: “School Dance” (*******) (Mayme Gehrue); “Alphabet Song” (*****) and “Essence” (*****) (Principals); “Larry Barry” (*****) (Kitty Mitchell); “Susie-Ue” (******) (lyric by B. Gilbert) (Madge Lessing); “Shadows Are Falling” (Ethel Jackson); “The Midgely’s Bogie Man” aka “Rose Ballet” (*******) (Sager Midgely, Gerty Carlisle); “Nothing to Do with You” (*******) (Sager Midgely, Gerty Carlisle); “Grand Toy Dances” (***); “Cakewalk” (Mayme Gehrue and unidentified dancer); “Barnyard Ballet” (***); “Off to Fairyland” (*******) (Company)



Little Red Riding Hood was the new century’s second musical as well as the second in a row aimed at children. The production played out its two-week limited engagement, which sometimes included two daily performances and was loosely based on the popular British Christmas pantomime. As a result, audiences met the familiar characters of Red Riding Hood (Ethel Jackson, who a few years later would be Broadway’s first Merry Widow), her Granny (Hallen Mostyn, in a drag role), and the ravenous Wolf (J. M. McQuaid, apparently a last-minute replacement for Joseph Reynolds), and the locales included the Village of Ding-Dong-Dell, the Fairy Glade, the Fairies’ Bower, a moonlit forest, and Toyland itself. Characters from other fairy tales were along for this journey into the woods, including the quite contrary Mary, Mary, the “firm” of Jack and Jill (described in the program as “professional tumblers”), Simple Simon (a “successful idiot”), Little Miss Muffet (“well-known for her weakness for curds and whey”), Little Jack Horner, Peter Piper, and Little Boy Blue. But the pantomime underwent a sea change and was Americanized for New York, and so the Broadway version also included a character named Kitty O’Brien, whom the program described as a “ding-dong belle from the East Side.”

Many of the critics were cool to producer (and co-composer) Edward E. Rice’s import. The Pittsburgh Press said the production was a “warmed-over” pantomime, and Rice had added “modern embellishments” that were “fashioned to the understanding and tastes of the people of this country, as he sees them.” “The Stroller” in the New York Evening World noted that the program indicated the music was “both original and selected,” and the critic decided “what wasn’t selected was stolen bodily.” Moreover, “‘selected’ covers a multitude of original sins,” and the show was “an interesting study of what to avoid in extravaganza productions.” The Washington Times said the “rather mediocre” evening had “striven after simplicity and attained only puerility.” The story was “little more than a thread on which are hung costly settings and elaborate investitures,” the lyrics weren’t “especially clever,” and the music was “colorless.”

But the New York Times praised the “elaborate” scenery, “striking” costumes, “pretty” chorus girls, and the “bright” and “catchy” songs (including “Naughty Boys,” “The Art of Making Love,” and the topical sextet “Little Boy Blue, Come Blow Your Horn”). The critic also noted that the “final ballet of toys and the wedding procession of Red Riding Hood and Little Boy Blue, after the death of the wicked wolf, will please the children.”

Chris and the Wonderful Lamp had to shorten one of its performances because of an electrical fire on the sidewalk outside the theatre, but Little Red Riding Hood had to cancel its January 10 performance due to a dressing room fire. The Times reported that just before the first curtain two actresses “were applying the finishing touches to their make-up” and used “an alcohol lamp for the purpose of heating [their] curling irons and melting wax.” The wax “caused the alcohol flame to flare up and some drapery and bunting were ignited,” and then a stagehand “set all the automatic sprinklers behind the footlights in operation.” As a result, many cast members were drenched, and this led to “the liveliest kind of a stampede” for the street. Because the fire was extinguished, the theatre’s manager thought the show could begin, but he soon discovered that many costumes were wet and couldn’t be worn, and thus the audience “quietly dispersed and at 9:30 o’clock the house was empty.” As for the two actresses, the Times said they were “badly burned about the arms,” but the injuries wouldn’t prevent their appearance at the next day’s performance.




AT THE LOWER HARBOR


	Theatre: American Theatre

	Opening Date: January 22, 1900; Closing Date: January 27, 1900

	Performances: 8

	Libretto: Eugene Checci

	Music: Niccola Spinelli

	Based on the 1889 play ‘O voto (The Vow) aka Maia Vita by Goffredo Cognetti and Salvatore DiGiacomo (some sources indicate the opera was also based on Cognetti’s Scenes from Neapolitan Life).

	Direction: Edward A. Temple; Producer: Castle Square Opera Company (Henry W. Savage, Director); Scenery: Charles H. Ritter; Costumes: Fritz Schoultz; Musical Direction: Romualdo Sapio

	Cast: Selma Kronold (Mary Linck, alternate) (Maria), Mary Carrington (Sesella), Harry Davies (Luigino), William Pruette (William G. Stewart, alternate) (Cicillo), Frank H. Belcher (Pascale), Herman Brand (Pichillo); Chorus

	The opera was presented in three acts.

	The action takes place in Naples in the early 1860s during a period of six hours.






Musical Numbers

Note: The program didn’t include a list of musical numbers.

Niccola Spinelli’s three-act opera A basso porto (At the Lower Harbor) was given its New York premiere in an English-language production by the Castle Square Opera Company on a double bill with a revival of Jacques Offenbach’s one-act operetta La chanson de Fortunio, also sung in English and titled The Magic Melody, or Fortunio’s Song in a two-act adaptation. The bill was set for a two-week limited engagement but closed after the first week. The New York Times reported that the double bill marked the Castle Square Opera Company’s 650th performance of opera in English.

The Italian libretto for Spinelli’s opera was by Eugene Cheechi, and the world premiere took place in 1894 at Germany’s Cologne Opera. Offenbach’s operetta (with a libretto by Ludovic Halevy, Hector Jonathan Cremieux, and Ferdinand Gumbert aka G. Ernst) had premiered in Paris in 1861 and was first heard in New York in the original French when it opened at Pike’s Opera House on December 21, 1868, for fourteen performances and then later on April 9, 1869, at the Fifth Avenue Theatre for an additional three performances. (The English translators of both At the Lower Harbor and The Magic Melody are unknown.)

The Magic Melody was the first offering on the bill, and one or two critics noted that two operas presented for a total of five acts resulted in a very long night, and because Spinelli’s work was so stark and downbeat, it should have opened the bill so as to allow the lighthearted Offenbach operetta to close the evening and allow the audience to leave the theatre in a festive rather than funereal mood.

At the Lower Harbor took place in Naples in the early 1860s during a period of six hours, and was in the verismo tradition of realistic opera. The story was rife with seduction, desertion, betrayal, treachery, jealousy, revenge, and murder, and the action occurred in the city’s lower harbor, which is populated with sailors, the working poor (such as laborers and fishermen), criminals, and antigovernment conspirators (known as the Cammorristi). Eighteen years earlier, Maria (Selma Kronold) was deserted by her lover Cicillo (William Pruette), and now in the present she must deal with his wickedness because he’s turned her son Luigino (Harry Davies) into a debauched gambler and criminal. Moreover, Cicillo has designs on her innocent daughter Ses-ella (Mary Carrington), and thus Maria stabs Cicillo to death.

The New York Evening World reported that Spinelli’s score was “the extreme of the modern Italian school,” and while it was “strenuous and faithful to the dialogue” it also sacrificed melody. But there was nevertheless “a virility about the work that compels attention and fascinates.” The Washington Times found the opera “vivid” and “strong in conception” but “a trifle somber” and said the score had “the warmth and color of Wagner.” The second act opening offered the opera’s “most melodious” sequence with a serenade sung by Luigino, who was accompanied by guitars and mandolins, and the second such moment occurred later in the act with a duet for Cicillo and Sesella. Brooklyn Life said the “ultra-modern” piece was “beautifully orchestrated” and offered “moments of delicious melody,” and the Brooklyn Daily Eagle noted that to listen to the English words “was a strain upon the imagination.”

The New York Sun indicated the score was “wonderfully expressive” and included “bizarre orchestra effects.” In spirit, the score was “intensely dramatic” with “every strenuous incident of the story” reflected in the score, but the work seemed “wholly lacking” in “popular quality,” and its “cantabile passages are either sentimental to the point of banality or merely commonplace.” As for the chorus, it “sang vociferously” but “overacted irritatingly,” and the orchestra was “too small to do justice to the score.” The critic also commented that musical director Romualdo Sapio had joined the company just two days before the New York premiere (he succeeded Clarence West), and he “accomplished more with the means at hand than any of his predecessors ever has.”




BROADWAY TO TOKIO


	Theatre: New York Theatre

	Opening Date: January 23, 1900; Closing Date: April 7, 1900

	Performances: 88

	Book and Lyrics: Louis Harrison and George V. Hobart

	Music: Songs by A. Baldwin Sloane and some dance music by Reginald DeKoven

	Direction: Max Freeman; Producer: Max Freeman; Choreography: Carl Marwig; Scenery: Ernest Albert; D. Frank Dodge; Henry E. Hoyt; Costumes: Catherine Siedle; Lighting: electrical effects by John Whalen; Musical Direction: Antonio DeNovellis

	Cast: Otis Harlan (Calcium Lightwayte), Ignacio Martinetti (Dynamite D’Cognac), Joseph Ott (Salter Lake), Joseph M. Sparks (Payday Donovan), Bert C. Thayer (Albert Wazleigh), Edgar Halstead (Bonaparte Bilk-ington), William Gould (Coogan; Airbrake Peterson; Tenderloin Charlie), Gilbert Gregory (Pilsner; Train Boy), Nick Long (Count Tabledotti), Charles Kirke (Lee High Hung), James F. Lee (Stiletto), Frank White (Touchby Typps), Lew Simmons (Henderson Carter), George W. Ryan (President of the Board of Aldermen), Lew Foley (Higgins), James Horan (Stars, Captain Breezebreaker; Ezra Pipkin), Julian Myers (Jean Sing-looski), E. B. Knight (Policeman), Joseph Smith (Messenger Boy; News Boy), Alice Judson (Patti Cadenza), Anna Barclay (Mrs. Barbara Bilkington), Josie Sadler (Gretchen; Mrs. Payday Donovan), Christine Blessing (Keziah Pipkin; Ladies’ Maid), Buela Montrose (Mamie), Maude Frederick (Daisy), Idalene Cotton (Countess Tabledotti), Maude Francis (Dorca), Rose Frife (Hepzibah), Dottie Goodyear (Cynthia), Catherine Jefferson (Huldah), Alice Ackman (Rosalind), Helen Rutledge (Jurusha), Nancy Sadler (Mabel), Mayme Kelso (Anisette), Mildred Stoller (Benedictine), Gertrude Mayo (Calisaya), Maud Calvert (Chartreuse), Fay Templeton (Cleopatra), Fanchonette (Dancer), The Mahr Sisters (Dancers); Chorus

	The musical was presented in three acts.

	The action takes place during the present time in New York City, aboard a West-bound train, San Francisco, at sea on the Pacific, and Tokio (Tokyo).






Musical Numbers


	Act One: Opening Chorus; “Incantation”; “The Serpent of the Nile” (Fay Templeton); “Alive Again” (Chorus); “Salvation Hymn” (Chorus); “We’re a Comic Opera Company” (Chorus); “When I’m Traveling on the Road” (Otis Harlan, Chorus); “Firefly Ballet” (music by Reginald DeKoven) (Dancers); “The Lovelorn Lilly” (Alice Judson, Chorus); “Story of the Dance” (Fay Templeton, Otis Harlan, Ignacio Martinetti, Charles Kirke); Finale (Company)

	Act Two: “Dig, Ye Dagos, Dig”; “The Dago” (Nick Long, Idalene Cotton); “When O’Donohue Presided at the Grip” (Joseph M. Sparks, Chorus); “The Johnnies of Long Acre Square” (Pony Ballet); “Hunting for a Happy Little Home in Harlem” (Joseph Ott, Wives); “Now I’ve Got Some Money, Well, I’m Comin’ ’Round” (lyric by Frank Sloane) (Fay Templeton); Scene Finale (Company); “Barcarole” (Alice Judson, Chorus); “Character Medley” (Joseph Ott); “Danse Eccentrique” (The Mahr Sisters); “The Warrior’s Story” (Otis Harlan); “Imitation of Fougere” (Fay Templeton); “Ballet Eccentrique” (Dancers); Finale (Company)

	Act Three: Opening Chorus; “The Cherry Blossom Parade” (music by Reginald DeKoven) (Fanchonette, The Mahr Sisters); Finale (Company)



Broadway to Tokio was a revue-like musical that the New York Times described as “a combination of operetta, burlesque, vaudeville, and ballet,” and the thin story was an excuse for song, dance, and spectacle. It seems that the mummified Cleopatra (Fay Templeton) has come to life minus her heart, and so she seeks it in New York and San Francisco, and finally finds it in Japan. Along the way she manages to give an imitation of French music hall singer Eugenie Fougere, do a cakewalk with Otis Harlan, and sing “Now I’ve Got Some Money, Well, I’m Comin’ ’Round” (which the Times described as “a new darky ditty”). Moreover, the evening provided a burlesque of Camille (for Nick Long and Idalene Cotton); a look at a Mormon (Joseph Ott) and his seven wives; and a visit to the Eden Musee where wax-like statues leave their pedestals and indulge in a song and dance.

The scenic designs (by Ernest Albert, D. Frank Dodge, and Henry E. Hoyt), the costumes by Catherine Siedle, and the lighting effects by John Whalen inspired the Times to state that “no more beautiful or more gracefully executed sartorial divertissements have been seen on any stage.” In conjunction with Whalen’s lighting design, Dodge’s vision of Old San Francisco offered an “expansive” view of the Golden Gate replete with “changing light effects,” which included “flashing incandescent lights,” and Dodd’s recreation of the Cliff House and Park provided the setting for an elaborate costume ball. E. W. O. in the New York Evening World described a firefly dance as an “electric ballet” and a “lightning wonder,” and the New York Sun reported the dance was performed on a darkened stage “studded with electric light bulbs that flashed like fireflies.” Moreover, Albert’s vision of Tokio created a sumptuous palace that was the locale for a cherry blossom parade.

The Times found A. Baldwin Sloane and Reginald DeKoven’s music “lively and melodious” and noted the highlights of Sloane’s “bright and taking” songs were “The Lovelorn Lilly” and the “Barcarole.” The Sun said the book and lyrics told the story in “glib prose and jingling verse,” and the score was “suitably light and tuneful.” As wont for the era, many of the characters boasted comical names, such as Calcium Lightwayte, Dynamite D’Cognac, Payday Donovan, Bonaparte Bilkington, Lee High Hung, the Mormon Salter Lake, prima donna Patti Cadenza, Pullman porter Touchby Typps, and Count Tabledotti (described in the program as “an Italian ruin”).

The Indianapolis News found the “colossal” evening “somewhat average” and “nondescript,” but the Pittsburgh Press said the show was “as gorgeous an affair in the way of scenery, costumes, ballets and half-draped femininity as was ever seen in New York.” The World noted that the four-hour evening was “as long as a link in the Wagner cycle, but a good deal funnier” and commented that although the show’s premiere had undergone multiple postponements it was now “gratifying” to report that the production had finally opened and was a trip “well worth taking while excursion rates prevail.”




THE FLOOR WALKERS


	Theatre: Grand Opera House

	Opening Date: January 29, 1900; Closing Date: February 3, 1900

	Performances: 8

	Book and Lyrics: Unknown

	Music: Herbert Dillea

	Producer: E. D. Stair; Musical Direction: Herbert Dillea

	Cast: Hap Ward (Lord Percy Hardup), Harry Vokes (Lord Harold Poorpay), Will West (J. Doyle Smart), George Sidney (Isy Mark), Louis Powers (Will E. Doo), John W. Early (Doctor Kelly), Harry Thornton (Adam Shame), Nat Wixon (A. Club Mann), J. E. Cain (I. N. Hand), William Morris (Cold Feet), Margaret Daly Vokes (Ask Me), Hattie Bernard (Mrs. Waldorf-Castoria), Leslie Lyle (Pearl), Belle Lorraine (Cora Fay), Langtry Ashton (Eva Ready), May Gardiner (May Towle), Gertrude Tyson (Top Not), Hazel Burroughs (Sue Brett), Lettie West (May Due), Maude Taylor (Stella Star), Valerie Montague (Minnie Apolis), Grace Gorden (May Shine), Hazel Selkirk (Vera Vane), Kittie Stevens (Belle O’Dell), Annie Hill (Rosie O’Grady), Adeline Weeks (Ima Winner), Evelyn Warren (Ina Minnitt), Lucy Daly (Fifi Castoria); The Chicago Ladies’ Quartet: Bertha Hollenbeck (Soprano), Sadie L. Farley (Mezzo-Soprano), Josephine Comstock (Contralto), and Alice M. Raymond (Alto)

	The musical was presented in two acts.

	The action takes place during the present time in New York City.






Musical Numbers

Note: The following list is taken from the Internet Broadway Database; note that A Chronology of American Musical Theatre indicates that between “The Sousa Girl” and the second act finale, an unnamed specialty number was performed by Margaret Daly Vokes and George Sidney, and it was followed by “Travesty on Real Acting” (Hap Ward, Harry Vokes, Will West, George Sidney, Lucy Daly, and Margaret Daly Vokes). See below regarding numbers that were heard in the musical’s pre-Broadway tour, including “A Travesty on Something,” which was retitled for the Broadway production.


	Act One: “The Charity Bazaar” (Chorus); “Conversation Dance” (Hap Ward, Harry Vokes, Lucy Daly, Margaret Daly Vokes); “Tommy Was a Bad, Bad Boy” (Hap Ward, Company); “I Shall Have to Tell It to Albert, Prince of Wales” (Lucy Daly, Company); “The Mick Who Sent the Pick” (Men); “Mah Butterfly” (Lucy Daly, Company)

	Act Two: “Bohemia” (Chorus); “Hush Thee Now, My Babe” (Hattie Bernard, Langtry Ashton, Belle Lorraine, John W. Early, Harry Thornton, Louis Powers); “Absence Makes the Heart Grow Fonder” (lyric by Arthur Gillespie) (John W. Early, Company); Sketch: “Percy and Harold” (Hap Ward, Harry Vokes); “We Heard What You Said” (Hap Ward, Harry Vokes, Margaret Daly Vokes); “The Sousa Girl” (Lucy Daly, Chorus); Finale



Like Broadway to Tokio, the self-described “farce comedy” The Floor Walkers was a revue-like musical with the wispiest of plots. The music was attributed to Herbert Dillea (who also conducted), but the creators of the book and lyrics remained anonymous, as did the director, choreographer, and scenic and costume designers.

Vaudevillians Hap Ward and Harry Vokes appeared as their popular respective characters Percy and Harold, both unambitious tramps who affect gentlemanly airs. In this case, they pretend to be Lord Percy Hardup and Lord Harold Poorpay, and become involved in a charity bazaar run by Mrs. Waldorf-Castoria (Hattie Bernard) wherein funds will be raised to build a home for destitute millionaires. Along the way, the Chicago Ladies’ Quartet provided musical interludes, George Sidney played a comic Hebrew known as Isy Mark, the show’s principals danced a variation of the era’s popular conversation waltz, and Lucy Daly performed a blackface routine. And, of course, the show didn’t even blush with its avalanche of groan-inducing character names, and so Lord Hardup, Lord Poorpay, and Mrs. Waldorf-Castoria were joined by Will E. Doo, Eva Ready, Minnie Apolis, Ima Winner, and Ina Minnitt.

The New York Sun said the evening was an unpretentious effort that was “merely a vaudeville farce,” and the “fun-making” by Ward and Vokes “was never interrupted by a plot.” The New York Times noted that the show was “a knockabout variety farce of the most ordinary pattern” with familiar jokes and many old songs. But the theatre was “packed to overflowing,” and the audience greeted the proceedings “with boisterous demonstrations of joy.”

Earlier in the month, the musical had played at Brooklyn’s Gayety Theatre for one week, and it appears the engagement at the Grand Opera House was also a limited engagement of one week. The show later played a return engagement at the Grand Opera House when it opened on January 14, 1901, for eight showings.

During the run at the Gayety, the Brooklyn Daily Eagle reported that the production would include the following interpolations (note that “A Travesty on Something” may have been performed in the Broadway production as “Travesty on Real Acting” [see song list above]; otherwise, it isn’t clear if any of the following numbers were heard in the Broadway production): Act One: “Sally” (for Lucy Daly, Chorus); “Soldiers of the Queen” (Will West, Chorus); “John Dunn” (Will West, John W. Early, Louis Powers, Nat Wixon, and Harry Thornton); and “Honolulu Queen” (Lucy Daly, Company); Act Two: “At the Bottom of the Deep Blue Sea” (John W. Early, Chorus); unidentified selections by the Chicago Ladies’ Quartet; “I’m Waiting, Honey” (Margaret Daly Vokes, Will West); “Hebrewisms” (George Sidney); and “A Travesty on Something” (Lucy Daly, Margaret Daly Vokes, Hap Ward and Harry Vokes, and George Sidney).

Sidney recreated his role of Isy Mark when the character surfaced as Izzy Mark in the two virtually back-to-back engagements of Busy Izzy and was later seen as Izzy Mark in The Mazuma Man and its revised version Busy Izzy’s Boodle.




THE PRINCESS CHIC


	Theatre: Casino Theatre

	Opening Date: February 12, 1900; Closing Date: March 3, 1900

	Performances: 22

	Book and Lyrics: Kirke LaShelle

	Music: Julian Edwards

	Direction and Choreography: Julian Mitchell; Producer: Kirke LaShelle; Scenery: E. Castel-Bert; Costumes: Caroline Siedle; Lighting: Joseph Menchen; Musical Direction: William E. MacQuinn

	Cast: Winfield Blake (The Duke of Burgundy aka Charles the Bold), Melville Collins (King Louis XI), Edgar Temple (Francois), Richard Golden (Chambertin), Joseph C. Miron (Brevet), Walter A. Lawrence (Bra-beau), Harry Brown (Pommard), E. S. Beverly (Herald), F. S. Dearduff (Captain), Lawrence Frye (Herald), F. Hammond (Valmond), Harold Lynn (Marius), James Daly (Jerome), Flora Enright (Raoul), Emilie Knapp (Piquet), Margaret Sayre (Marie), Kate Franklin (Felise), Toni Savelli (Denise), Mathilde Preville (Lorraine), Louise Willis Hepner (Estelle), Christie MacDonald (Princess Chic of Normandy); Chorus

	The musical was presented in three acts.

	The action takes place during 1468 in Peronne, Burgundy.






Musical Numbers


	Act One: Opening Chorus (Male Chorus); Ensemble (Louise Willis Hepner, Edgar Temple, Male Chorus); “A Lover True” (Louise Willis Hepner, Male Chorus); “Entrance of the Duke” (Winfield Blake, Chorus); “A Soldier of Fortune” (Joseph C. Miron, Walter A. Lawrence, Richard Golden); “Cavaliers” (Female Chorus); “An Envoy’s Duty” (Christie MacDonald, Mathilde Preville, Harry Brown, Chorus); “The Foolish Swallow” (Richard Golden, Female Chorus); Septette (Christie MacDonald, Louise Willis Hepner, Mathilde Preville, Winfield Blake, Edgar Temple, Richard Golden, Harry Brown); “Weak as a Woman” (Christie MacDonald, Chorus); “The Love Light in Your Eyes” (Mathilde Preville); Finale (Principals, Chorus)

	Act Two: Opening (“A gallant goes a-courting…”) (Edgar Temple, Chorus); “The Days of Magic” (Joseph C. Miron, Walter A. Lawrence); Entrance (Chorus); “Come Love, Go Love” (Christie MacDonald, Chorus); “(It’s in) The Story Book” (Louise Willis Hepner, Edgar Temple); “How Are We to Know” (Joseph C. Miron, Walter A. Lawrence, Richard Golden, Harry Brown); “The Wood Nymph and the River God” (Christie MacDonald); Finale (Principals, Chorus)

	Act Three: Opening (“There’s a feeling of war in the air…”) (Male Chorus); “War Is a Bountiful Jade” (Joseph C. Miron, Male Chorus); “A Fighting Man” (Louise Willis Hepner, Joseph C. Miron, Walter A. Lawrence); “Love Came to Me One Day” (Christie MacDonald, Winfield Blake, Edgar Temple, Mathilde Preville); “Entrance of Princess Chic” (Male Chorus); “Love and War” (Christie MacDonald, Chorus); Finale (Christie MacDonald, Winfield Blake, Principals, Chorus)



Due to a prior booking at the Casino, The Princess Chic was scheduled for a brief run, and although the reviews were mixed, Rialto scuttlebutt assumed the operetta would transfer to another house. Nancy Sykes in the Washington Times echoed most of the critics with her assessment that the score was “delightful” and the book “very stupid,” and so perhaps the show was done in by its book and what the New York Times denounced as “very weak” comedy. As a result, there was no transfer, and the production closed after just twenty-two performances.

The Times reported that the story was “of no serious importance” and wasn’t “skillful” in its depiction of the political differences between the Duke of Burgundy aka Charles the Bold (Winfield Blake) and King Louis XI (Melville Collins) and the romance between Burgundy and Princess Chic of Normandy (Christie MacDonald). Although they’ve never met, the princess and the duke are to be married, and when they first encounter one another he assumes she’s part of his bride-to-be’s entourage. She goes along with the misunderstanding and confides to him that the king is plotting against him. She later assumes the identity of a peasant girl and is happy to find that the duke loves her for herself. From there, she appears to him sometimes as the peasant, sometimes as the princess, and ultimately reveals herself as the princess and his soon-to-be bride.

The Times said some of Julian Edwards’s songs were “good” and others “merely cheap operetta jingle”; the New York Sun found the score “tuneful and appropriate” and singled out a march “of the Sousa order”; and the New York Tribune praised the “amiable” music. William Raymond Sill in the New York Evening World noted that the first act was “bad” and thus the evening “looked absolutely hopeless.” But during the second half things picked up, and Sill praised the “splendid” male chorus (“one of the best drilled” he had ever seen) and said Joseph C. Miron (described in the program as a “swaggering” soldier of fortune) and the chorus were outstanding in their song “War Is a Bountiful Jade” (“a sort of armorer’s chorus, or an anvil chorus” and “one of the best that has been heard in New York” in years). He also singled out the trio “A Fighting Man” and the duet “(It’s in) The Story Book.”

The Pittsburgh Press decided that there was “nothing strikingly original in the libretto” but found it “amusing enough” with “jingling” lyrics and “tuneful” music. The Detroit Free Press said the “merry extravaganza” was an “attractive display” and “a razzle-dazzle of fun, song and dance” with “light and jingling” music.




AUNT HANNAH


	Theatre: Bijou Theatre

	Opening Date: February 22, 1900; Closing Date: March 10, 1900

	Performances: 21

	Book: Matthew J. Royal

	Lyrics: Clay M. Greene

	Music: A. Baldwin Sloane

	Direction: Joseph R. Grisman and Kirtland Calhoun; Producers: William A. Brady and Joseph R. Grisman

	Cast: Agnes Findlay (Aunt Hannah), Frederick Hallen (Jack Hammersley), Bobby Gaylor (Mike McCarty),Charles W. Butler (Grimes), Budd Ross (Jim Madden), Belle Bucklin (Martha), Louise Lehman (Nora), Louise Hilton (Mary), Molly Fuller (Polly Madden), John H. Bunny (Grosvenor Montmorenci), Caro Gorden Leigh (Evelyn), Harriet Kendall (Ottie), Maud Morrison (Lottie), Catherine Robinson (Dottie), Lethe Collins (Tottie), Anna Williamson (Lillie), Catherine Douglas (Tillie), Nellie Burbank (Phillie), M. Zabelle (Millie)

	The musical was presented in three acts.

	The action takes place during a three-hour period at Aunt Hannah’s mansion in Mattewan (probably Mattawan, Michigan).






Musical Numbers

Note: The following alphabetical list of known songs from the production is taken from various sources, including newspaper reviews.


	“(It Was) The Old, Old Story” (Caro Gorden Leigh); “Little Bo-Peep” (Belle Bucklin); “(She’s) My (Mah) (Ma) Tiger Lily” (Company); “What’s the Matter with Hannah” (Belle Bucklin); “When the Cat’s Away, the Mice Will Play” (unidentified male singer)



The critics liked their Aunt Hannah, and all agreed that the musical farce offered one memorable show-stopper, but for all that the show managed just twenty-one performances.

Bon vivant Jack Hammersley (Frederick Hallen) invites a fun-loving group of theatre friends to a house party in what he passes off as his country home. But the mansion is actually the residence of his Aunt Hannah (Agnes Findlay), who is away, and, of course, she unexpectedly returns during the middle of the revels. “The Stroller” in the New York Evening World said, “first prize in a thinking contest will be awarded to anybody who can tell what Aunt Hannah is all about.” But the critic noted the evening possessed “the merit of humor” (and “the lack of sense”). When the titular aunt returns home, the partygoers “hide themselves in plain sight of everybody but the aunt, and fun and confusion follow” because “farce-comedy aunts and wives are particularly near-sighted” and when “the most extraordinary things happen right in front of them” they “never see them.” Along for the ride and wisecracks were an Irish valet (Bobby Gaylor), a footman (Budd Ross), a pert lady’s maid (Belle Bucklin), and an English butler (played by no less than Charles W. Butler), and it seems that whenever possible everyone in the company indulged in cakewalks.

The Baltimore Sun praised A. Baldwin Sloane’s “lively” music; the Chicago Tribune liked the “first-rate” songs; the New York Times decided that, despite being “commonplace,” the songs had “swing and spirit”; and while the Detroit Free Press said the music was “lively” and “catchy,” it was “reminiscent” of The Mikado and H.M.S. Pinafore “with here and there a dash of ragtime thrown in just by way of up-to-datedness.” The Washington Times found the evening “quite amusing,” and the Pittsburgh Press said the “fun never flags” with a “plot made up of complications and misunderstandings.”

The show’s highlight was “(She’s) My (Mah) (Ma) Tiger Lily,” a dazzling sequence during which the principals each sang a verse apiece while the rest of the company became cakewalking fools, and the sequence was presented against a breathtaking scenic display with a stereopticon effect that the Press called a “decided sensation.” As the number progressed, the stage went “pitch dark,” and a floating picture of colorful striped lights resembling the colors of a huge tiger lily floated across the stage “with the faces of the performers showing at the top” of the image in an effect that was “at once beautiful and weird.” The Baltimore Sun said the “fetching” and “very clever piece of lighting” bathed the entire scene in an orange glow with black spiral stripes.

The musical had been scheduled to open on the night of Wednesday, February 21, but the Press reported that the production wasn’t going “quite so smoothly as was desired”; thus the Wednesday night performance was “devoted to a dress rehearsal,” and the premiere took place at the next day’s matinee.




MAM’SELLE ’AWKINS


	Theatre: Hammerstein’s Victoria Theatre

	Opening Date: February 26, 1900; Closing Date: March 31, 1900

	Performances: 35

	Book and Lyrics: Richard Carle

	Music: Alfred E. Aarons, Herman Perlet, and Ben M. Jerome

	Direction: Frank Smithson; Producer: Alfred E. Aarons’ Musical Comedy Company; Scenery: Frank E. Gates and Edward A. Morange; D. Frank Dodge; Costumes: Archie Gunn; Musical Direction: Frank Gabriel

	Cast: Will Armstrong (Lord Bobby Belford), Etienne Girardot (Fitzroy Cavendish), George C. Boniface Jr. (Dennis MacGregor O’Brien), Charles Danby (Noah Snuffles), Richard Carle (Reverend Jonathan Job Meacham aka Slippery Jack), Snitz Edwards (Julius Ippic), Marguerite Sylva (Lady Janet Belford), Mrs. McKee Rankin (Mrs. Snuffles), Maude Creighton (Hester Wright), Mamie Gilroy (Dolly Hawkins), Rose Beaumont (Sally Seltzer), Nellie Beaumont (Sadie Seltzer), Elfie Fay (Dinah Mite), Lawrence Wheat (Reggie Ralston), Georgia Carhart (Miss Behave), Marjorie Relyea (Miss Chance), Madge Dean (Miss Hap), Elaine Selover (Miss Fortune), Jean Caskie (Miss Judge), Ethel Moore (Miss Trust), Lucille Verna (Miss Lay), Rose Clarke (Miss Construe), Josephine Hall (Mam’selle Honorah ’Awkins); Chorus

	The musical was presented in three acts.

	The action takes place during the present time in Eastbourne, England.






Musical Numbers

Note: (*) = music by Alfred E. Aarons; (**) = music by Herman Perlet; and (***) = music by Ben M. Jerome; names of performers are given when known.


	Act One: “It’s a ’Andy Thing to ’Ave about the ’Ouse” (*) (Josephine Hall); “Ippleberger, Hirsch and Mayer” (**) (Snitz Edwards); “There Must Be Something Wrong about My Face” (*) (Josephine Hall); “Cruel Love” (*); “Roy, Roy, Tam O’Shanter O’Brien” (*); “That’ll Be about All of That” (*); “Drink and Let’s Be Gay” (*)

	Act Two: “Waltz Song” (*) (Mamie Gilroy, Lawrence Wheat); “Don’t Believe a Tale Like That” (*) (Josephine Hall, Etienne Girardot, Will Armstrong); “Don’t Start No Arguments with Him” (*) and “Cakewalk” (*) (Rose Beaumont, Nellie Beaumont, Chorus); “You’re Talking Rag-Time” (lyric and music by Rose Beaumont and Nellie Beaumont) (Rose Beaumont, Nellie Beaumont); “Dolly” (**); “March Song” (*)

	Act Three: “The Sousa Girl” (***) (lyric by Matt C. Woodward)



Mam’selle ’Awkins is no less than Cockney girl Honorah Hawkins (Josephine Hall), daughter of a wash-erwoman and recent heiress to her father’s soap empire, and now she wants to marry a nobleman. Hebrew moneylender Julius Ippic (Snitz Edwards) turns matchmaker, and somehow our heroine finds herself wed to Dennis MacGregor O’Brien (George C. Boniface Jr.), an Irishman who has recently decided he’s Scottish and is decidedly not a member of the nobility. The New York Sun found the book “rather tedious” and said it was “fortunate that the plot is of little importance”; William Raymond Sill in the New York Evening World said the show had “neither rhyme nor reason”; and the Detroit Free Press found the presentation not “particularly lively entertainment” with “commonplace” dialogue and “mediocre” music. The New York Times reported that the “so-called” musical comedy contained “secondary” dialogue and a number of specialty acts “without any seeming connection with what has preceded them or what follows,” and the Sun mentioned that despite the show’s English setting “all the dialogue was typically Tenderloin.”

A follow-up review in the Times by Edward A. Dithmar damned with faint praise by saying the musical was “far from the worst” and noted the score had “the proper jingle and rhythm”; the Washington Evening Star summed up the plot as “a combination of lingerie, larceny and license”; and the Sun liked the “bright” music and alternately “poor” and “clever” lyrics and decided that while not an “epoch maker” the show was nonetheless “good entertainment.”

The Times reported that the second act “honors” were “carried off” by an unidentified chorus man who looked “handsome” and sang a number (“Waltz Song”) with Mamie Gilroy (as Dolly Hawkins, Honorah’s cousin and traveling companion), which earned four encores. With the exception of the “comet-like passage” of this unknown chorus man, Will Armstrong (Lord Bobby Belford) was the “leader” among the male members of the company. Meanwhile, the Brooklyn Daily Eagle clarified matters about the impressive unknown singer. He was Lawrence Wheat, and when he and Gilroy sang and danced the waltz with “so much expression” the number “had to be repeated several times.”

If “Waltz Song” pleased, another song didn’t. The Sun stated that an unidentified number (probably “Ippleberger, Hirsch and Mayer”) was “in extremely bad taste” with “vulgar references to Hebrew men of this city” and “should be omitted.”

Meanwhile, a chorus girl named Elfie Fay (in the role of Dinah Mite) made quite an impression, and according to Sill “was easily the star” of the show. The Times said she made one of the “most distinctive hits of the evening,” and with tongue in cheek Sill noted that it was “a distinct and unforgivable breach of theatrical etiquette” for a chorus girl to “take the glory away” from the star, and so the show’s management might just have to terminate Fay’s contract. The Eagle reported that when the Beaumont Sisters sang “Don’t Start No Arguments with Him,” the chorus joined them in a cakewalk, and among the chorines was Fay, who “brought down the house by her antics” and received “loud and long” applause. She was “forced to come out with the Beaumonts and do her dance over again” (for a total of four encores), all this to the “evident disgust” of the Beaumonts who “didn’t like being suddenly changed into foils for a chorus girl.”

Note that Fay played Dinah Mite, and other characters were named Miss Behave, Miss Hap, Miss Chance, Miss Construe, and, rather shockingly, Miss Lay. Despite her moment of glory, Fay went on to appear in just one more Broadway show (The Southerners), but after making his Broadway debut in Mam’selle ’Awkins in 1900, Wheat appeared in sixteen more shows, his last in 1917. Incidentally, except for their titles “The Sousa Girl” of The Floor Walkers and Mam’selle ’Awkins were two different songs.

The Sun indicated that if the libretto of Mam’selle ’Awkins “ should be published a century hence, of which there is no danger, it would need explanatory footnotes” because of the “typically Tenderloin” dialogue.




THE REGATTA GIRL/PROGRESS


	Theatre: Koster and Bial’s Music Hall

	Opening Date: March 14, 1900; Closing Date: March 31, 1900

	Performances: 22

	The double bill of the two-act, revue-like book musical (and self-described “burletta”) The Regatta Girl and the one-act ballet Progress didn’t quite catch on and, after twenty-two performances, quickly took to the road. The Pittsburgh Press noted that the evening was “altogether too weak-kneed for the blasé patrons at Koster and Bial’s,” and thus “banishment to the small towns of New Jersey” was the show’s punishment.






The Regatta Girl


	Book: Clay M. Greene

	Lyrics: Unknown (possibly by Clay M. Greene)

	Music: Harry McLellan

	Based on a play by J. Cheever Goodwin and Charles Bradley that was never produced on Broadway.

	Producers: John Koster and Albert Bial; Scenery: Frank E. Gates and Edward A. Morange

	Cast: William T. Terriss (Count Brique d’Or), Eddie Girard (McManus O’Kimberly), Albert Parr (CharlesBeresford), Giovanni Perugini (Frascati Fauxpas), Alexander Clarke (Inspector Short), Jennie Yeamans (Lord Harwood), Henri Leoni (Modus), Stephen Maley (Dick Beamish), Margaret Macdonald (Reggie Squires), Blanche Sherwood (Bertie Dunlap), Attalie Claire (La Duchesse des Effets-Verts), Ethel Jackson (Marjorie aka The Regatta Girl), Amelia Summerville (Matilda), Laura Joyce Bell (Lady Paynton), Olive Ulrich (Tillie), Leonore Harris (Lola); Chorus

	The musical was presented in two acts.

	The action takes place during the present time in London and in Henley-on-Thames, Oxfordshire.

	Musical Numbers: Song titles are unknown; in its opening night review, the New York Times indicated that “a few songs [were] not absolutely inane,” including a “bird song” (sung by Ethel Jackson) and a “grotesque kissing song” (Laura Joyce Bell)



In a follow-up review for the Times, Edward A. Dithmar said the burletta was “a thing of naught” and “the least said the soonest mended,” and the Lincoln (Nebraska) Journal Star stated the show was “one of the most unfunny things ever seen in a big music hall” in New York. The New York Evening World said the “horror” was a “crime perpetrated” by adaptor Clay M. Greene, and the cast members of this “misdemeanor” were “incompetent” and “accessories after the fact.” But the score had “merit,” a feeling echoed by Brooklyn Life, which praised the “bright” and “quite pleasing” music.

As for the story, it had something to do with a boat race but also managed to work in what the Times said was a “brief and stupid” parody of Clyde Fitch’s play Sapho, which had opened on Broadway a few weeks earlier.

When the production toured, it ran into trouble during its Orange, New Jersey, engagement. It seems the artwork for the show’s poster included a female ballet dancer with one leg raised in the air. This was enough for the town’s police captain to insist that the offending legs be covered with white paper; if not, the poster distributor would be arrested. As a result, throughout the city the poster soon revealed only the upper torso of the dancer.




Progress


	Libretto: Luigi Manzotti

	Music: Romualdo Marenco and John J. Braham

	Choreography: Vincenzo Romeo; Producers: John Koster and Robert Bial

	Cast: Mlle. Leontine (Principal Danseuse), Signora Chitten (Principal Danseuse), Arnold Kiralfy (EccentricDance Specialty), Angele Pessioni (Progress), Vincenzo Romeo (Ignorance), Ella Rice (A Turk), Jennie Cassie (A Chinaman), Marguerite Mullen (A Mexican), Signorina Cara (A Slave); Chorus Dancers

	The ballet was presented in one act.

	The action takes place at Covent Garden.



The ballet Progress was a condensed version of the 1881 three-act ballet Excelsior, which was devised and choreographed by Luigi Manzotti and scored by Romualdo Marenco. The ballet’s first New York presentation opened at Niblo’s Garden in 1883 for 135 performances and was choreographed by the brothers Imre and Bolossy Kiralfy. For Progress, additional music by John J. Braham was incorporated into the score, and the revised version was choreographed by Vincenzo Romeo, who also danced in the production.

The ballet’s conceit was that its performance took place at Covent Garden, and the scenes in the ballet occurred in the ruins of an ancient city, at the Palace of Progress, in a laboratory, and in Nicaragua for a proposed canal. The ballet celebrated the industrial progress of the nineteenth century, including the invention of the electric light.

Progress was the hit of the evening, and the critics said it more than made up for the shortcomings of The Regatta Girl. The Journal Star said the production was “the most elaborate ballet ever seen in New York”; the Evening World praised Romeo’s “splendidly staged” production as “truly a treat to the eye” and “well worthy of a long run”; and the Press hailed the “grace and harmony” of the “fine spectacle.” Brooklyn Life said the score was “rich in tuneful music,” and “barring a few hideous costumes” the work was “very handsomely staged” and was “a most agreeable end-of-the-evening diversion.”




THE CASINO GIRL


	Theatre: Casino Theatre

	Opening Date: March 19, 1900; Closing Date: June 9, 1900

	Performances: 105

	Book and Lyrics: Harry B. Smith

	Music: Ludwig Englander, Harry T. MacConnell, Arthur Nevin, and Will Marion Cook

	Direction: George W. Lederer; Producer: George W. Lederer; Scenery: D. Frank Dodge; Ernest Albert; Costumes: Caroline Siedle; Musical Direction: Antonio DeNovellis

	Cast: Virginia Earle aka Earl (The Earl [Percy Harold Ethelbert Frederick Cholmondeley]), Sam Bernard (TheKhedive of Egypt), Albert Hart (Fromage), Louis Wesley (Potage), George A. Schiller (Reuben Bey), J. A. Furey (Roquefort), James McQuaid (Caviare), Mabelle (aka Mabel) Gilman (Laura Lee aka The Casino Girl), Carrie E. Perkins (Mrs. H. Malaprop Rocks), Ella Snyder (Roxy Rocks), Irene Bentley (Lotta Rocks), Mayme Gehrue (Carrie Rocks), Susie Drake (Miss Broadway of New York), Belle Armstrong (Miss Bunker of Boston), Elizabeth Ryker (Miss Chestnut of Philadelphia), Louise Lloyd (Miss Bridge of San Francisco), Jessie Wood (Miss Capitol of Washington), Clara Selton (Miss Wabash of Chicago), Emma Lenox (Miss Foote of St. Louis), Eleanor Burns (Miss Pilsner of Milwaukee), Goldie Mohr (Hassan), Katherine Bartlett (Zuleika), Lotta Faust (Fatima), Jessie Jordan (Lalla Rokh), Adelaide Phillips (Zobediya), Blanche Cramer (Amina), Vina Snyder (Odaliska); Chorus

	The musical was presented in three acts.

	The action takes place during the present time in Cairo.






Musical Numbers

Note: The following list of musical numbers reflects the songs as they were presented when the musical was revised and reduced from three to two acts, some two weeks after the Broadway premiere. (*) = music by Ludwig Englander; (**) = music by Harry T. MacConnell; (***) = music by Arthur Nevin; and (****) = music by Will Marion Cook.


	Act One: Opening Chorus (*);“Slave Dealer’s Song” (**) (George A. Schiller); “Song of the Drum-Major” (**) (Ella Snyder); “My New York” (*) (Mabelle Gilman); “Entrance Chorus of the Khedive” (**); “I’ll Put a Tax” (**) (Sam Bernard); “Descriptive Song” (**) (Virginia Earle); “How Actresses Are Made” (**) (Virginia Earle, Mabelle Gilman); Finale (*)

	Act Two: Opening Chorus (*); “Mam’selle” (***) (Mabelle Gilman); “(Down de) Lover’s Lane” (****) (lyric by Paul Laurence Dunbar) (Virginia Earle); “From Africa” (**) (Chorus); “Chink! Chink!” (**) (Albert Hart); “Variety” (**) (Albert Hart, Louis Wesley, Carrie E. Perkins, Ella Snyder, and two unidentified singers); “The Casino Girl” (**) (Irene Bentley, Unidentified Singer); Finale (*)



Despite complaints that The Casino Girl was far too long (the opening night performance lasted well beyond midnight), the critics rightly predicted that with judicious trimming the show would be a hit. The New York Times said that once the “weeding-out process” was done the audience could go home “on the same day they came to see it,” and the critic mentioned it was “likely that no audience will ever see The Casino Girl in the same form that she was seen in last night.”

Producer and director George W. Lederer continuously revised the show (as noted above, two weeks after the opening the three acts had been reduced to two), and so the production settled in at the Casino Theatre for a profitable run of 105 performances and then enjoyed a national tour. Some four months after the Broadway opening, a London edition opened at the Shaftesbury Theatre on July 11 for a run that almost doubled the New York production and included Broadway cast members Mabelle (aka Mabel) Gilman, Ella Snyder, and Albert Hart. On April 8, 1901, another revised version opened at the Knickerbocker Theatre for 32 additional showings with Snyder in the title role. No cast recordings were made of the London production, but a few years after the West End premiere, “Mam’selle” was released along with “De Voodoo Man,” a song written for the London production (both songs were issued by Favorite Records).

The Times said The Casino Girl offered “no story to speak of,” and the Pittsburgh Press noted it was “impossible to give a sane description” of the plot. Indeed, the slight story focused on the title character Laura Lee (Mabelle [aka Mabel] Gilman), a former Casino chorine who according to the program has been “persecuted by offers of marriage from the nobility,” specifically the British Earl Percy Harold Ethelbert Frederick Cholmondeley (Virginia Earle in a trouser role). To escape from the earl, Laura settles in Cairo where she runs a millinery shop and meets such diverse characters as the “Oriental lothario” The Khedive of Egypt (Sam Bernard) as well as thieves, slave dealers, and would-be Chicago society queen Mrs. H. Malaprop Rocks (Carrie E. Perkins) and her trio of daughters, Roxy (the “breezy” one), Lotta (the “cultured” one), and Carrie (the “tomboy”), played respectively by Ella Snyder, Irene Bentley, and Mayme Gehrue. By evening’s end, Laura decides that all along her heart has belonged to the earl.

The Detroit Free Press found the show “a compound entertainment of farce, specialties and legs—mostly legs”; the Pittsburgh Press said the “bright” production was “full of pretty girls” and “a sprinkling of comedians”; and the New York Tribune liked the “frolic” and labeled the show “a fresh musical medley.” The New York Sun indicated that the “Tenderloin vogue of the Casino and the popularity of the performances made the first night’s congenial audience enthusiastic” and noted that the “elegance” of the décor and scenery represented “a lavish outlay.” But otherwise, the evening was “commonplace, never rising above the average in words or music yet not falling below it.”

The Times said Earle’s “(Down de) Lover’s Lane” was the score’s “most melodious” song, but two others also impressed. The Chicago Tribune praised Earle and Gilman’s duet “How Actresses Are Made,” somewhat of an inside theatrical joke and a “ludicrous burlesque” that depicted how producer Lederer had discovered Edna May and drilled and shaped her into a star. The other outstanding sequence was a trio for the three Rocks sisters, which incorporated song imitations of stars who’d formerly appeared at the Casino in productions produced or co-produced by Lederer: Edna May (“They All Follow Me” from The Belle of New York, 1897), Earle (“Baby, Baby” from The Lady Slavey, 1896), and Phyllis Rankin (an unidentified number [possibly “Oh, Where Is Dancer”] from The Rounders, 1899).

Smith’s Stage Lyrics includes three songs from the score, “Mam’selle,” “(Song of) The Drum-Major,” and the title number. The collection incorrectly credits “The Naughty Little Clock” and “Life Is a Toy Shop” to the score, but both songs were heard in earlier Broadway productions from 1899 (the first in The Three Dragoons with music by Reginald DeKoven and the second in The Rounders, music by Ludwig Englander).




THE VICEROY


	Theatre: Knickerbocker Theatre

	Opening Date: April 9, 1900; Closing Date: May 5, 1900

	Performances: 28

	Book and Lyrics: Harry B. Smith

	Music: Victor Herbert

	Direction: William H. Fitzgerald; Producers: The Bostonians and Marcus (Marc) Klaw and Abraham L. Erlanger; Musical Direction: Samuel L. Studley (Victor Herbert conducted the opening night performance)

	Cast: Henry Clay Barnabee (The Viceroy of Sicily), William H. MacDonald (Corleone), George B. Frothingham (Bastroco), William H. Fitzgerald (Barabino), Frank Rushworth (Luigi), John Dunsmure (Ruffino), Helen Bertram (Tivolini), Marcia Van Dresser (Fioretta), Grace Cameron (Beatrice), Josephine Bartlett (Ortensia), Harry Dale (Stiletto), Adam Warmouth (Vermicelli), David White (Spaghetti), James E. Miller (Macaroni), Edith Hender (Waitress), Arthur T. Earnest (First Citizen), Henry Miller (Second Citizen); Chorus

	The musical was presented in three acts.

	The action takes place in Palermo, Sicily, in the sixteenth century.






Musical Numbers


	Act One: “We Come to the Lively Market Square” (Chorus); “With Military Pomp” (George B. Frothingham, Chorus); “We’ll Catch You at Last, Tivolini” (William H. MacDonald, Chorus); Tivolini’s Serenade: “Hear Me!” (Helen Bertram, Chorus); “I’m a Leader of Society” (Henry Clay Barnabee, Chorus); “Just for Today” (Frank Rushworth); “By This Sweet Token” (Henry Clay Barnabee, Grace Cameron, Josephine Bartlett, Marcia Van Dresser); Finale (Helen Bertram, Marcia Van Dresser, George B. Frothingham, William H. MacDonald, William H. Fitzgerald, Soldiers, Chorus)

	Act Two: “The Subjects Are We” (Chorus); “The Robin and the Rose” (Grace Cameron); “Eyes of Black and Eyes of Blue” (William H. MacDonald, Chorus); “A Sailor’s Life” (Henry Clay Barnabee, William H. Mac-Donald, George B. Frothingham, William H. Fitzgerald); “’Neath the Blue Neapolitan Skies” (Helen Bertram, Chorus); “So They Say” (Henry Clay Barnabee, Marcia Van Dresser); “I See by Your Smile” (Marcia Van Dresser, John Dunsmure); “Since I Am Queen of the Carnival” (Marcia Van Dresser, Chorus); Finale (Company)

	Act Three: “In a Smuggler’s Cave” (Solo Singer [unknown], Chorus); “All Men Have Their Troubles” (William H. MacDonald, Chorus); “One Fellow’s Joy Is Another Fellow’s Woe” (Marcia Van Dresser, Josephine Bartlett, Frank Rushworth, George B. Frothingham, William H. MacDonald); “That’s My Idea of Love” (Helen Bertram, Marcia Van Dresser); “On My Nuptial Day” (Grace Cameron, Marcia Van Dresser, Josephine Bartlett, Frank Rushworth, William H. MacDonald, William H. Fitzgerald); Finale (Company)



During the waning weeks of the season, The Bostonians (originally the Boston Ideal Opera Company) brought three productions to Broadway, the New York premiere of Victor Herbert’s The Viceroy and the revivals of Reginald DeKoven’s Robin Hood (1891) and Herbert’s The Serenade (1897). The two revivals played eight performances apiece, and while The Viceroy ran for twenty-eight showings the lukewarm reviews relegated the operetta to theatrical limbo, and it was never again produced on Broadway.

The story was set in sixteenth-century Palermo, and to ensure that we knew the action took place in Italy, four characters were named Stiletto, Vermicelli, Spaghetti, and Macaroni. Two rivals, the villainous Viceroy of Sicily (Henry Clay Barnabee) and the virtuous pirate Tivolini (Helen Bertram, in a trouser role), want to control Sicily and marry Beatrice (Grace Cameron). In true comic opera fashion, the viceroy and Tivolini discover they are cousins and thus agree to share the throne, and wedded bliss is in store for Tivolini and Beatrice.

Harry B. Smith’s book took the brunt of the critical brickbats. The New York Times said Smith had “the operetta libretto habit” and turned them out “by the gross (more or less).” There was only the “merest semblance of a story,” and it was “inane and stupid.” There wasn’t one line of dialogue that showed “either wit or humor of an order higher than those of the street corner,” there were “no good comic situations,” there wasn’t “a single dramatic point,” and thus the evening was “a lot of stupid buffoonery.” The New York Evening World said the book was “dull,” and the performers couldn’t overcome the book’s “deficiencies.”

Another review in the World (by William Raymond Sill) decided that “when a man writes librettos while you wait, and extracts lyrics without pain, too much should not be expected of him.” As a result, one shouldn’t be “censorious” because Smith “probably wrote [the libretto] one afternoon when he had nothing else to do,” and so it’s “our duty to treat it kindly.” The Pittsburgh Press said the story wasn’t “strong” and that Smith “seems to have been tired when he wrote the book” because “his dialogue is mostly excessively thin and his jokes are remarkable more for their coarseness than their wit.” The Press noted that Smith had sailed for Europe on the morning of the premiere and decided Smith was “too smart a fellow not to know that his libretto was extremely ‘rocky,’ and that it would be all the better for his peace of mind if he could get away from New York without seeing the criticism in the papers the next day.”

Herbert fared a little better, with mostly faint praise. The Brooklyn Daily Eagle said the music lacked “brilliancy and beauty,” and while it sometimes displayed Herbert’s “excellence as a composer, the general effect is monotonous and uninteresting”; the Times said the music was “worthy” but “beyond this praise cannot go.” The Press found the score “full of bright bits, and the general run of the music will pass muster, although it is not above respectable mediocrity” (the critic praised three songs, “Hear Me!,” “Eyes of Black and Eyes of Blue,” and “A Sailor’s Life”), and the World indicated the composer’s “musicianly qualities are best displayed in his orchestration” because his “accompaniments [were] exceedingly ingenious,” and the two “most attractive” numbers were “Just for Today” and “In a Smuggler’s Cave.”

The Comic Opera Guild (Ann Arbor, Michigan) recorded the score with a narration and a reconstructed script by Tom Petiet (who played the title role on the recording). The score was released on CD, one with dialogue and one with songs only.

Smith’s Stage Lyrics includes one song from the score (“Eyes of Black and Eyes of Blue”).
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THE CADET GIRL


	Theatre: Herald Square Theatre

	Opening Date: July 25, 1900; Closing Date: September 8, 1900

	Performances: 48

	Libretto: Original French libretto by Paul Gavault and Victor de Cottens; American book and lyrics adaptation by Harry B. Smith

	Music: Louis Varney; for the American adaptation, Ludwig Englander composed additional songs

	Based on the 1898 French operetta Les demoiselles de Saint-Cyriens (libretto by Paul Gavault and Victor deCottens and music by Louis Varney).

	Direction: George Marion; Producer: A. H. Chamberlyn; Scenery: D. Frank Dodge; LaMoss; Costumes: Archie Gunn; Musical Direction: Frederic (aka Frederick) Solomon

	Cast: Dan Daly (Baron Chartreuse), Joseph C. Miron (Pelopidas), William Cameron (Popo), William Prospect Carleton (Lucien), Charles H. Bowers (Georges), George A. Schiller (Berg-ap-Zoom), Charles Danby (Griffard), Charles Dox (Calicot), Adele Farrington (Edouarde), Fred Urban (Comemblers), James Kane (Station Master), Adele Ritchie (Marguerite), Christie MacDonald (Antoinette Griffard), Toby Claude (Daisy), Catherine Lewis (Mme. Majeste), Hattie Moore (Baroness), Nella Webb (Margot), Ollie Wallace (Javotte), Tessie Mooney (Clairette), Lulu Mooney (Genevieve), Pauline Chase (Jeanette), Laura Witt (Francene), Florence Carlisle (Artine), Mildred Meade (Leontine), Erminie Earl (Susette), Dolly Anderson (Fanchette), Grace Spencer (Nanette), Bessie Wynn (Yvette), Kathryn Pearl (Marie), Dorothy Lesler (Nanine); Chorus

	The musical was presented in three acts.

	The action takes place during the present time in Villepreux, St. Cyr, and Camembert, France.






Musical Numbers

Note: (*) = music by Ludwig Englander; (**) = music by Louis Varney (when known, names of performers are included).


	Act One: Opening Chorus (*); “The Demon of the Deep” (*); “When a Girl Doesn’t Know What She Is” (*) (Toby Claude); “Military Ensemble” (**); “The Cadets of St. Cyr” (**); “I Annex It” (*) (lyric by J. Cheever Goodwin) (Dan Daly); “In My Museum Now” (*) (Dan Daly); Finale (**)

	Act Two: Opening Chorus: “Cantineer of the Regiment” (**); “Ve Vas Germans” (**) (Dan Daly, Toby Claude); “Champagne Waltz” and Chorus (**) (Adele Ritchie); “The Special Train” (**); “We Cannot Let You Go” (**) (Ensemble); “Chorus of Notables” (**); “They Are Nothing but Girls” (*) (Dan Daly); “We Are the Heiresses” (**); “Come, Gentle Stranger” (**) (Ensemble); Finale (*)

	Act Three: “The Pavilion of Love” (**); “Gottel Got” (**) (lyric by J. Cheever Goodwin); Duo (*); “Battalion of France” (**); Finale (*) (**)



The Cadet Girl was an import from Paris, where it had opened as Les desmoiselles des Saint-Cyriens on January 28, 1898, at the Theatre de Cluny. The libretto was by Paul Gavault and Victor de Cottens, and the music by Louis Varney, and the American book and lyrics were by the ubiquitous Harry B. Smith with additional songs composed by Ludwig Englander. The critics were lukewarm to the Broadway production, and despite a barrage of pre-opening angst and gossip (see below), the public didn’t overwhelm the box office, and the show was gone after six weeks.

The plot was the old one about a missing heiress, and the search boils down to just two likely candidates, the chic Marguerite (Adele Ritchie) who attends Madame Majeste’s fashionable academy for girls and Antoinette (Christie MacDonald), the wife of a local innkeeper. Christie was the operetta’s leading lady, and so it was no surprise that she’s the long-lost heiress.

The New York Times noted that once upon a time the story was “a young and not innocent farce-comedy of true Parisian type,” but during the “process of disinfection” when the work underwent the required “quarantine” for New York audiences “most” of the original “malodorousness” had been “lost.” As a result, the “nondescript” production was “something about a medal” and “something else about a will” and legacy, and those in the audience who “really cared” about the goings-on and who tried to piece together the story “went home with headaches.”

The Pittsburgh Press found the plot “somewhat complicated” but said the music was “catchy” with “jingly” melodies. Otherwise, it took three acts to find the heiress, including one scene that took place in the “inevitable” French café. The Indianapolis News told its readers the show was “lavishly” staged with an “excellent” cast, but otherwise the evening was “trivial, poor stuff, the lines being dull and the music lacking life and sparkle.” Meanwhile, the Chicago Tribune decided the musical would “do” and “pass muster” for the summer and commented that it was “a French vaudeville, twisted and turned, literalized and vulgarized into the nondescript thing that is called a musical comedy.”

The pre-opening publicity was probably more interesting that the show itself. The Times reported that producer George W. Lederer of the Casino Theatre had “loaned” three of his players, Virginia Earle (who would play the role of Antoinette), Toby Claude, and William Prospect Carleton, to producer A. H. Chamberlyn for The Cadet Girl, which was to play at the Casino Theatre. But on July 17 the performers were notified by the Casino’s general manager James Lederer to report for work at the Casino for that theatre’s next production. Chamberlyn said this action was part of a “conspiracy” by the Lederers to prevent his show from opening.

As a result, Chamberlyn booked the Herald Square Theatre, and it seems that Earle waffled as to whether she would, or could, stay with the production at the Herald Square or return to the Casino for another Lederer presentation. Because of the furor, the New York Tribune decided that The Cadet Girl was a “war play” with “war features” which were “behind the scenes.” When “the smoke of this theatrical bombshell had hardly cleared away,” Earle announced that “on the advice of counsel” she had to withdraw from the musical because she had previously signed a two-year contract with Lederer.

On July 20, the Times announced that Lulu Glaser would assume Earle’s role, and if she was “able to get up her part” the opening night would occur on July 23. (Despite Earle’s withdrawal, note that Claude and Carleton remained with the production.) On July 20, the Tribune continued its reports on the “merry war” between the Lederers and Chamberlyn, and in its July 21 edition the Tribune announced that as of “last night” (July 20) Glaser was no longer with the company because “she felt she could not get ready in time” for the opening (Glaser also told a reporter that she “often changed her mind like that”). The same article also reported the curious news that Christie MacDonald had already “been at work at the rehearsals” since July 19, which was the day before Glaser bowed out of the production.




THE CASINO BOY


	Theatre: Casino Roof Garden

	Opening Date: July 31, 1900; Closing Date: September 9, 1900

	Performances: 35

	Book and Lyrics: Robert B. Smith

	Music: Harry T. MacConnell

	Producer: George W. Lederer

	Cast: Anna Laughlin (Ginger Early), Countess von Hatzfeldt (Willie K. Seeno), Jack Gardner (Padlock Holmes),George K. Fortescue (Nether Saphosole), Gilbert Gregory (Mr. Nero), Sol Solomon (Dennie), Belle Williams (Matilda), John Queen (Dakota Ethelbert), Robert Ward (Cab Man), Zella Frank (1900 A.D.), Louis M. Granat (The Whistling Newsboy), William J. Conlan (Pajama), Franklin J. Smith (Bloomer), Mark S. Smith (Trouser), R. Edgar Vance (Pantaloon), Minerva Courtney (Truly Would), Libbie Hart (Surely Could), Louise Middleton (Really Should), Bessie Keyes (Wholly Good), Alice Lane (Sincerely Thine), Laura Lane (Absolutely Mine), Pony Menzies (Superbly Fine), Josephine Nagle (Brightly Shine), Amie Hadden (Cornell), Lettie Bryan (Columbia), Isabel Carroll (Yale), Maud Vincent (Harvard), Hattie Hilton (Princeton), Geraldine Cook (Amherst), Helen Gordon (Pennsylvania), Agnes Keller (Wisconsin); Chorus






Musical Numbers

Note: Most musical numbers and sketches are unknown, except for the following that were referenced in newspaper reviews and are here given alphabetically.


	“Mobile Gal” (song); “Quo Vadis” (sketch); “Sapho” (sketch); “Sherlock Holmes” (sketch)



Producer George W. Lederer brought The Casino Boy to the Casino Theatre’s Roof Garden about two months after his successful The Casino Girl closed. The new show was a one-act musical that constituted one-third of the evening. According to the New York World Tribune, The Casino Boy played from 9:30 to 11:00, was preceded by an unnamed minstrel show (8:30–9:20), and was followed by an unnamed series of specialty acts that played until midnight. The Tribune reported that the title character wasn’t “a ‘nice’ or interesting or entertaining boy” and the audience wasn’t “enthusiastic.” In fact, after the first scene of The Casino Boy many in the audience headed home.

The Casino Boy explored an incident that occurred during the run of The Casino Girl when its star Virginia Earle received a box of poisoned candy. The title character Willie K. Seeno (a trouser role played by Countess von Hatzfeldt) is falsely accused by the jealous Nether Saphosole (George K. Fortescue in a drag role) of sending the candy to Ginger Early (that is, Virginia Earle, and played by Anna Laughlin), and the boy is brought to trial. But Padlock Holmes (Jack Gardner) seeks out the actual criminal, and Judge Nero (Gilbert Gregory) acquits our hero. For her false testimony, Saphosole is sentenced to play the title role of Sapho for a full season.

Considering that the Case of the Poisoned Candy was a serious one that could have resulted in tragedy, the Pittsburgh Press said the matter was a “painful thing out of which to extract fun” but then noted that “no topic” was “sacred” to a burlesque writer. As for the plot, the critic told his readers not to expect an explanation because he’d “wrestled with a good many theatre plots in my time, but I confess this one is beyond me,” and “besides, there isn’t any” plot.

The Chicago Tribune found the music “light” and “catchy” and noted that “Mobile Gal” was the score’s “most tuneful” offering. The production didn’t lack “mirth and melody,” but the cast was “mediocre,” the stage effects were “indifferent,” and the costumes “hampered” the show’s success. The critic mentioned that “in solving the stage mystery,” burlesques were given of three recent Broadway plays, William Gillette’s Sherlock Holmes, Clyde Fitch’s Sapho, and Stanislaus Stange’s Quo Vadis.

With The Casino Boy, librettist and lyricist Robert B. Smith made his Broadway debut, and with his already established brother Harry B. Smith as well as Edgar Smith (the latter no relation to the brothers) Robert became one of musical theatre’s most ubiquitous librettists and lyricists. In fact, for three solid decades it seemed that every other Broadway musical was written by one of the three Smiths.

The evening’s minstrel show was populated by the Casino Beauty Minstrels, and the specialty acts for the final portion of the evening included the Gardner Musical Trio (singers), Mlle. Alma (living tableau poses), Lew Simmons and Frank White (blackface routine), Louis M. Granat (whistling routine), John Gardner (dancer), and the Three Lane Sisters (acrobats, singers, and dancers).




THE REBEL


	Theatre: Academy of Music

	Opening Date: August 20, 1900; Closing Date: October 20, 1900

	Performances: 57

	Play: James B. Fagan

	Lyrics and Music: Andrew Mack

	Direction: Joseph Humphries; Producers: Isaac B. Rich and William Harris; Scenery: Joseph Physioc; M. Hermann; Charles Christie; Musical Direction: John C. Sorg

	Cast: Andrew Mack (Jack Blake), George W. Deyo (Squire Bagenail), John W. Ince Jr. (Ned Bagenail), EdwinBrandt (Captain Armstrong), John C. Fenton (Father Teeling), Henry Sutur (Squire Fallon), Edward Aiken (“Hellcat” Ryan), Thomas Jackson (Jimmy Keogh), William J. Morgan (Counselor O’Mahan), George Pullman (Colonel Desmarets), Giles Shine (“Dark” Michael Ogie), Charles McDonald (Mick Rafferty), Benjamin T. Ringgold (Andy), Daniel O’Connell (Doctor Considine), Edward Daley (Cooler), Charles Walton (Lame Shann), John Sylvester (Larry “The Snatcher”), John Frees (Corporal), John Frees Jr. (Sergeant), Josephine Lovett (Nora Bagenail), Clara Knott (Bridget); Ensemble

	The play with music was presented in four acts.

	The action takes place in Ireland during 1798.






Musical Numbers

Note: The production included four songs, all performed by Andrew Mack.


	“Little Tommy Murphy Was a Soldier Bold”; “Freedom and Ireland”; “Serenade”; and “Eyes of Blue”



The Rebel starred Boston-born Irish singer Andrew Mack and was the first of two plays with music that opened during the season and dealt with Irish life, and it was followed by Irish tenor (and Buffalo-born) Chauncey Olcott’s vehicle Garett O’Magh.

The action takes place during the Irish rebellion of 1798, and the rebel-leader hero is Jack Blake (Mack), who loves Nora Bagenail (Josephine Lovett), daughter of Squire Bagenail (George W. Deyo) and sister of Jack’s friend and fellow rebel Ned Bagenail (John W. Ince Jr.). Captain Armstrong (Edwin Brandt), who professes to be an Irish patriot and joins Jack and Ned’s band, is also attracted to Nora, who cares only for Jack. Soon Ned discovers Armstrong is a British spy, and the two duel; Ned is killed, and with his dying breath he tells Nora he hopes she’ll marry Jack, which she does. Meanwhile, Jack is captured by the British and condemned to death, but the New York Tribune was happy to report that our hero “effects a miraculous escape, as captives sometimes do” and in a duel kills Armstrong. Then Jack, Nora, and the freedom fighters flee to France for a better life.

The Chicago Tribune reported that the play was on “good old melodrama lines,” and one song (“Freedom and Ireland”) was a “rattling march” that would “be whistled all winter”; the Tribune also said the number “so stirred the patriotism of many wearers of the green present that a heavy foot accompaniment soon resounded from the galleries.” The Tribune commented that the production was “distinctively an Irish play” that was awash with “veritable bog swamps of Celtic brogue.” The Brooklyn Daily Eagle said the play was “intensely patriotic from an Irish point of view” and offered “many thrilling denouements,” and the evening’s “biggest hit” was “Little Tommy Murphy Was a Soldier Bold.”




FIDDLE-DEE-DEE/QUO VAS ISS?/ARIZONA/EXHIBIT II

“A KNOCK-OUT BLOW TO THE DEMONS OF CARE AND MELANCHOLY”


	Theatre: Weber and Fields’ Music Hall

	Opening Date: September 6, 1900; Closing Date: April 20, 1901

	Performances: 262

	Dialogue (Book) and Lyrics: Edgar Smith

	Music: John Stromberg

	Direction and Choreography: Julian Mitchell;Producers: Joseph (Joe) M. Weber and Lew M. Fields; Scenery: John R. Young; Costumes: Will R. Barnes; Musical Direction: John Stromberg

	The production was given in two acts.



Fiddle-Dee-Dee was offered in two “exhibits.” The first exhibit (Fiddle-Dee-Dee) was a revue-like book musical that was performed throughout the New York run. The second part of the evening was a burlesque of the recent hit drama Quo Vadis, here called Quo Vas Iss? Both offerings had book and lyrics by Edgar Smith and music by John Stromberg, and the stellar cast for both works included the team of Joe Weber and Lew Fields (both of whom also produced), Lillian Russell, Fay Templeton, and DeWolf Hopper. During the run, Quo Vas Iss? was dropped in favor of a burlesque of the hit drama Arizona, and then Arizona was dropped for a travesty (titled Exhibit II) of three current Broadway successes, A Royal Family, The Gay Lord Quex, and Florodora.

The production was the season’s second-longest-running musical with 262 performances under its belt (at 553 performances, Florodora was the season’s longest-running musical). As soon as Fiddle-Dee-Dee closed, it took to the road with a booking at Boston’s Tremont Theatre with all the Broadway principals (Weber, Fields, Russell, Templeton, and Hopper). The tour’s bill offered Fiddle-Dee-Dee as the first exhibit, followed by Exhibit II.




Fiddle-Dee-Dee

“A POTPOURRI OF DRAMATIC FOLDEROL”


	The action takes place during 1900 at the Paris Exposition (the first scene on the Rue de Paris and the second at the Exposition’s Swiss Village).

	Cast: DeWolf Hopper (Hoffman Barr), David Warfield (Shadrach Leschinski), Joseph (Joe) M. Weber (Michael Krautknuckle), Lew M. Fields (Rudolph Bungstarter), John T. Kelly (Ignatius McSorley), Charles Fostelle (Birdie McSorley), George Ali (Leo [of the canine persuasion, specifically a St. Bernard]), Benjamin Hapgood Burt (Ingambe), Harold T. Morey (Pourboire), Lillian Russell (Mrs. Waldorf Meadowbrook), Fay Templeton (La Belle Zara), Josephine Allen (Fantine), Irene Vera (Frizette), Bonnie Maginn (Mariette), Belle Robinson (Googoo), Margaret Sayre (Bilkarine), Goldie Mohr (Nervie Tartington); American Youths Doing Paris: Bonnie Maginn (Nestor Puffer), May Sherwood (Sterling Kane), Leona Hilbon (Dodge Carr), Goldie Mohr (Charlie Horseleigh), Jessie Richmond (Madison Parks), Vernie Wadsworth (Claremont Riverside), and Genevieve Dolaro (Asbury Sands); Gendarmes: Myra Smith (Allez) and May McKenzie (Cinqcentime); Hoffman Barr’s String of Beauties, including Belle Robinson (Gladys Canby), Inez Rae (Marie Early), Ilma Pratt (Rhoda Wheeler), Mae Sherwood (Mazie Walzinger), Allie Gilbert (Merrie Andrews), and May Page (Blondie Dyer); Shirt-Waist Men, including Leona Hilbon (Duryea Starchleigh), Lillian Heckler (Wilton Warmington), and others (probably during the run, and certainly for the tour, the number of shirt-waisters was doubled, and their character names included Hi Kohler, Lo Tighe, Studley Pleats, and Will B. Done-up); Nata Strombeg (Forrest Holmes), Florence Dressler (Fourchette); Spanish Dancers: Phyllis LaFond (Bolero), Belle Robinson (Cachuca), Violet Jewell (Seguedilla), and Mazie Follette (Fandango); The Lingerie Sisters: Grace Pierrepont (Garta), Carrie Willis (Valencienne), Ilma Pratt (Torchon), and Virginia Foltz (Basbleu); Bessie Clayton (Specialty Dancer)

	Musical Numbers: Opening Chorus: “Come One, Come All, and See the Sights” (Orchestra and Chorus); “The Tips of Gay Paree” (John T. Kelly); “Nothing Doing” (DeWolf Hopper); “I Sigh for a Change” (Lillian Russell); “Comic Opera” (Lillian Russell, DeWolf Hopper); “Je ne comprend pas” and “Ma Blushing Rosie, Ma Posie Sweet” (Fay Templeton, Chorus); “Fiddle-Dee-Dee March” (Bessie Clayton); “Swiss Yodel” (George P. Watson, Ensemble); “Come Back, My Honey Boy, to Me” (Lillian Russell); Finale



The wispy plot of Fiddle-Dee-Dee followed the misadventures of tourists Michael Krautknuckle (Weber) and Rudolph Bungstarter (Fields) during their visit to the Paris Exposition. Among others, they meet Mrs. Waldorf Meadowbrook (Russell), who according to the program is “a young widow with a longing to do something to startle society,” and La Belle Zara (Templeton), whom the program described as “a chanteuse Parisienne.” They also meet up with young American Hoffman Barr (DeWolf Hopper), who has “nothing but money and nothing to do but spend it”; Irish uncle and niece Ignatius McSorley and Birdie McSorley (John T. Kelly and Charles Fostelle), who are “doing the Continent for the first time”; Shadrach Leschinski (David Warfield), a “Hebrew prestidigitateur”; and Leo (George Ali), whom the program identified as a St. Bernard dog. They also meet Dodge Carr, Charlie Horseleigh, and Merrie Andrew, and among the group of shirt-waist men they encounter Hi Kohler, Lo Tighe, Studley Pleats, and Will B. Doneup.

The New York Times decided that “when three-quarters of an hour are cut” from the show the evening would be “wholly diverting in its somewhat audacious and irresponsible way.” The show was “quite the most elaborate and beautiful exhibition” ever presented at Weber and Fields’ Music Hall, and the scene change from a Paris street to a Swiss village was a “mechanical triumph.” Two songs (“Ma Blushing Rosie, Ma Posie Sweet” and “Come Back, My Honey Boy, to Me”) were destined for popularity, the remaining songs were “of a fair quality,” the dance music was “taking,” and Russell was “as incomparably lovely and melodious as ever.”

The Chicago Tribune found the production “as meaningless in plot as its name,” and the show’s “humor syndicate” had “a great amount of work ahead of it to bring the fun of this year’s burlesquers up to the standard of other times.” But the songs were “attractive and tinkling,” the costumes “magnificent,” and the chorus “as pretty and active as ever.” The Detroit Free Press complained of “many dull moments” and stated the overall effect was “stupid and tedious,” and the New York Tribune said the heat inside the theatre was “insufferable” and the evening itself was one of “uneasiness and unhappiness to every intelligent person who went to the stuffy little hole called the Weber and Fields’ Music Hall” because “nothing funny, nothing bright, [and] nothing smart was seen or heard there.”




Quo Vas Iss?

A BURLESQUE BASED ON THE 1900 PLAY QUO VADIS BY STANISLAUS STANGE, WHICH WAS BASED ON THE 1896 NOVEL QUO VADIS BY HENRY SIENKIEWICZ.


	Opening Date: September 6, 1900; Closing Date: October 17, 1900

	Performances: 48

	The action takes place in Rome circa 55 CE.

	Cast: DeWolf Hopper (Petrolius), Charles J. Ross (Marcus Finishus), John T. Kelly (Zero), Joseph (Joe) M. Weber (Fursus), Lew M. Fields (Smallus), David Warfield (Hilo), Harold T. Morey (Tickeliritus; Punctus Tireas), Margaret Sayre (Starvus), Violet Jewell (Deodorus), Grace Pierrepont (Porus Plasta), Leona Hilbon (Chirpnos), Ben Hapgood (Infamous Touchus), Carrie Willis (Quininius), May Sherwood (Dufikus Tumatus), Virginia Foltz (Bogus Extrus), Eva Allen (Peddlus Potatus), George Ali (Sparrus Copus), Fay Templeton (Lythia), Josephine Allen (Popcornea), Bonnie Maginn (Spoonice), Belle Robinson (Numonia), Goldie Mohr (Acta), Mazie Follette (Pumpia), Phyllis LaFond (Rubba), Ilma Pratt (Catapilla), Myra Smith (Stabba), Georgia Stewart (Killa), Inez Rae (Slashus), Florence Bell (Jabba), Marie Worthington (Solus), Clara Selden (Plexus)

	Musical Numbers: “We Are Citizens of Rome” (Chorus); “Signor Gazamma” (DeWolf Hopper, Chorus); “Come Fetch Your Baby Home” (Fay Templeton, Ensemble); Finale



Quo Vas Iss? spoofed Stanislaus Stange’s hit 1900 play Quo Vadis, and so the audience was transported to ancient Rome where they meet Nero and Poppea (here, Zero and Popcornea), not to mention the poet Star-vus, the pickpocket Infamous Touchus, “everyday” Romans on the order of Bogus Extrus and Sparrus Copus, plus Peddlus Potatus, Porus Plasta, Punctus Tireas, and Sparrus Copus. And let’s not forget such cut-ups as Stabba, Slashus, Jabba, and Killa.

The Times found much of the burlesque “very funny,” and the décor was “as Roman as possible”; the Pittsburgh Press said the presentation was “clever”; and the Free Press noted that Quo Vas Iss? was “better” than Fiddle-Dee-Dee and “helps out the show immensely.”




Arizona

A BURLESQUE BASED ON THE 1900 PLAY A RIZONA BY AUGUSTUS THOMAS.


	Opening Date: October 18, 1900; Closing Date: December 19, 1900

	Performances: 73

	Cast: DeWolf Hopper (Henry Cannedbeef), John T. Kelly (Colonel Bunjam), David Warfield (Captain Hogman), Charles J. Ross (Lieutenant Tention), Lew M. Fields (Sergeant Killer), Harold T. Morey (Doctor Felon), Bonnie Maginn (Lieutenant Stung), Virginia Foltz (Lieutenant Frolic), George P. Watson (Pony Mustango), George Ali (Ham Song), Lillian Russell (Sarsaparilla), Fay Templeton (Bonita), Joseph (Joe) M. Weber (Lena Killer), Charles Fostelle (Mrs. Cannedbeef), Ilma Pratt (Miss MacCrullers), Leona Hilbon (Montzeuma Matt), Belle Robinson (El Paso Pete), Goldie Mohr (Alkali Bill), Phyllis LaFond (Lariat Luke), Margaret Sayre (Buck Saddler), Violet Jewell (Hi Roper), Mae Sherwood (“Pop” Gunner), Grace Pierrepont (Apache Charley), Mazie Follette (Cherokee Kid), Carrie May (Antonio Alamo), Myra Smith (Durango Colorado), Georgia Stewart (Chiaca Tamale), Florence Bell (Pupa Chihuahua), May McKenzie (Juan Sombrero); Cavalry Soldiers: Dappy Grey, Jessie Richmond, Eva Allen, Lillian Heckler, Grace Heckler, Vernie Wadsworth, Mamie Gould, Edna Birch, Ethel Jewett, Madge Adae, and Nettie Barton

	Musical Numbers: “Beautiful Arizona” (DeWolf Hopper); “Uncle Sam’s Boys in Blue” (Chorus); “Puff Puff”(Lillian Russell); Finale



Arizona laughed at Augustus Thomas’s popular melodrama of the same name, and Hopper played the leading role of Henry Canby (here, Henry Cannedbeef). The Times praised the score, including “Beautiful Arizona” for Hopper (in which he complains about the state’s aridity) and “Puff Puff” (a “cigarette song” for Russell), and a follow-up review noted that the sequence was “too long and too persistent” and required a “refining process.” The New York Tribune mentioned that many of the play’s incidents were “laughably caricatured” in the burlesque, and the Chicago Tribune found the piece “excellent if not wildly hilarious entertainment.”




Exhibit II

“A COMPOSITE AFFAIR”


	Opening Date: December 20, 1900; Closing Date: April 20, 1901

	Performances: 141

	Cast: DeWolf Hopper (Hoffman Barr masquerading as The Gay Lord Quex), Fritz Williams (Prince Victor Constantine masquerading as Count Bernadine), Lew M. Fields (Rudolph Bungstarter masquerading as King Louis), Joseph (Joe) M. Weber (Michael Krautknuckle masquerading as Prince Ferdinand), David Warfield (Shadrach Leschinski masquerading as Queen Ferdinand), John T. Kelly (Ignatius McSorley masquerading as Baron Grogstein), George Ali (Tipit), Lillian Russell (Mrs. Meadowbrook masquerading as Princess Angela), Fay Templeton (Sophy Fullgally), Bonnie Maginn (Baron Holdfast; Flossie), Allie Gilbert (Dossie; Miss Emery), Belle Robinson (Bossie; Miss Fyles), Leona Hilbon (Dodge Carr), May Sherwood (Sterling Kane), Virginia Foltz (Madison Parks), Dappy Grey (Claremont Riverside), May McKenzie (Asbury Sands), Genevieve Dolaro (Charlie Horseleigh), Violet Jewell (Miss Rosaline), Ilma Pratt (Miss Brummell), Ruth Rollins (Miss Towle), Lillian Heckler (Miss Cutter), Margaret Sayre (Duchess of Prude), Irene Vera (Countess of Elmhurst), Inez Rae (Lady Lowbridge), Grace Pierrepont (Lady Syosset), Jessie Richmond (Lady Hempstead), Madge Adae (Lady Westbury), Mamie Gould (Chilton), Vernie Wadsworth (Chomondley), Grace Heckler (Hammersley), Alice Curtis (Cortland), Minnie Garretty (Bleeker), Sissie Garretty (Essex)

	The action takes place during the present time in a villa near Paris.

	Musical Numbers: “The Latest Cure for Ennui” (Chorus); “That’s about the Size of It” (DeWolf Hopper); “I’m a Respectable Working Girl” (Fay Templeton); “Tell Us, Pretty Ladies” (Principals, Chorus); “Fads” (Lillian Russell); Finale



Exhibit II was a self-described “composite affair” that took place in a villa outside Paris and managed to work in burlesques of three current Broadway hits, Robert Marshall’s A Royal Family, Arthur Wing Pinero’s The Gay Lord Quex, and Leslie Stuart and Owen Hall’s Florodora. During the Broadway run and on tour, the production introduced spoofs of other popular Broadway offerings.

The Times reported that Exhibit II took the “wildly preposterous” story of Fiddle-Dee-Dee to “an unintelligible conclusion” and praised Templeton’s “I’m a Respectable Working Girl” (a “capital Cockney song”) and “Tell Us, Pretty Ladies,” a travesty of Florodora’s “Tell Me, Pretty Maiden.” A follow-up review by E. A. D. said the evening was “bright and taking enough of its utterly informal sort, and will long be popular.”




THE ROSE OF PERSIA, OR THE STORY-TELLER AND THE SLAVE


	Theatre: Daly’s Theatre

	Opening Date: September 6, 1900; Closing Date: September 29, 1900

	Performances: 25

	Libretto: Basil Hood

	Music: Arthur Sullivan

	Based on the Arabian Nights tale “Abu Hassan, or The Sleeper Awakened.”

	Direction: Richard Barker; Producer: Charles Frohman by arrangement with Richard D’Oyly Carte; Scenery: Edward G. Unitt; Costumes: Percy Anderson; Musical Direction: S. Simonson

	Cast: Charles Angelo (The Sultan Mahmoud of Persia), John LeHay (Abu-el-Hassan), Sidney Bracey (Yussuf),Herbert Clayton (Abdallah), Stuart Hyatt (The Grand Vizier), John Doran (The Physician-in-Chief), Arthur Barry (The Royal Executioner), Ruth Vincent (The Sultana Zubeydeh aka Rose-in-Bloom), Hettice Lund (Scent-of-Lilies), Isabelle Dillon (Heart’s Desire), Hilda Stephens (Honey-of-Life), Amy Martin (Dancing Sunbeam), Mary Conyngham (Blush-of-Morning), Doris Latour (Oasis-in-the-Desert), Hetty Hertzfeld (Moon-Upon-the-Waters), Marguerite Trew (Song-of-Nightingales), Nell Meissener (Whisper-of-the-West-Wind); Chorus

	The musical was presented in two acts.

	The action takes place a long time ago in Persia.






Musical Numbers


	Act One: Opening Chorus: “As We Lie in Langour Lazy” (Girls); “I’m Abu-el-Hassan” (John LeHay); “When Islam First Arose” (Herbert Clayton, Girls); “Dancing Sunbeam” (Amy Martin); “If a Sudden Stroke of Fate” (Mary Conyngham, Amy Martin, Herbert Clayton); “If You Ask Me to Advise You” (Ruth Vincent, Hettice Lund, Isabelle Dillon); “’Neath My Lattice” (Ruth Vincent); “Tramps and Scamps” (Chorus); “When My Father Sent Me to Ispahan” (John LeHay, Chorus); “I Care Not If the Cup I Hold” (Sidney Bracey, Chorus); “Musical Maidens Are We” (Ruth Vincent, Hettice Lund, Isabelle Dillon, Hilda Stephens, John LeHay, Chorus); “We Have Come to Invade” (Herbert Clayton, John LeHay); “What Will Become of Me?” (John LeHay, Amy Martin, Doris Latour, Hetty Hertzfeld, Marguerite Trew, Nell Meissener, Mary Conyngham, Wives); “I’m the Sultan’s Vigilant Vizier” (Stuart Hyatt, John Doran, Arthur Barry, Charles Angelo); Finale: “Oh, Luckless Hour” (Company)

	Act Two: “Oh, What Is Love?” (Isabelle Dillon, Sidney Bracey); “If You or I Should Tell the Truth” (Hettice Lund, Hilda Stephens, Isabelle Dillon, Sidney Bracey); “From Morning Prayer to Sultan” (Stuart Hyatt, John Doran, Arthur Barry, Chorus); “Let a Satirist Enumerate a Catalogue of Crimes” (Charles Angelo); “In My Heart of Hearts I’ve Always Known” (Amy Martin, Mary Conyngham, Hilda Stephens, Marguerite Trew, Charles Angelo, Stuart Hyatt, John Doran); “Suppose—I Say, Suppose” (Ruth Vincent, Charles Angelo); “Laughing Low, on Tip-Toe” (Chorus); “Where Am I?” (John LeHay, Stuart Hyatt, John Doran, Chorus); “It’s a Busy Day” (Hettice Lund, Arthur Barry, Sidney Bracey, Isabelle Dillon, John LeHay); “Our Tale Is Told” (Sidney Bracey); “What Does It Mean?” (Amy Martin, Mary Conyngham, Sidney Bracey, A Royal Guard); “It Has Reached Me a Lady Named Hubbard” (Amy Martin, Hettice Lund, Sidney Bracey, John LeHay, Others); “Hassan, the Sultan with His Court Approaches” (Stuart Hyatt, John Doran, Arthur Barry, Chorus); “There Once Was a Small Street Arab” (John LeHay); Finale



Arthur Sullivan’s The Rose of Persia, or The Story-Teller and the Slave had been a solid hit in London where it opened at the Savoy Theatre on November 29, 1899, for a healthy run of 211 performances. Sullivan’s final collaboration with W. S. Gilbert was The Grand Duke in 1896, and once the partnership dissolved Sullivan’s next operetta was The Beauty Stone in 1898 with a libretto by Arthur Wing Pinero and J. Comyns Carr. Basil Hood wrote the libretto for The Rose of Persia, and he and Sullivan next began collaboration on The Emerald Isle, or The Caves of Carrig-Cleena, but Sullivan died in 1900, leaving the opera unfinished (Edward German completed the work, and it premiered in London the following year with a Broadway production in 1902).

Despite the London success of The Rose of Persia, the operetta was met with indifference in New York. It closed in three weeks and was never again produced on Broadway. The critics decided Hood was no Gilbert (but who was?) and felt Sullivan’s music was pleasant but not as memorable as his earlier scores. Moreover, they found the performances wanting (note that one or two critics indicated the cast members had appeared in the London production, but, if so, they weren’t the performers heard on opening night at the Savoy and may have been replacements).

Inspired by the Arabian Nights ’ tale “Abu Hassan, or The Sleeper Awakened,” the folderol was set in Olde Persia and focused on the Sultana Zubeydeh aka Rose-in-Bloom (Ruth Vincent), her husband the Sultan Mahmoud (Charles Angelo), and Hassan (John LeHay). The sultana pays a forbidden visit to Hassan’s home and tries to keep it a secret from the sultan, who meanwhile has abducted and drugged Hassan in order to make him believe he’s the sultan.

The Brooklyn Daily Eagle said the comic opera lacked “one essential—it is not comical”; the New York Times found Hood’s book “fairly interesting and amusing” during the first act but noted the action and the humor diminished in the second; and the New York Tribune said the book was bereft of “invention” and made for a sometimes “doleful” evening. The Chicago Tribune said the plot was “intelligent” but the action “too placid,” the dialogue “barren of ideas,” and the lyrics without “brilliancy.” Further, the incidents had no “spirit,” the jokes were too “literal,” and the dialogue required “zest.” Ultimately, the work lacked “finesse” because it was “all plain and obvious.”

For Nancy Sykes in the Detroit Free Press, the operetta was a “disappointment” with a “slow” libretto and music that was for the most part “not likely to become popular,” but in another review she noted that the score was “tuneful.” Brooklyn Life said the “beautiful” music lacked the “catchiness” of Sullivan’s earlier works but there was “no lack of bright and even brilliant musical effects”; the New York Evening World indicated the music was “always correct and sometimes tuneful”; and the Times said that despite a score that was “melodious and muscianly” the music wasn’t “popular in style” as Sullivan’s previous work.

The cast took the brunt of complaints. The Chicago Tribune found the company “inferior”; the New York Tribune said most of the singers didn’t “know what the words mean, or are unable to speak them so as to make their meaning plain to the listeners”; and the Times thought the evening would “have made a much better impression if it had been performed with some spirit and more understanding.” Brooklyn Life said many of the singers weren’t “up to the mark,” and Sykes noted that while the cast members worked hard they didn’t “accomplish very much” and “as a rule” were “a mushy lot of singers and actors.”

There are various recordings of the score, including a two-CD set issued by CPO Records that includes the libretto.




THE MONKS OF MALABAR


	Theatre: Knickerbocker Theatre

	Opening Date: September 14, 1900; Closing Date: October 20, 1900

	Performances: 39

	Book and Lyrics: J. Cheever Goodwin

	Music: Ludwig Englander

	Direction: A. M. Holbrook;Producers: Sam Nixon and J. F. Zimmerman; Scenery: Henry E. Hoyt; Costumes: Dazian; Musical Direction: Emerico Morealle

	Cast: Francis Wilson (Boolboom), Van Rensselaer Wheeler (Daru), Hallen Mostyn (The Maharajah of Malabar), H. Arling (Bitoby), Sidney Jarvis (Bakari), J. Ratliff (Macassar), Madge Lessing (Anita Tivoli), Maud Hollins (Cocodilla), Edith Bradford (Zizibar), Clara Palmer (Djelma), Louise Lawton (Ninika), Edith Hutchins (Zoloe); Chorus

	The musical was presented in three acts.

	The action takes place during the present time in Malabar, India.






Musical Numbers


	Act One: Orchestral Prelude; “Hail the Groom and Hail the Bride” (Chorus); “I Love My Love” (Edith Bradford); “Where He Goes, We Go, Too” (Maud Hollins); “The Monks of Malabar” (Francis Wilson, Chorus); “The Dear Little French Grisette” (Francis Wilson, Van Rensselaer Wheeler); “Singing and Dancing” (Ensemble); “In Gay Paree” (Madge Lessing, Chorus); “Article 213” (Francis Wilson, Edith Bradford, Maud Hollins, Clara Palmer, Louise Lawton, Edith Hutchins); “Joseph, James and John” (Francis Wilson, Madge Lessing); Finale; “Go On and Marry!”

	Act Two: “With Keen Anticipation” (Ensemble); “Hear! Hear!” (Hallen Mostyn); “You Know That I Adore You” (Edith Bradford, Maud Hollins); “Ebb and Flow” (Van Rensselaer Wheeler, Chorus); “With Glad Acclaim” (Chorus); “Then, If I Understand Right” (Francis Wilson, Madge Lessing, Chorus); Finale: “No More Weighted Down by Sorrow”

	Act Three: “Ha! Ha! Ha! Ha! Ha! Ha!” (Edith Bradford, Maud Hollins, Edith Hutchins, Clara Palmer); “There We Are, Sir” (Chorus); “’Ere I Wed You” (Francis Wilson, Madge Lessing, Van Rensselaer Wheeler); Finale



Despite Broadway favorite Francis Wilson in the leading role, a lavish production set in exotic India, and generally good reviews for Ludwig Englander’s score, The Monks of Malabar couldn’t manage five full weeks on Broadway.

The action took place in Malabar and focused on former French merchant Boolboom (Wilson) who marries Parisienne milliner Anita Tivoli (Madge Lessing). Because of Anita’s hot temper, Boolboom decides he wants out of the marriage and concocts a plan to make it seem he’s been devoured by a tiger. But the law states that his “widow” must die by the fiery rite of suttee, and so Boolboom adopts an alias or two (including that of a monk) in order to save Anita and reunite with her. Despite confusion, complications, and deceptions, all ends well.

The critics mentioned that the title had almost nothing to do with the plot. The Brooklyn Daily Eagle suggested the title was used “merely for the sake of alliteration and euphony” because the monks in question were “not unduly conspicuous,” and Brooklyn Life echoed the sentiment by deciding the title was chosen “for the sake of euphony” and noted the monks had “as little to do with the plot as with a monastery.” The New York Tribune also commented that the titular monks had “very little” to do with the “whimsical” plot.

The New York Times said the story wasn’t “bad” but was just undeveloped and didn’t offer the “expected hilarity”; the Times also commented that librettist and lyricist J. Cheever Goodwin could write “as well as any other hack writer of librettos, and it may be said that the talk and the verses of the songs” were “made in the old familiar way.” William Raymond Sill in the New York Evening World provided a sample of some of the jokes, including one when Anita tells Boolboom that because she’s “escaped the funeral pyre” he seems to regard her as a “remnant sale,” but he quickly assures her that she’s a “fire sale.”

Sill indicated the “absolutely nebulous” production was “one of those affairs insufficiently bad to be wholly condemned and insufficiently good to be wholly praised.” Further, Englander’s score wasn’t “creditable” or “catchy,” and the composer had grown too “ambitious” and had “overwritten himself.” The Times said Englander hadn’t been “moved by a high ambition when he wrote this score,” and while some numbers had “clearly marked rhythmic effects, most of them [had] very familiar melodic foundations.”

The Detroit Free Press said the music was “much above the average and bristles with catchy songs and choruses,” the Baltimore Sun liked the “fetching” music, and the Tribune found the “bright and varied” score “positively charming” with “no dull moments.” Brooklyn Life said the score contained “conventional pretty music” with the exception of “some very expressive music for the orchestra as the dawn finds the square filling with people,” and the Tribune commented that the music was especially notable “at the opening, when the composer’s fancy was freshly filled with the play’s environment and had not become fagged with the demands for conventional numbers.” Of the individual songs, more than one critic singled out “Joseph, James and John,” a comic look at ancestry.

The Eagle reported that Englander had composed “some very dainty music, evidently laboring under the idea that the best effect upon an audience is attained by harmony rather than by noise,” and so the cymbals, bass drum, and trombone were “relegated to their proper places in the orchestral scheme.”

The Louisville (Kentucky) Courier-Journal praised the “sumptuous stage mountings”; Brooklyn Life said the production was “lavishly staged”; and the Times indicated the work offered “many handsome costumes and brilliant stage pictures.” As for Wilson, Brooklyn Life liked his “inimitable drolleries” and the Tribune enjoyed his “diverting foolery,” and Sill said Lessing was “undeniably pretty” and “immeasurably magnetic” and seemed to have “a penchant for exhibiting her lingerie.”




THE ROGERS BROTHERS IN CENTRAL PARK


	Theatre: Hammerstein’s Victoria Theatre

	Opening Date: September 17, 1900; Closing Date: November 24, 1900

	Performances: 72

	Book: John J. McNally

	Lyrics: J. Cheever Goodwin

	Music: Maurice Levi

	Direction: Ben Teal;Producers: Marcus (Marc) Klaw and Abraham L. Erlanger; Scenery: Ernest Gros; Costumes: F. Richard Anderson; Sharp & Company; Lighting: electrical effects by Edward Ocker; Musical Direction: Maurice Levi

	Cast: Gus Rogers (Marcus Blatter), Max Rogers (Lucas Stucke), Eugene O’Rourke (Al Money), William West (George Merri), Lee Harrison (Ben Dunne), John Page (Sam Clippe), Carl King (Lavord; Inspector Botts), James Cherry (Con Maguffin; Park Policeman; Chief Inspector), Joseph Merrick (Inspector Wotts), George H. Nagel (Inspector Dotts), Willie Torpey (Tom Swift), Della Fox (Belle Money), Grace Freeman (Rose Merri), Marion Langdon (Floretta Diggs), Jeannette Bageard (Marie LeHaute), Edith St. Clair (Bettina Betts), Emma Francis (Constance Strain), Leonie Dueth (Daisy Money), Gertrude Saye (Ezi Money), Dollie Wiggins (Helen Money), Hattie Waters (Alona Money), Madge Pierce (Sisie Camera), May Taylor (Lucy Ricky), Margaret Stewart (Cora DeFitzmaurice), Elsie Davis (Carrie Page), Ruth Renard (Charlie Plenty), Mildred Claire (Willie Want); Chorus

	The musical was presented in three acts.

	The action takes place during the present time in New York City.






Musical Numbers


	Act One: Opening Chorus; “The Matrimonial Agent” (Eugene O’Rourke, Chorus); “The Duchess of Central Park” (Jeannette Bageard, Chorus); Specialty: “Lina, Ma Lady” and “Barnacle Jim and Binnacle Tim” (Gus Rogers, Max Rogers, Della Fox)

	Act Two: Opening Chorus: “In Central Park”; “A Bottle and a Bird” (Della Fox, Chorus); “Coster Songs” (William West; one critic noted that this sequence consisted of “two Easter songs”); “Sayings and Parodies” (Gus Rogers, Max Rogers); Military March: “The Brave Hussar” (Marion Langdon, Chorus); “Is It Yes, or Is It No?” (John Page, Emma Francis); “When Reuben Comes to Town” (Jeannette Bageard, Della Fox, Gus Rogers, Max Rogers); Finale: “Darktown Barbeque” (Company)

	Act Three: Opening Chorus: “Up on the Roof”; “Sally” (Grace Freeman, Chorus); “If Cabby Told Half That (What) He Knows” (Della Fox with Elsie Davis, Dollie Wiggins, Madge Pierce, Gertrude Saye, May Taylor, Mildred Claire, and Leonie Dueth); “Run, Brudder Possum, Run” (lyric by Bob Cole and James Weldon Johnson, music by J. Rosamond Johnson) (Gus Rogers, Max Rogers, Chorus); Finale (Company)



The Rogers Brothers (Gus and Max) specialized in dialect comedy of the Dutch variety. They made their Broadway debut in 1899 with A Reign of Error and, in the same year, appeared in The Rogers Brothers in Wall Street, which was followed by their foray into Central Park. Their six remaining “road” musicals (Washington, Harvard, London, Paris, Ireland, and Panama) are referenced elsewhere in this volume, and the series ended in 1907 with Panama (in 1908, Gus died unexpectedly after complications resulting from appendicitis; his death occurred just one week before he and Max were scheduled to play a New York return engagement of Panama).

The musical was a free-for-all in which Gus and Max (as Marcus Blatter and Lucas Stucke) are tricked into buying Central Park, Missouri, but think they’ve in fact purchased the whole of New York’s Central Park. The New York Times reported that on opening night the brothers received “vociferous” applause when they made their first act entrance via a folding bed that sprang from a wall. From there, the evening morphed into a “continuous variety affair,” and for all purposes the brothers could have been in Kalamazoo instead of Central Park (and except for an “alleged representation” of the Central Park Casino, “there was nothing about Central Park” in the show). But for all that, the evening “ran its merry and absolutely plotless and purposeless way.”

William Raymond Sill in the New York Evening World noted that the show was too long and ran until almost midnight, but the presentation was nonetheless a “cleanly, wholesome, witty, tuneful, amusing, artistic, and delightful” production with an “actual and clever plot”; Brooklyn Life reported that in the days following the opening the show began playing to “standees five or six deep,” and while the plot had “comparatively little to do,” the evening offered “about all that the average devotee of ‘vaudeville farce’ could ask”; and the Detroit Free Press enjoyed the “razzle dazzle of fun, song and dance.” The Brooklyn Daily Eagle said the show was “far and away ahead of any other musical extravaganza given in New York” and was a “slash, dash, bang entertainment, brimful of vim and go” with “gay” costumes, “handsome” scenery, “gay settings and electric lights,” and “some semblance of a plot.”

A follow-up review in the Times said the score was “spirited and taking”; Sill praised the “real” music and “many credible” lyrics; the Eagle liked the “tuneful” music and “pleasing” lyrics; and Brooklyn Life noted that Maurice Levi’s score was “very bright.” The Eagle singled out “If Cabby Told Half That (What) He Knows,” which was “rattling good,” but the opening-night reviewer for the Times said the number was “altogether too broad and thoroughly vulgar” and “even the exceedingly well-disposed audience at the theatre last evening was shocked by it, and did not fail to show it.” The song was “so broadly suggestive that it decidedly marred the otherwise clever show” and the producers would “do well to cut it out at once.” But when the production toured, the song was still in the score, as attested by a Boston program dated April 29–May 4, 1901, where the song was performed by Isadore Rush and the chorus.

“Run, Brudder Possum, Run” was later interpolated into The Red Moon.

The collection Music from the New York Stage includes a recording of Max and Gus Rogers discussing “How to Play Golf in Central Park.”




THE BELLE OF BOHEMIA


	Theatre: Casino Theatre

	Opening Date: September 24, 1900; Closing Date: November 10, 1900

	Performances: 35

	Book and Lyrics: Harry B. Smith

	Music: Ludwig Englander

	Direction: George W. Lederer; Producer: George W. Lederer; Choreography: Aurelia Coccia; Scenery: D. FrankDodge; Ernest Albert; Joseph Physioc; Costumes: Caroline Siedle; Musical Direction: Paul Steindorff

	Cast: Sam Bernard (Adolph Klotz), Dick Bernard (Rudolph Dinkelhauser), D. L. Don (Phelim McDuffy), Paul F. Nicholson Jr. (Algy Cuffs), Frederick Solomon (Yellowplush), John Hyams (Chick Riley), James A. Furey (Doctor Pillsbury, Si Muggins), Sol Solomon (’Arris), Stanford Wylie (’Awkins), Fred Titus (Hooligan), Clement Herschell (Mulligan), Otto Heilig (Cammembert), Thomas F. Hayden (Vermicelli), Benjamin Schwartz (Doeumpsky), Percy Hart (Ole Olson), Julian Myers (Machaggis), Gilbert Schramm (Murphy), Marie Dainton (Paquita), Irene Bentley (Geraldine McDuffy), Anna Laughlin (Mame aka La Sahara), Zella Frank (Brassie; Swift), Trixie Friganza (Chloe; Mrs. Muggins), Virgie Martin (Little Katie), A. Gentle (Little Leopold), Bonnie Clark (Rosie Mulberry), Susie Drake (Sadie Stuyvesant), Ruby Reid (Mamie Livingstone), Lottie Faust (Cora Van Cortlandt), Eugenie White (Daisy Manhattan), Teddie DuCoe (Laura Astergilt), Eleanor Burns (Hattie Van Twiller), Katherine Broughton (Netty Rubygold), Geraldine Fair (Polly Lafayette), Minnie Edwards (Jessie Jefferson), Cecilia Garrick (Myrtle Claremont), Julian Myers (Ebenezer), Lillian Madison (Samanthy),Virginia Earle aka Earl (Katie aka Mlle. Clarisse); Chorus

	The musical was presented in two acts.

	The action takes place during the present time in Coney Island, Newport, and Switzerland.






Musical Numbers


	Act One: Opening Chorus; “Strolling thro’ the River” (Anna Laughlin, John Hyams); “The Serio-Comic”/“Plain Kitty McGuire”/“Mlle. Zizi” (Virginia Earle, Chorus); “March and Chorus Entrance of Dinkelhauser”; “Beer, Beautiful Beer” (Dick Bernard, Chorus); “Never Again” (Sam Bernard); “Matinee Girls” (Paul F. Nicholson Jr., Chorus); “The Girl Who Is Up to Date” (Irene Bentley); “Always Make Allowances for Love” (Sam Bernard, Paul F. Nicholson Jr., Irene Bentley, Lottie Faust); “It’s What Eve Said to Adam” (Virginia Earle); “Spanish Chorus and Entrance of Paquita”; “Be Clever” (Marie Dainton); Finale

	Act Two: Opening Chorus; “The Blue Ribbon Girls” and “The Champagne Waltz” (Marie Dainton, Corps de Ballet); “The Fairies’ Lullaby” (Irene Bentley); “The Wishing Cap” (Virginia Earle); “The Amateur Entertainer” (Marie Dainton); “Hungarian Chorus Entrance of Katie”; “Tell Me Where I Should Find Him” (Virginia Earle); Scene One Finale: “The Belle of Bohemia”; “He Was a Married Man” (Sam Bernard); Scene Three Opening Chorus; “Yodel Quartette”; “The Lady in the Moon” (Virginia Earle, Irene Bentley, Paul

	F. Nicholson Jr., D. L. Don); “Specialty Trio” (John Hyams, Anna Laughlin, Bonnie Clark); Finale



The Belle of Bohemia was composer Ludwig Englander’s third musical of the season (he’d contributed songs for The Cadet Girl and wrote the full scores for The Monks of Malabar and Bohemia). All three shows ran a few weeks, failed to yield any memorable songs, were soon forgotten, and were unable to match the popularity of the season’s biggest hits, Florodora and Fiddle-Dee-Dee.

The new musical took a page out of Plautus via Shakespeare with its tale of two men (played by Sam Bernard and Dick Bernard, who were brothers but not twins) who happen to look alike and cause confusion among all whom they meet. In this instance, humble and often tipsy Coney Island photographer Adolph Klotz (Sam Bernard) and well-to-do brewer Rudolph Dinkelhauser (Dick Bernard) are the mischief-makers who make merry in Coney Island, Newport, and Switzerland (the New York Times said the abrupt switch from Newport to Switzerland was necessitated by “some shadow of excuse,” and note that the Swiss scene somehow managed to introduce a duel between a stage German and a stage Irishman).

Casino favorite Virginia Earle played Katie, Adolph’s wife, and the plot got going when Rudolph is mistaken for Adolph and is sent to jail for the latter’s misdeeds (misdeeds that no doubt occurred when Adolph was in his cups). Meanwhile, Adolph is mistaken for Rudolph and finds himself the lord of the manor in Adolph’s grand Newport villa.

The Times said that George W. Lederer produced the show “in fine style” and noted the evening was “not quite so ‘spicy’ and ‘Tenderloiny’ as some of its predecessors” at the Casino but nonetheless offered “easily appreciated fun and simple melody” and should prove to be “very profitable.” The story was “serviceable,” the décor “handsome,” the costumes “showy,” the combinations of colors “tasteful and ingenious,” and the dancing “exceptionally good.” The songs were “frequently taking” and sometimes brought to mind “the jingles of the British music halls,” and “Tell Me Where I Should Find Him” was “pretty.” The score also offered topical songs and a “pretty” lullaby, and for the finale of the first act, the audience was treated to an “excellent travesty” of Italian opera. About five weeks into the run, the Times reported that three new songs had been added to the score and “dull passages” in the book had been eliminated.

William Raymond Sill in the New York Evening World also praised the first act finale and said it was “one of the most effective bits heard on Broadway in many years.” Sill seemed of two minds about the score: it was “tuneful”; it was “reminiscent”; it “tickles your ears and makes you beat time with your feet frequently and spontaneously”; and yet like Englander’s music for The Monks of Malabar, it became “stale and unprofitable.” Moreover, Sill was “filled with a deep and poignant regret at being thus compelled to chide Herr Englander, for his music was perhaps the most creditable he has ever written.”

Sill liked Harry B. Smith’s “clever” book and lyrics; the Pittsburgh Press said the book was “entertaining”; and the Baltimore Sun indicated Smith had provided a book with “perhaps something more of a plot than the usual Casino production.” But the Chicago Tribune found the presentation a “feeble effort” with “a plot more or less incoherent.” As for the score, the Sun enjoyed the “lively” music, and the Press said the show was “particularly strong in music.” A follow-up review in the Times noted that Sam Bernard’s “comic singing is always really comical, if not actually musical, [and] he makes the words of his songs tell.” His two big numbers were “of a coarse type” but didn’t “border on indecency”: with “Never Again,” he promises to forgo demon rum, and in “He Was a Married Man,” he decides that one so “unfortunate” as to be a husband need have “no reason to fear fire, freezing, or blowing up.”

Smith’s Stage Lyrics includes three songs from the score: “It’s What Eve Said to Adam,” “He Was a Married Man,” and “The Fairies’ Lullaby.”




A MILLION DOLLARS

“A MELODIOUS MEDLEY OF MIRTH AND MADNESS”


	Theatre: New York Theatre

	Opening Date: September 27, 1900; Closing Date: October 20, 1900

	Performances: 28

	Book: Louis Harrison and George V. Hobart

	Lyrics: George V. Hobart

	Music: A. Baldwin Sloane

	Direction: Frank Smithson;Producers: Meyer L. Sire and Henry B. Sire; Choreography: Carl Marwig; Scenery: Lewis and Macoughtry; D. Frank Dodge; Musical Direction: Jose Van den Berg

	Cast: Joe Ott (Prince Punxatawney), Ignacio Martinetti (Consomme DeNoodle), Joseph M. Sparks (WishboneMcManus), Nat M. Wills (Cecil Roads), Grafton Baker (Harold Spotwood), Gilbert Clayton (Chasem), Charles H. Prince (Clutchem), John Mayon (Clipem), Pat Rooney Jr. (Slats), Pat Rooney Jr. and Harry Fitch (Bazazza [the elephant]), Lew Simmons (Ragtime Duster), Archie Gillies (Peddler), Louis Foley (Policeman), Cora Tanner (Aurora Borealis), Josie Sadler (Tryphena Shoolz), Ida Hawley (Phyllis Vanderhold), Blanche Sherwood (Iona Bond), Ethel Everton (Gracie Bullion); Chorus

	The musical was presented in three acts.

	The action takes place during the present time in New York City, at a mansion on the Hudson River, and at Coney Island.






Musical Numbers


	Act One: “Divorce Hunters’ Chorus”; “We Are Men of the Law” (Gilbert Clayton, Charles H. Prince, John Mayon); “Brothers Are We”; “I Am a Millionaire” (Ignacio Martinetti, Chorus); “The March of the Allies” (Dancers); “Believe Me” (Ida Hawley); “McManus” (Joseph M. Sparks); “I’m a Prince” (Joe Ott, Chorus); Finale (Ensemble)

	Act Two: “Phoebe, Dear, I Love You” (Grafton Baker); “He’s a Man of Mystery” (Ensemble); “If I Could Only Get a Chance to Cook” (Josie Sadler); “Merely a Matter of Habit” (Joe Ott, Ignacio Martinetti); “Front!” (Bell Girls); “The Ballet on the Beach at Coney Island” (Dancers); “On the Beach” (Blanche Sherwood, Coney Island Soubrettes); “Good Night, O Sea” (Cora Tanner); “Ragtime Dancing” (Pat Rooney Jr.); “Hoot Mon” (Joe Ott, Chorus); “A Tramp’s Trip to the Paris Exposition” (Nat M. Wills); “The Christening” (Joseph M. Sparks, Chorus); Finale (Ensemble)

	Act Three: “The Gold, Silver and Rose Ballet” (Dancers); Finale (Ensemble)



A Million Dollars received particularly negative and dismissive notices, and so it’s rather surprising it managed almost a month’s run. The critics were so busy damning the show they forgot to provide much information about the plot, but the story dealt in part with the law firm of Chasem, Clutchem & Clipem (and such songs as “Divorce Hunters’ Chorus” and “We Are Men of the Law”) and a barbershop owned by Consomme DeNoodle (Ignacio Martinetti) that featured the song “Barbers Are We.” Other characters were fresh-from-the-Philippines Prince Punxatawney (Joe Ott), Aurora Borealis (described in the program as a “professional adventuress” and played by Cora Tanner), and Bazazza, an elephant (Pat Rooney Jr. and Harry Fitch). And the lavish production was sprinkled with dance sequences: “The March of the Allies” (some reviewers referred to Amazons rather than Allies), “The Ballet on the Beach of Coney Island,” “Ragtime Dancing,” and “The Gold, Silver and Rose Ballet.”

The New York Times said the dialogue and jokes were “about as stupid and utterly inane” as “ever an audience had to sit through in a metropolitan theatre” and “such a lot that fell so flat have never before been perpetrated in any three consecutive hours since theatres were established in New York.” The show was “the most absurd of elaborate productions ever made in this city,” and most of the cast members had “acts of about the calibre that would serve as ‘fillers’ at a very cheap continuous show in Kalamazoo.”

The New York Tribune decided the piece didn’t have “quite the hopeless stupidity” of “similar offerings” and noted the “very inanity” of the show was of a sort that “surprises the spectator into being amused.” The Detroit Free Press found the production “a jumble of stale jokes, mediocre songs and inane specialties” and mentioned that the score was “fair” but “nothing more,” and the Baltimore Sun said the evening was “somewhat disappointing” but noted the electrical effects distracted the audience’s attention from the “dialogue” (which probably wasn’t a bad thing).

The Times indicated the allies’ march, the Coney Island ballet, and Rose Ballet were the evening’s highlights, and the Chicago Tribune said the allies’ march made a “dazzling picture” and the Rose Ballet was “artistic and handsome,” but the music “was written to match the bizarre scenery,” which was designed along “the accustomed lavish scale.” The New York Tribune found the Rose Ballet a “shining spectacle”; said “Hoot Mon” had “true swing”; and indicated the presentation was “one of the most gorgeous seen here in recent years” with “handsome” costumes and “richly painted” scenes that “gleam with electric lights in prodigal abundance.” William Raymond Sill in the New York Evening World said the show was “very unsatisfactory” and required revision, but meanwhile the score, the conducting, the direction, the costumes, and the dancers were the show’s “best” elements (and the allies’ march was “splendid”).

What drew the ire of many critics and audience members was a notice posted in the theatre that smoking was forbidden. Sill reported that Cora Tanner refused to sing “when there is a cloud of smoke hanging about me,” and the critic noted that although the theatre was smoke free during the performance, Tanner still didn’t really sing because all she did was emit “a few efforts which sounded like a steam yacht making its way through Hell Gate on a cloudy night.” And while the show itself didn’t look like thirty cents, “Miss Cora Tanner does” (and Sill noted she was “somewhat obese and palpably grease-painted”). The Pittsburgh Daily Post indicated that Tanner had appeared in melodramas for some twenty years and now had “suddenly decided to turn prima donna.” Moreover, many in the audience “could not bring themselves to endorse Miss Tanner’s estimate of her vocal cords.” The Philadelphia Inquirer informed its readers that it wasn’t just Tanner who was responsible for the no-smoking edict because she was joined by fellow cast member Josie Sadler (note that according to the program Tanner and Sadler had just one song apiece in the show). The Inquirer also reported that despite notices about the no-smoking rule, “the ushers had much trouble in persuading the old patrons of the place that the rule must be obeyed.”




SAN TOY


	Theatre: Daly’s Theatre

	Opening Date: October 1, 1900; Closing Date: November 24, 1900

	Performances: 65

	Book: Edward A. Morton

	Lyrics: Harry Greenbank and Adrian Ross

	Music: Sidney Jones

	Direction: J. C. Duff; B. D. Stevens; Edwin H. Price; Producer: Daniel Frohman (by arrangement with the Augustin Daly Estate); Choreography: Willie Warde; Scenery: Ernest Gros; Henry E. Hoyt; Costumes: Miss Fisher of London; Colin Eaves of New York; Musical Direction: George P. Towle

	Cast: James T. Powers (Li), Melville Stewart (Captain Bobby Preston), Wilfred Clarke (Sir Bingo Preston), J. L. Weber (Sing Hi), Henry (aka Harry) Girard (Lieutenant Harvey Tucker), Joseph Gooderowe (Fo-Hop), Joseph Cauto (Hu Pi), Robert M. O’Neil (Wai Ho), W. W. Scott (Li Hi), George A. Roarke (Li Lo), Sarony Lambert (The Emperor), George K. Fortescue (Yen How), Florence Newcombe (Wun Lung), Isobel Hall (Ko-Fan), Carolyn Gordon (Trixie), Frances Gordon (Rose Tucker); The Six Little Wives of Yen-Howe: Elgie Bowen (Yung Shi), Marie Welch (Me Koui), Nora Lambert (Siou), Jeannette Palmer (Shuey Ping Sing), Mary Kier (Li Kiang), and Elsie Thorne (Hu Yu); Eva Randolph (Mrs. Harley-Streeter), Stella Krumm (Mrs. Hay-Stackpole), Minnie Ashley (Dudley), Flora Zabelle (Poppy), Marie Celeste (San Toy); Chorus

	The musical was presented in two acts.

	The action takes place in China, specifically in Pynka Pong and Pekin.






Musical Numbers


	Act One: Opening Chorus: “We’ll Keep the Feast in Pynka Pong”; “The Mandarin” (Chorus); “Six Little Wives” aka “Kow Tow” (George K. Fortescue, His Six Little Wives); “The Petals of the Plum Tree” (Elgie Bowen); “Love’s A B C” (Marie Celeste, Melville Stewart); “The Lady’s Maid” (music by Lionel Monckton) (Minnie Ashley); “The Moon”; “Pynka Pong” (Singers and Dancers); “Love Has Come from Lotus Land” (Melville Stewart); “When You Are Wed to Me” (Marie Celeste, Joseph Gooderowe); “Samee Gamee” (Minnie Ashley, James T. Powers); Finale: “We Have Come Here Now”

	Act Two: Opening Chorus: “We’re the Cream of Courtly Creatures” (Mandarins); “I’m So Fond of a Little Bit of Fun” (Marie Celeste); “We Have Come to See” (The Six Little Wives); “Rhoda and Her Pagoda” (music by Lionel Monckton) (Minnie Ashley); “The Emperor’s Own” (Chorus); “Entrance of English Visitors” (Chorus); “Somebody” (Marie Celeste); “Private Tommy Atkins” (lyric and music by L. S. Potter) (Melville Stewart, Chorus); “I Mean to Introduce It into China” (George K. Fortescue); “Pletty Little Chinee” (Minnie Ashley, James T. Powers); “The Little China Maid” (Marie Celeste, Melville Stewart); “Chinee Sojer Man” (music by Lionel Monckton) (James T. Powers); Finale



San Toy brought ersatz chinoiserie to both British and Broadway audiences, but don’t look for a revival any time soon, not with characters who sport such names as Sing Hi and Hu You and songs on the order of “Pletty Little Chinee,” “Chinee Soje-Man,” and “Samee Gamee.”

San Toy was a follow-up to the enormously popular The Geisha, a hit that premiered at London’s Daly Theatre on April 25, 1896, for 760 performances with a book by Owen Hall, lyrics by Henry Greenbank, and music by Sidney Jones. For San Toy, Jones and Greenbank returned and were joined by librettist Edward A. Morton and co-lyricist Adrian Ross. San Toy also opened at London’s Daly’s Theatre where it premiered on October 21, 1899, and played for 778 performances.

The Broadway production of The Geisha opened at New York’s Daly’s Theatre on September 9, 1896, for 161 performances, and San Toy (which also opened at Daly’s) did even better. The production began performances on October 1, 1900, but had to close on November 24 after 65 showings because the playhouse had a prior booking. But some three months after the show suspended performances, it returned to Daly’s for 103 more showings for a total run of 168 performances.

San Toy (Marie Celeste) is the daughter of the mandarin Yen How (George K. Fortescue), and she’s almost always disguised as a boy in order to evade induction into the emperor’s army of Amazons. Meanwhile, she also tries to avoid the attentions of Chinese student Fo-Hop (Joseph Gooderowe) because she and British Captain Bobby Preston (Melville Stewart) are in love. The Brooklyn Daily Eagle said the plot was “of no particular importance,” but we can take comfort that the story concludes on a happy note when San Toy avoids the draft and is united with Bobby.

The critics said the book was rather slack, noted that the first act dragged, and commented that overall the production lacked strong voices. The New York Times reported that the book was “far from brilliant,” but the lyrics were “clever” and the score contained music “far above the merit of the ordinary” with such songs as “Love’s A B C” and “Private Tommy Atkins.” The choreography was also delightful, including a “novel” dance for James T. Powers (Li) and Minnie Ashley (Dudley), in which they portrayed two Chinese idols, and a “very graceful skirt dance” for the sisters Carolyn and Frances Gordon.

William Raymond Sill in the New York Evening World found the book “sodden” but praised the “light, airy, [and] fascinating” score and said “nothing since The Mikado has furnished New York with so much that is catchy.” A follow-up review in the Times said the score contained “a larger amount of really charming music than its predecessor” The Geisha; the Chicago Tribune liked the “bright and sparkling” music; the Pittsburgh Press said the score was “strong” and “prettier than that of The Geisha”; and the Eagle enjoyed the “catchy” and “dainty” score.

Ashley stopped the show with “Rhoda and Her Pagoda,” the saga of one Rhoda who opens a successful teahouse in London, attracts the attention of high society, and ultimately nabs for herself an eligible duke. It was “the hit of the piece” (Brooklyn Life); “much the best” of the score’s “easy-running ditties” (St. Louis Post-Dispatch); “a charming bit” that “was so clever that from the moment [Ashley] had finished she was easily the star of the evening” (Sill); and “will be sung by everybody everywhere” (a follow-up review in the Times).

There were many contemporary British recordings of the score, including some by cast members of the original London production; among the songs recorded were “Rhoda and Her Pagoda,” “Chinee Sojer Man,” “Samee Gamee,” “Pletty Little Chinee,” “The Petals of the Plum Tree,” and “I Mean to Introduce It into China.”

A silent film was released in 1900, and The British Musical Theatre reports that an excerpt from the musical with original London cast members Marie Tempest (San Toy), C. Hayden Coffin (Bobby), Huntley Wright (Li), and Rutland Barrington (Yen How) was released by Mutoscope & Biograph.




THE MILITARY MAID

“A MUSICAL FARCE”


	Theatre: Savoy Theatre

	Opening Date: October 8, 1900; Closing Date: October 13, 1900

	Performances: 8

	Book and Lyrics: George V. Hobart

	Music: Alfred E. Aarons

	Producers: Alfred E. Aarons and David Henderson

	Cast: Josephine Hall (Fleurette d’Norville), Henry Bergman (The Baron aka Blynkinwinkin), David Torrence (Captain Gerald Fitzgerald), Sidney DeGray (The Marquis aka Mouchoir), Frank Doane (Adolphe), Charles H. Riegel (Colonel Castlemaine), Taylor Granville (Major Lefevre), Bertram Yost (Lieutenant Pierre d’Norville), Phoebe Coyne (The Baroness), Sallie Berg (Bebe Castlemaine), Mrs. Matt B. Synder (Marquise Mouchoir), Lucille Verna (Clarissa), Gertrude Lewis (Calanthe), Emma Levy (Caroline), Elaine Selover (Catherine), Leonore P. Harris (Clorinda), Maude Calvet (Orderly Éclair), Maude Lyle-Cortenay (Soldier Soupcon), Daisy Deane (Annette), Le Clair Bernard (Georgia), Libbian Diamond (Madeleine), Ethel Moore (Suzanne)

	The musical was presented in two acts.

	The action takes place during the present time in France.






Musical Numbers

Note: No list of musical numbers is available, but contemporary newspaper reviews cited two songs (“The Tin Gee Gee” and “Sister Mary Has the Measles,” both sung by Josephine Hall) and indicated Hall sang “four or five” songs during the evening.

The Military Maid was the first of three musicals in a row to play for just eight performances each. Shooting the Chutes opened on the same night as Maid, and then a week later Sons of Ham made its brief appearance (but six months later, Ham played a return engagement of eight more showings).

The slender plot of The Military Maid dealt with Fleurette d’Norville (Josephine Hall) and her attempts to get even with two former beaux, the German baron aka Blynkinwinkin (Henry Bergman) and the French marquis aka Mouchoir (Sidney DeGray). Moreover, when her brother Pierre (Bertram Yost) takes leave of his military guard duty to visit his sweetheart, Fluerette masquerades as him by wearing a military uniform, but the subterfuge doesn’t quite pan out. The New York Times indicated she gets herself “into all kinds of embarrassing situations” but gets out of them when she marries Captain Gerald Fitzgerald (David Torrence). The show’s program said the work was “from the French,” but the St. Louis Post-Dispatch decided that “maybe it went when it was of the French, and not from it, but it doesn’t go in English.”

The headline of William Raymond Sill’s review in the New York Evening World stated, “Military Maid Has No Excuse for Existence.” In fact, “scarcely anything worse” had been seen during the season, and in a follow-up review, Sill noted that “nothing so inexcusable” had played in New York “since Cupid outwitted Adam a few weeks ago” (a reference to the flop farce Cupid Outwits Adam, which lasted for eight performances). Further, the costumes were “the worst ever seen in this city,” and Hall was “simply dull, uninteresting and impossible,” her voice was “hideous,” and her supporting players were “equally bad.” Sills concluded that the work “can’t last if justice reigns.”

The Detroit Free Press said the “mess of a musical comedy” was “in a bad way,” its “early demise” was a “certainty,” and the “cadaver” should be given a “final rest.” In fact, “no one can tell why it was produced” because there was “nothing to it, and as far as the public is concerned, there is nothing doing.” The Pittsburgh Press reported that the show would “soon be taken off, to make room for another comedy by the same author [George V. Hobart].” The “comedy” in question was the musical Hodge, Podge & Co., for which Hobart wrote the book; it opened on October 23, but at the Madison Square Theatre, not the Savoy (the latter was the newly named and refurbished Schley Music Hall, located on West 34th Street).




SHOOTING THE CHUTES

“A MUSICAL FARCE”


	Theatre: Metropolis Theatre

	Opening Date: October 8, 1900; Closing Date: October 13, 1900

	Performances: 8

	Book: George H. Emerick; lyricist and composer unknown

	Cast: Charles A. Murray (Con Connelly), Ollie Mack (Roger Sweeney), Leo Hardman (Erastus Bugg), JohnMcVeigh (Doolittle Wright), George S. Betts (Lord Blesshugh), Pete Curley (Tired Tompkins; Rudolph Schattermann), Harry E. Lester (Acton Barnes), Ed S. Jolly (Percy Vere), Boyd J. Gilmour (Reverend Spoutwell), Kittie Beck (Junie Bugg), Lonnie Deane (Lillie White Swansdown), Maryland Tyson (Katarina Katzenjammer), Gilbertie Learock (Ina Mann aka Prymm Adonna), Nonie Reynolds (Cora Singe), Jessie Sharp (Carrie DeLong), Rose Collins (Justa Phillip), Edith Dunlap (May Remaine), May McKee (Annie Glitz), Rose Mee (Aggie Glotz), Ethel Gibbs (Daisy Bell), Bertha Else (Annie Rooney), Nellie Verna (Maggie Mooney), Winnie Jolly (Uneeda Biscuit), Nellie Bernard (Susie Snodgrass), Katharine LaTour (Dora Bishop), Estelle Holland (Maud Bixby), Kathrine Roberts (Tillie), The Five Rosaires; Chorus

	The musical was presented in three acts (or “rounds”).

	The action takes place during the present time in New York (specifically, the fictional Bunco Beach neighborhood).






Musical Numbers

Note: No information is available in regard to song titles.

The obscure “musical farce” Shooting the Chutes was one of three musicals in a row that played for just eight performances apiece (the others were The Military Maid and Sons of Ham). The New York newspapers all but ignored the production, which featured Irish dialect comedians Charles A. Murray and Ollie Mack (in the respective roles of Con Connelly and Roger Sweeney), and it appears the only mention of the show in the New York Times was a one-sentence announcement in the October 7 edition about the next day’s premiere.

Shooting the Chutes was one of the era’s many road productions that played limited engagements (usually bookings of a one-week duration) at New York’s so-called neighborhood theatres that charged bargain prices, and these booking were for all purposes just another road stop and were often ignored by the New York critics. The bookings for these theatres (which were quite large but for all purposes might be classified as Off-Broadway theatres) usually alternated between touring book-musical road shows and vaudeville/variety acts, and because the runs were usually limited to eight performances and weren’t open-end bookings, it would be misleading to single them out as among the shortest runs of their given seasons. As a result, the eight-performance runs of Shooting the Chutes or Sons of Ham were in a different category than The Military Maid, which was booked for an open-end run and was forced to close after eight performances due to negative reviews and poor box-office business.

Note that quite often a limited-engagement road booking would return to New York later in the season or the next as part of the show’s national tour. For the record, the unofficial circuit of neighborhood theatres included the 14th Street, the West End, the Star, the New York, and the Grand Opera House. The era marked the final heyday of these playhouses, and by the end of the decade, some were dedicated exclusively to film showings.

After the short Broadway run, Shooting the Chutes took to the road, and two newspaper accounts (both apparently based on advance publicity material provided by the show’s producer) referenced the production. The October 20 edition of the Baltimore Sun announced that the production would open at that city’s Auditorium Music Hall for a one-week run. The article contradicted itself by noting the musical had “no plot” but was about the “ludicrous tribulations” of Sweeney, a New York milkman who for a lark abandons his job for the day and opts for an outing at Bunco Beach where he meets a down-and-out manager of an opera company and his stranded singers. Sweeney pretends to be (or perhaps is just mistaken for) a millionaire, and he falls in love with singer Junie Bugg (Kittie Beck, who offstage was Mrs. Mack). Because of the “furious pace of events,” he marries the wrong woman, and these “laughable situations” were “sidetracked from time to time for the introduction of pleasing specialties and attractive musical numbers.”

The October 30 edition of the Altoona (Pennsylvania) Tribune announced that the show and its cast of forty players would give a performance at the city’s opera house on October 31. The article indicated the production was “without an idle or dull moment,” and the “curtain falls allow respites from laughter to side-shaking spectators.”

The musical garnered a bit of offstage publicity when Kittie Beck brought suit against New York City’s mayor and Corporation Counsel. The Des Moines (Iowa) Register reported that she sued for $5,000 due to “injuries” caused by “the extreme carelessness of the Department of Parks,” injuries that occurred the day before the New York opening of the musical. It seems she was “riding along the bridle path in Central Park” when a “low-hanging branch projecting from a tree rudely caught her beneath the chin and removed her from her steed.” She found herself in a “sadly dismantled condition,” and the fall caused her to lose a “handsome diamond butterfly” that Mr. Mack had given her. She told the press the tumble “might have killed me,” and then she “heaved several deep and heartfelt sighs and started on her way to rehearsal.”




SONS OF HAM

“THE NEW AND ORIGINAL FARCE COMEDY”


	Theatre: Star Theatre

	Opening Date: October 15, 1900; Closing Date: October 20, 1900

	Performances: 8

	Book: Stephen Cassin and Jesse A. Shipp

	Lyrics and Music: Bert A. Williams and George W. Walker

	Direction: Jesse A. Shipp;Producers: Jules Hurtig and Harry Seamon; Scenery: probably by Gradt; Frank Gates and Edward A. Morange; Joseph A. Physioc; and Moses and Hamilton

	Cast: Peter G. Hampton (Hampton J. J. Flam), Green H. Tapley (Jeneriska Hassambad), Richard Connors (Aniesta Babdola), Jesse A. Shipp (Professor Switchen), Bert A. Williams (Tobias Wormwood), George W. Walker (Harty Lafter), Clara Freeman (Patsy Patterson), Anna E. Cook (Dinah Patterson), Aida Overton Walker (Caroline Jenkins), The Golden Gate Quartette, The Reese Brothers (Arthur and Ollie), The Freeman Sisters (Clara and Pauline), Will Marion Cook; performer names unknown for the roles of Willie Wataboy, Ben Jenkins, and Jenkins; Chorus

	The musical was presented in two acts.

	The action takes place during the present time in Swampville, Tennessee.






Musical Numbers


	Act One: “Down Where the Cotton Blossoms Grow” (Anna E. Cook); “Old Man’s Song and Dance” (Peter G. Hampton); “Miss Hannah from Savannah” (lyric by Tom Lemonier, music by R. C. MacPherson aka Cecil Mack) (Aida Overton Walker); “Calisthenics” (Students of Riske College); “Maria”; “My Little Zulu Babe” (lyric and music by James Brymm and [first name unknown] Esterman) (Bert A. Williams, George W. Walker)

	Act Two: “Leading Lady” (Aida Overton Walker); “The Phrenologist Coon” (lyric by Ernest Hogan, music by William J. Accooe) (Bert A. Williams); “When It’s All Goin’ Out and Nothin’ Comin’ In” (Bert Williams); “The Leader of the Ball” (lyric by Tom Lemonier, music by R. C. MacPherson aka Cecil Mack) (George W. Walker); “Good Afternoon, Mr. Jenkins” (lyric by Tom Lemonier, music by R. C. MacPherson aka Cecil Mack) (George W. Walker); “Elegant Darky Dan” (lyric by Tom Lemonier, music by R. C. MacPherson aka Cecil Mack) (George W. Walker); “Beyond the Gates of Paradise”; “The Promoters” and “Ragtime Schottische” (music by William J. Accooe) (Company)



Sons of Ham, which starred the soon-to-be-legendary team of Bert A. Williams and George W. Walker, was all but ignored by the New York critics, but curiously the day after the show closed, the New York Times reported that “the colored comedians Williams and Walker, after an absence from this city for some time, will return tomorrow evening with their company of singers, dancers, and general specialty artists at Hurtig & Seamon’s Music Hall.” (The Music Hall booking was probably a quick return engagement of the show, and it immediately followed the week of performances at the Star Theatre.)

The week prior to its Broadway opening, Sons of Ham played at Brooklyn’s Bijou Theatre beginning on October 8, and a newspaper ad proclaimed that Williams and Walker were “the two real coons,” their company of fifty included a chorus of “thirty trained voices,” and the production offered a “spectacular cake-walk ballet.”

The slight story, in which down-and-out Tobias Wormwood (Williams) and Harty Lafter (Walker) are mistaken for two rich brothers, served as an excuse for numerous specialty acts. The day before the Brooklyn opening, the Brooklyn Daily Eagle said the “original novelty” offered “elegant” costumes and “spectacular electrical effects,” and when the show was reviewed by the Eagle, its critic said the presentation had “one of the best, if not the best, aggregation of colored performers on the road.” The “flimsy” plot was “as usual in cases where vaudeville is interspersed” with a story line, and Williams’s “Make Them Googoo Eyes” (which doesn’t seem to have been heard in the Broadway production) received five encores.

Note that at some point during the show’s tour the song “She’s Gettin’ More Like the White Folks Every Day” (written by Williams and Walker, performed by Williams) was added to the score. The number was reprised in the 1980 revue Tintypes and is included in that show’s cast album (released by DRG Records).

After its Broadway production, the show took to the road again, and a few weeks later near the end of November, the Times reported that when the production was in Pittsburgh for a run at that city’s Bijou Theatre, some of the cast members came down with smallpox. As a result, the theatre was closed, the company was quarantined, and the tour’s next stop in Canton, Ohio, was necessarily cancelled.

The Star Theatre, formerly the old Wallack’s Theatre, was located at 844 Broadway and was demolished in 1901.

A revised version of the musical played a return engagement at the Grand Opera House beginning on April 29, 1901, for eight performances.

The collection Music from the New York Stage includes three songs from the score, two sung by Williams (“The Phrenologist Coon” and “When It’s All Goin’ Out and Nothin’ Comin’ In”) and one by Williams and Walker (“My Little Zulu Babe”).




HODGE, PODGE & CO.


	Theatre: Madison Square Theatre

	Opening Date: October 23, 1900; Closing Date: December 22, 1900

	Performances: 73

	Book: George V. Hobart

	Lyrics: Walter H. Ford

	Music: John W. Bratton

	Based on the operetta Im Himmelshof (libretto by Jean Kren, lyrics by Alfred Schonfeld, and music by MaxSchmidt).

	Direction: R. A. Roberts; Producer: Frank McKee; Scenery: Arthur Voegtlin; Costumes: Will R. Barnes; Musical Direction: Herman Perlet

	Cast: Peter “Pete” F. Dailey (Rudolf Roastemsum), George W. Barnum (Hiram Hodge), Stephen Maley (PhilipPodge), William Broderick (Don Antonio d’Careera Cararra), Robert S. Pigott (Christopher Chinchilla), Edward Garvie (L. Hyde), Edward Wonn (Ledger d’Main), Lawrence Sheehan (A. Poze), William Strong (Captain Kaufcatchem), Charles Winters (William Plantes), Christie MacDonald (Priscilla Hodge), Amy Lesser (Evangeline Hodge), Jennie Hawley (Carmenita Hodge), Mamie Forbes (Marquita Tarantara; Guessah Genn), Georgie Lawrence (Minnie Rausmittem), Frankie Bailey (Mabellina), Lea Amrose (Laurelina), Mae Edwards (Gracellina), Frances Wilson (Estellina; Eulalia Lee), May Blanchard (Rosalina), Martha Steyne (Claralina), Mary E. Post (Sarahlina), Winnie Kramer (Lucylina), Frankie Bailey (Shezza Dream), Helen Cheston (Ainshee Grayt), Marguerite Binfold (A Bugler); Chorus

	The musical was presented in three acts.

	The action takes place during the present time at Howlinghurst-on-the-Hudson.






Musical Numbers


	Act One: “Springtime Bells” (Christie MacDonald, Chorus); “My Sunflower Sue” (Peter F. Dailey); “A Billet Doux” (lyric by George V. Hobart and Walter H. Ford) (Peter F. Dailey, Christie MacDonald, Amy Lesser); “Mine, All Mine” (Christie MacDonald); “A Soldier of Love Am I” (William Broderick); Finale: (1) “Away to the Links” (Chorus); (2) “My Gay Golf Girl” (Christie MacDonald); and (3) “I’m a Scion of the House of Highball” (Peter F. Dailey, Company)

	Act Two: “Modest Model Maidens We” (Chorus); “You’re Altogether Model Girls” (Peter F. Dailey, Chorus); “You Never Can Tell What a Kiss Will Do” (Peter F. Dailey, Christie MacDonald); “Good Night” (Jennie Hawley); “What a Funny Story” (music by Herman Perlet) (Christie MacDonald, Jennie Hawley, Amy Lesser, William Broderick, Robert S. Pigott [a sixth singer was probably one Bradley, whose first name is unknown and who was a member of the male chorus]); “’E Didn’t Seem to Know Just Wot to Soy” (lyric and music by Harry Pleon) (Christie MacDonald, Peter F. Dailey); Finale: “Cindy, I Dreams of You” (lyric and music by Dave Reed Jr.) (Peter F. Dailey, Christie MacDonald, Company)

	Act Three: “Opening Chorus and March”; “The Blue and the Gray, or A Mother’s Gift to Her Country” (lyric and music by Paul Dresser) (Peter F. Dailey, who sang his variation of this song); “I Love You, Babe, and You Love Me” (lyric by Robert B. Smith, music by Harry T. McConnell) (Peter F. Dailey, Christie Mac-Donald); “The Town Folks Will Be Pleased” (Edward Garvie, Georgie Lawrence); “My Charcoal Charmer” (lyric by Walter Ford, music by Gus Edwards) (Peter F. Dailey, Chorus); “Dream Days of Seville” (William Broderick, Jennie Hawley); Finale



Well, the title didn’t lie. The evening offered little in the way of plot, and the mistaken-identity story was stuffed with a mixture of characters, which included lawyers, photographers, policemen, gardeners, showgirls, golf players, and Spanish nobles. But the audience wasn’t shortchanged, thanks to the star Peter “Pete” F. Dailey, who had made a name for himself in Weber and Fields’s entertainments, and the up-and-coming Christie MacDonald, who charmed even those critics who’d never before been particularly taken with her.

The Chicago Tribune said the plot “was something about the disputed parentage of a wayward son,” and the New York Times explained that the story had “an involved but not too persistent plot concerning marital jealousy and mistaken identity, and its complications are of the long familiar sort.” It seems that lawyers Hodge (George W. Barnum) and Podge (Stephen Maley) mistake Dailey (in the role of Rudolf Roastemsum) for a son who was abandoned by his father, and from thereon in confusion follows. As with so many shows of the era, the names of the characters all but identified their professions and personalities: Ledger D’Main was the law firm’s bookkeeper; A. Poze, a photographer; William Plantes, a gardener; and some of the chorines were named Sheeza Dream, Guessah Genn, and Ainshee Grayt.

The Indianapolis News decided the evening would have been “more joyful” without its “obnoxious” plot; the Brooklyn Daily Eagle said the plot served “to connect the numerous musical selections and introduces characters intended to please all parts of the house while Dailey catches his breath”; the Baltimore Sun indicated the show had been “constructed solely for laughing purposes” and thus “accomplished its purpose”; and the Tribune said the plot was the evening’s “only doleful feature.” William Raymond Sill in the New York Evening World noted the story was “a muddle of ‘situations’” that felt “a good deal like stepping into Weber and Fields,” and although librettist George V. Hobart had “tried to evolve a plot” and “probably succeeded… no one cares whether he has or not” because the story was of “no consequence.”

The Times said the combination of Dailey and MacDonald would “draw the whole town” to the Madison Square Theatre, and the Pittsburgh Press noted that Dailey turned the show into a “solid hit” and his vehicle provided him with “a great deal of opportunity to exploit his irresistible humor.”

MacDonald enchanted the critics with the Cockney song “’E Didn’t Seem to Know Just Wot to Soy,” which was probably the show’s musical highlight. The Eagle said the number was “one of the artistic gems of the evening,” Sill stated the song was “the greatest hit of the evening,” and the Times found MacDonald’s singing “captivating in a wholly new way for her” and said she brought “a little moisture to the listener’s eyes.” In her previous performances, Sill had found her “ordinary to a degree,” but now he owed her an “apology” because she had emerged as “a farce comedienne of the finest quality” and “looked pretty; sang well; and acted with a freshness that was delightful.” Her rendition of the Cockney song was “a pathetic little bit,” and she was “evidently affected by it herself, for tears were in her eyes and threatened to destroy her make-up.” Sill decided the number equaled Minnie Ashley’s saga of “Rhoda and Her Pagoda” in San Toy, and no “higher praise than this” could be “bestowed.”

Four months after the Broadway production closed, a return engagement was presented at the Grand Opera House on April 22, 1901, for eight performances. The song “A Billet Doux” (lyric by Walter H. Ford and George V. Hobart and music by John W. Bratton) was later heard in The Liberty Belles where the music was co-credited to Harry Von Tilzer.

Note that Hodge, Podge & Co. was based on an earlier German musical known as Im Himmelshof (libretto by Jean Kren, lyrics by Alfred Schonfeld, and music by Max Schmidt). Hobart’s Americanized adaptation apparently utilized the basic plot of the German original, but none of Schonfeld and Schmidt’s score was retained for Broadway.




THE BELLE OF BRIDGEPORT


	Theatre: Bijou Theatre

	Opening Date: October 29, 1900; Closing Date: December 8, 1900

	Performances: 45

	Book: Glen MacDonough

	Lyrics: Bob (aka Robert) Cole and James Weldon Johnson, William J. Accooe, William Jefferson, and CissieLoftus

	Music: J. Rosamond Johnson, William J. Accooe, William Jefferson, and Cissie Loftus

	Direction: George A. Beane; Producer: May Irwin; Scenery: Louis and Macaughtry; Fox and Vincent; Musical Direction: Watty Hydes

	Cast: George A. Beane (John Smith), May Irwin (Ariel Smith), Jane Burby (Mrs. John Smith), Mabel Florence (Jessica), Charles Prince (Alonzo Topping), Roland Carter (Doctor Luke Craven), Edythe Blair (Miss Roberts), Bert Thayer (Malcolm Crane), Sadie Peters (Agnes Crane), Raymond Hitchcock (Bokhara Skit-bolitski), Jacques Kruger (Ferdinand), Frank H. White (Ethelbert Box), James M. McDonough (Roundsman Sharp), Lillie Collins (Mamie Cassidy), Alice Howard (Mary Doyle), Grace Almy (Miss Green), Ruth Grey (Miss Black), Anne Woodward (Miss White), Theo Carew (Miss Brown), Helen Rainsley (Marion Colby), Queenie Vassar (Miss Popkins)

	The musical was presented in three acts.

	The action takes place during the present time in New York City.






Musical Numbers

Note: (*) = lyrics and music by William J. Accooe; (**) = lyrics by Bob (aka Robert) Cole and James Weldon Johnson, music by J. Rosamond Johnson); (***) = lyrics and music by William Jefferson; (****) = lyrics and music by Cissie Loftus


	Act One: “Mabel Moore” (*) (May Irwin); “Dandy Soldier Coon” aka “My Dandy Soldier Boy” (*) (May Irwin); “I Ain’t Gwine to Work No Mo’” (**) (May Irwin)

	Act Two: “Why Don’t the Band Play?” (**); “I’ve Got Troubles of My Own” (**); “Dance on Friday Night” (***)

	Act Three: “Magdalene, My Southern Queen” (**); “Bullfrog Ben” (****) (May Irwin); “I’m Gwine to Marry Angeline” (****) (May Irwin)



The New York Times suggested a title like The Belle of Bridgeport was “as good a name for a meaningless farce as any other would be.” Moreover, the musical was really all about Broadway favorite May Irwin, who was “the most attractive and striking personification of beaming good humor in the eye of the public.” She was the star and producer of her vehicle, and if Glen MacDonough’s book didn’t impress anybody, his freewheeling script gave Irwin plenty of room to be herself and run away with the show. As a result, her “stupid farce” found time for her monologues on such diverse subjects as running department stores and going trout fishing; allowed her two showstoppers (with lyrics and music by Cissie Loftus), the “darky” song “Bullfrog Ben” and the cakewalk “I’m Gwine to Marry Angeline”; found her in a sequence where she’s involved in a rehearsal with an amateur theatre group and another sequence in which she presided over a women’s club meeting; and allowed moments for product placement when she talked about special brands of whiskey and typewriters (the Times commented that this last “sort of thing grows more and more common on the stage”).

These specialty songs and comic moments were peppered throughout the evening and served as glue to hold together the slight plot, which found Irwin in charge of her father’s department store (described in the program as “the largest department store in America”) despite knowing nothing about the business. There was also the matter of her coming to the aid of her father’s confidential secretary Malcolm Crane (Bert Thayer), who is unjustly accused of theft, and another aspect of the story involved a popular foreign composer who speaks broken English and is known as Bokhara Skitbolitski (an early appearance by future musical comedy star Raymond Hitchcock).

Irwin dominated the evening, and the Times commented that other than a small role played by Lillie Collins (as one of the store’s cashiers), “no member of Miss Irwin’s present troupe is permitted to make any sort of a bid for distinction.” Besides the two songs written by Cissie Loftus, Irwin also “inimitably” sang “I Ain’t Gwine to Work No Mo’,” which looked at “droll, bad darky philosophy.” The Pittsburgh Press observed that after the first act “the comedy drops dead” but Irwin “carries along the entertainment herself without any assistance from the playwright,” and if it weren’t “for May and the coon songs” the play “would be rather a bitter dose.”

William Raymond Sill in the New York Evening World decided the book and song writers had let Irwin down, and the result was “eminently annoying.” The songs attributed to Bob Cole, James Weldon Johnson, and J. Rosamond Johnson were “neither bad enough to be condemned nor good enough to be commended,” but Loftus’s “Bullfrog Ben” was “clever” and “easily the best” number in the score, and her “I’m Gwine to Marry Angeline” was “fairly good.” The Chicago Tribune said the “lame” farce wasn’t a “belle at all, but a total bore” whenever Irwin was offstage, and no one “regarded her seriously as a character in the play”; instead, the audience viewed her as “just May Irwin” who took them “into her confidence.” As for the song “I Ain’t Gwine to Work No Mo’,” it “pictured the delights of indolence” in “rosy hues,” and the “two coon songs” by Loftus had “real merit.”

Two days after the musical closed, May Irwin was back at the Bijou in another vehicle, Madge Smith, Attorney, which included six songs from the score of The Belle of Bridgeport. For information about why Irwin so quickly followed up one musical with another, see the entry for the latter show.




NELL-GO-IN/LE BAL CHAMPETRE AUX CHAMPS ELYSEES/THE FORGET-ME-NOTS/VAUDEVILLE


	Theatre: New York Theatre

	Opening Date: October 31, 1900; Closing Date: November 17, 1900

	Performances: 25

	Producers: Meyer L. Sire and Henry B. Sire

	This evening of diverse musical entertainment was presented in three acts. The first was Nell-Go-In, a burlesque of the current hit play Mistress Nell; the second act consisted of two ballets, Le Bal Champetre aux Champs Elysees and The Forget-Me-Nots; and the third act was a series of vaudeville turns. The Chicago Tribune found the evening a “nondescript entertainment,” and William Raymond Sill in the New York Evening World said that “burlesque, ballet, vaudeville, and grand opera was the potpourri offered, and while there was much of it that was bad there still remained enough that was good to make the entertainment satisfactory.”

	Act One: Nell-Go-In

	Based on the 1900 play Mistress Nell by George C. Hazelton.

	Book and Lyrics: George V. Hobart

	Music: A. Baldwin Sloane

	Cast: Joseph Ott (“King Charles, Two Times”), Joseph M. Sparks (P. Green O’Jowl), Frank Doane (Duke of Buckwheats), Grafton Baker (Jim), John Mayon (Strings D’Brass), W. H. Macart (Jack Knife), Joseph Harrington (Shorty Hoyle), Pat Rooney (Feathers), Lou Foley (Philip), Charles Fitz (First Second), Amelia Summerville (Wezzie [The Duchess of Gingerbread]), Venie Henshaw (Moll), Attalie Claire (Lady Hammoneggs), Jeanne Caskie (Lady Auburf Hugh), Mabel Fenton (Nell-Go-In)

	Musical Numbers: The musical numbers are unknown, but the New York Times singled out one song from the production, “My Honey Nell,” which the newspaper described as a “tuneful darky serenade” sung by Grafton Baker and the chorus.



The burlesque Nell-Go-In was based on George C. Hazelton’s popular play Mistress Nell, which had premiered at the Bijou Theatre a few weeks before the burlesque opened; the play soon transferred to the Savoy Theatre and chalked up a total of 104 performances. The plot focused on poor orange seller Nell Gwyn aka Gwynn who realizes that because of her lowly station she may be King Charles’s favorite but never his queen.

The Times said the humor was “of the simple kind,” and the text was “rather juvenile” (note that the original play’s characters were now known as the Duke of Buckwheats and Lady Hammoneggs), but the stage effects were impressive and included “trick scenery and properties,” an “india rubber bomb,” some “shadow pantomime,” and green moonlight. Sill found the burlesque “decidedly crude” but predicted that if the sequence was “whipped into shape” it would “become a standard attraction on Broadway.” The Tribune said the burlesque was “a marvel of insipidity,” and Mabel Fenton in the title role “floundered in its witless depths until she finally sank,” but the Indianapolis News said the twenty-minute spoof “contained an hour’s fun.”


	Act Two: Le Bal Champetre aux Champs Elysees

	Choreographer: Carl Marwig

	Act Two: The Forget-Me-Nots

	Choreographer: Carl Marwig

	Principal Dancers: Lillie Brink, Fanchonette, Editha, N. Lovelace, Aggie Vars, J. Hoope, and The Colinis (acrobats); Corps de Ballet




The New York Tribune said the two ballets choreographed by Carl Marwig were the “most attractive” features of the evening. The Times found The Forget-Me-Nots “elaborate and handsome,” the Chicago Tribune said it was “really pretty,” and the News reported that the dancers numbered one hundred. The Chicago Tribune refused to believe that Marwig could have created the choreography for Le Bal Champetre aux Champs Elysees because Marwig always devised “graceful dances,” but the Times liked the “showy and lively” sequence that featured such familiar types as pierrots and pierrettes, Fausts and Marguerites, grisettes, Bretons, and Spanish girls, all “exhibited in happy conglomeration.” Moreover, The Colinis performed “astonishing feats” of acrobatics.


	Act Three: Vaudeville

	Cast: The monologist George Fuller Gordon, the “lady baritone” Emma Carus, opera singers Signor Jules Perotti (who sang “Di quella pira” from Verdi’s Il trovatore and “La donna e mobile” from Verdi’s Rigoletto) and Mme. Ilka Kossuth (who according to the Times “executed vocal gymnastics” with the “Jewel Song” from Gounod’s Faust), Snitz Edwards, Pat Rooney and Mamie Gehrue (who performed “Irish and ‘coon’” dances, according to the Times), Lew Hawkins, The American Comedy Four, and The Eight Mascots (who performed what the Times described as a “sleigh bell dance”)



Note that Emma Carus was billed as a “lady baritone,” and this description caused concern for New York’s chief of detectives George W. McClusky (was he expecting some kind of shocking cross-dresser?). Sill reported that as soon as Carus appeared on stage, McClusky “entered a box within easy jumping distance of the stage, [but] fortunately his services were not needed as she was not recalled.” Carus herself has a special place in the history of American music because she introduced and popularized Irving Berlin’s “Alexander’s Ragtime Band.”




FOXY QUILLER


	Theatre: Broadway Theatre

	Opening Date: November 5, 1900; Closing Date: December 22, 1900

	Performances: 50

	Book and Lyrics: Harry B. Smith

	Music: Reginald DeKoven

	Direction: Ben Teal; Producer: Marcus (Marc) Klaw and Abraham L. Erlanger Opera Company; Choreography: Mme. Malvina; Scenery: Ernest Gros; Costumes: F. Richard Anderson; Musical Direction: Antonio DeNovellis

	Cast: Jerome Sykes (Foxy Quiller), Julius Steger (Paganino), William G. Stewart (Ned Royster), Harry Mac-Donough (Walsingham Binks), Adolph Zink (Kimono), Louis Cassavant (Abel Gudgeon), Arthur T. Earnest (Splicer), Albert Farrington (Ferrett), Albert S. Sykes (Padlock), Louis Kelso (Dodge), Owen J. McCormick (Weasel), Edward Everett (Shelock), Frank Todd (Lovecraft), H. C. Nichols (Governor of Corsica), George P. Smith (Antonio Purloino), L. C. Fitzroy (Garabaldi Filcho), Helen Bertram (La Colomba), Georgia Caine (Polly Prime), Grace Cameron (Daphne), Josie Intropodi (Belladonna), Edna Hunter (Marjorie), Clara Bancroft (Mrs. Plumduff), Almira Forrest (Serpentina), Edith Barr (Leona), H. A. Poot (Longina); Chorus

	The musical was presented in three acts.

	The action takes place during 1825 in Portsmouth, England, and in Corsica.






Musical Numbers


	Act One: Opening Chorus: “The Shipbuilders’ Song”; “Winding, Winding, My Love and I” (William G. Stewart, Grace Cameron); “The Mountebank’s Song” (Harry MacDonough, Chorus); “Entrance of Foxy Quiller” (Jerome Sykes, Chorus); “The Song of the Vendetta” (Helen Bertram, Julius Steger); Finale: “Over the Rolling Sea”

	Act Two: “The Legend of the Tarantella” (Helen Bertram); “The Cheating Peddler” (Jerome Sykes); “The Golden Age” (William G. Stewart, Grace Cameron); “Here at Thy Window, Love” aka “The Mandolin Serenade” (Julius Steger)

	Act Three: “Bivouac Song” (Soldiers); “The Song of the Sword” (Julius Steger, Chorus); “The Song of the Watchman’s Rattle” (Jerome Sykes, Chorus); “Poor Shepherds We” (Helen Bertram, Georgia Caine); “For Foxy Has the Brain” (Company)



Harry B. Smith and Reginald DeKoven’s Foxy Quiller was a follow-up of sorts to their immensely popular operetta The Highwayman, which opened on December 13, 1897, for 144 performances at the Broadway Theatre, also the home of the current musical. In The Highwayman, Jerome Sykes played the comic role of Constable Foxy Quiller, and in the follow-up, Quiller was now the principal character and Sykes reprised his role. The new work received many positive notices, but its New York stay was just one-third the run of its predecessor.

The story dealt with a theft of gold belonging to ship’s captain Ned Royster (William G. Stewart) by the Japanese kleptomaniac Kimono (Adolph Zink, described variously by the critics as a dwarf, a midget, a Lilliputian, and a “little figure”). It’s up to our hero Foxy (whom the program described as “the quintessence of all human intelligence”) to track down Kimono, and his detection takes him to Corsica where he becomes involved in a long-standing vendetta, meets Belladonna (Josie Intropodi), the cause of the feud and now Corsica’s “leading sorceress,” and Serpentina (Clara Bancroft), a snake charmer.

Brooklyn Life said the “excellent entertainment” had been given a “splendid” production, the humor was “quaint” rather than “hilarious,” and DeKoven’s score was “very pleasing” (the critic singled out the “fine” opening chorus “The Shipbuilders’ Song,” “Winding, Winding, My Love and I,” the “quaint” “The Cheating Peddler,” “The Legend of the Tarantella,” and the mandolin serenade “Here at Thy Window, Love”).

The New York Times decided that Smith had “never conceived a more amusing personage” as Sykes’s “stupid, vain, silly, and cowardly detective” who has “the piquant habit of talking about himself in the third person.” As for the score, it was full of “easy rhythmic effects,” contained “no recondite harmonies to trouble the unmusical,” and offered numbers that would “delight lovers of good art in comic opera,” particularly two “gems” (“The Shipbuilders’ Song” and “The Cheating Peddler,” the latter one of DeKoven’s “happiest inspirations”). William Raymond Sill in the New York Evening World said Sykes possessed a “heavy” baritone and had “a wonderfully attractive stage presence,” the score was “at all times excellent,” and the “stupendous and dazzling” décor made the operetta “one of the most beautiful productions Broadway has ever known.”

The Philadelphia Inquirer indicated the operetta was “bright and tuneful, if slightly reminiscent,” praised the “fine” décor and “artistic and beautiful” costumes, and said Sykes made “the most of every opportunity” as the “wily and conceited detective.” The Chicago Tribune found the plot “slight but sufficient” and noted Smith’s lyrics were among his “cleverest and neatest,” and the New York Tribune indicated the evening offered “an ample amount of diverting foolery,” “pleasing” music (the best of which was in the second act where the “familiar rhythms and melodic” songs weren’t “so monotonously in evidence”), and an “infinitesimal” plot that included “frequently amusing” dialogue and “clever” lyrics. Although the Brooklyn Daily Eagle said the plot’s incidents were “pleasing,” the acting and singing “attractive,” and the music “catchy,” the show’s theme was “exhausted long before the treatment ceases.” The work brought to mind DeKoven’s Robin Hood (1891) and The Highwayman “done over and overdone.”

When the show took to the road, the title was altered to Foxy Quiller in Corsica.

Smith’s Stage Lyrics includes one number from the score (“The Song of the Sword”) and attributes another (“The Swearing Skipper”) to the production (perhaps the latter was added to the post-Broadway tour).




FLORODORA

“WORLD’S GREATEST MUSICAL SUCCESS”


	Theatre: Casino Theatre (during run, the musical transferred to the New York Theatre and the Winter Garden [the New York Theatre’s rooftop venue])

	Opening Date: November 12, 1900; Closing Date: March 8, 1902

	Performances: 553

	Book: Owen Hall; American adaptation by Frank Pixley (at least one newspaper cited Perley [no first name given; perhaps Frank L. Perley, a theatre figure of the era] as the adaptor)

	Lyrics: Ernest Boyd-Jones, Paul A. Rubens, and Leslie Stuart; additional lyrics by Frank A. Clement and Alfred Murray

	Music: Leslie Stuart; additional music by Paul A. Rubens

	Direction: Lewis Hooper and Willie Edouin;Producers: John C. Fisher and Thomas W. Ryley; Scenery: Moses and Hamilton; Musical Direction: Arthur Weld

	Cast: R. E. Graham (Cyrus W. Gilfain), Cyril Scott (Captain Arthur Donegal), Sydney Deane (Frank Abercoed)(some newspaper sources cited Bertram Godfrey in the role, but it appears Deane was a last-minute replacement and played the role for the opening night performance and thereafter), Nace Bonville (Leandro), George DeLong (Tennyson Sims), Lewis Hooper (Ernest Pym), Edward Gore (Max Aepfelbaum), Joseph Welsh (Reginald Langdale), Thomas A. Kiernan (Paul Crogan), Joseph S. Colt (John Scott), Willie Edouin (Anthony Tweedlepunch), Fannie Johnston (Dolores), Guelma L. Baker (Valleda), Elaine Van Selover (Inez), Sadie Lauer (Jose), Adelaide Phillips (Juanita), Aline Potter (Violante), Mabel Barrison (Calista), May Edouin (Angela Gilfain), Margaret Walker (Daisy Chain), Vaughn Texsmith (Mamie Row), Marie L. Wilson (Lucy Ling), Marjorie Relyea (Cynthia Belmont), Agnes Wayburn (Lottie Chalmers), Daisy Greene (Clare Fitzclarence), Edna Wallace Hopper (Lady Holyrood); Chorus

	The musical was presented in two acts.

	The action takes place during the present time on the island of Florodora in the Philippines and in Wales.






Musical Numbers


	Act One: Overture (Orchestra); Opening Chorus: “Flowers A-Blooming So Gay”; “The Credit’s Due to Me” (Clerks, Chorus); “The Silver Star of Love” (lyric by Leslie Stuart) (Fannie Johnston); “Chorus of Welcome” (lyric by Ernest Boyd-Jones); “Come and See Our Island” (Clerks, English Girls); “When I Leave Town” (lyric by Paul A. Rubens) (Edna Wallace Hopper); “The Fellow Who Might Be” and “Galloping” (lyrics by Ernest Boyd-Jones) (May Edouin, Cyril Scott); “I Want to Marry a Man, I Do” (lyric by Paul A. Rubens) (Edna Wallace Hopper, R. E. Graham, Willie Edouin); “Phrenology” (lyric by Ernest Boyd-Jones) (R. E. Graham, Chorus); “When an Interfering Person” (Edna Wallace Hopper, May Edouin, Cyril Scott, Willie Edouin); “Under the Shade of the Palm” (lyric by Leslie Stuart) (Bertram Godfrey or Sydney Deane); Finale (lyric by Ernest Boyd-Jones)

	Act Two: Opening Chorus; “Tact” (lyric by Paul A. Rubens) (Edna Wallace Hopper, Chorus); “When You’re a Millionaire” (lyric by Ernest Boyd-Jones) (R. E. Graham, Chorus); “Tell Me, Pretty Maiden” aka “The Florodora Sextette” and “Double Sextette” (lyric by Leslie Stuart) (Clerks, English Girls); “We Get Up at 8 a.m.” (Nace Bonville, Guelma L. Baker); “Willie Was a Gay Boy” (lyric by Alfred Murray) (May Edouin); “When We’re Both on the Stage” (Fannie Johnston, Willie Edouin); “I’ve an Inkling” (lyric and music by Paul A. Rubens) (Edna Wallace Hopper); “The Queen of the Philippine Islands” aka “His Only Love” (lyric and music by Paul A. Rubens) (Fannie Johnston); “Barn Dance”; “I Want to Be a Military Man” (lyric by Frank A. Clement) (Cyril Scott, Chorus); Finale



One of the first things they teach you in Musical Comedy 101 is that the Florodora of the legendary musical isn’t the heroine’s name. Shockingly, Florodora is an island somewhere in the Philippines where grows a rare flower whose fragrance is the basis for a worldwide famous perfume known as Florodora.

The musical was a sensation in London where it premiered at the Lyric Theatre on November 11, 1899, for 455 performances. It was even more popular in New York where the slightly revised Broadway edition ran even longer. During the run, the musical underwent occasional revisions, with additions and deletions to the score, and toward the end of its run, and with an interruption of two days, the musical reopened on January 27, 1902, at the New York Theatre’s rooftop venue, the Winter Garden, for 48 additional performances.

The musical’s 553 New York performances made it the longest-running musical of the season and the second longest of the decade (after A Society Circus, which played for 596 showings). When Florodora closed it was the fourth-longest-running book musical in the history of the American theatre after A Trip to Chinatown (1891; 657 showings), Adonis (1884; 603 showings), and the aforementioned A Society Circus. (Note that many sources incorrectly state the Broadway production opened on November 10, 1900, but the opening was on November 12.)

But Florodora was more than just a popular musical. It was also the embodiment of the glamour and mystique of showgirls, and it institutionalized the notion that beautiful chorus girls just naturally meet and marry millionaires who shower them with diamonds and sip champagne from their satin slippers. And the chorus girls that everyone talked about were those in the Florordora Sextette and their show-stopping “Tell Me, Pretty Maiden.” This was in fact a double sextette sung by six dandies and six maidens all dressed to the hilt, and while the boys sang “Tell me, pretty maiden, are there any more at home like you?,” the girls coyly replied, “There are a few, kind sir, but simple girls and proper, too.”

The six lovelies took hold of the popular imagination, and legend has it that every one of them married millionaires (but no one seems to know if the six chorus boys were so lucky). Broadway’s six original Floro-dora girls were Margaret Walker, Vaughn Texsmith, Marie L. Wilson, Marjorie Relyea, Agnes Wayburn, and Daisy Green, but it was a replacement for a featured player who made history and headlines when Evelyn Nesbit inherited the role of Violante from Aline Potter. Nesbit was an unknown from Pittsburgh’s wrong-side-of-the-tracks who soon became the most famous woman in America. She had an affair with future matinee idol John Barrymore and was the inspiration for Charles Dana Gibson’s Gibson Girl portraits. She also became the mistress of Stanford White, the country’s preeminent architect, and their affair in his secret West 24th Street hideaway with its notorious red velvet swing eventually led to what the press called the trial of the century. Once the affair cooled down, she met and married Pittsburgh millionaire Harry K. Thaw, who was insanely jealous of her past relationship with White and proceeded to murder him during the opening night performance of the 1906 musical Mamzelle Champagne as the show’s leading man confessed in song that “I Could Love a Million Girls.”

Theatre legend has it that “Tell Me, Pretty Maiden” was generally overlooked when the show opened and that it wasn’t until a few weeks into the run that it took everyone by storm. But contrary to the myth, on opening night the song was a showstopper that wowed the audience and garnered praise by the first-night critics. William Raymond Sill in the New York Evening World wrote that the first act of the premiere performance “dragged lamentably,” but “along about 10 o’clock” the music “began to tell” and the audience members of “world-weary men and women aroused themselves and sat upright in their chairs.” They all were “alert” during “Tell Me, Pretty Maiden,” and it was “easily the hit of the evening not so much because of its tunefulness as became of the clever stage mounting.” The sextette of “extremely pretty girls in lavender gowns” appeared with “six men in gray frock coats, silk hats, fawn gloves, and trousers nicely creased,” and “never before in the theatrical history of New York” had chorus men worn such an array of clothing. The fellows looked “as if they had just dismissed the cab man,” and they “were not alone a novelty, but a delight to the eye.” (Theatre historian Stanley Green reports that the maidens wore black ostrich-plumed hats and pink frocks and twirled parasols.)

The New York Times said the “catching” and “syncopated” number had a “rag-time air” about it and was sung “by a well-trained, well-dressed, and good-looking chorus, and the crowd was unwilling to stop the singing”; Brooklyn Life found the song “a capital conceit” and “one of the best” in the show; and the Philadelphia Inquirer reported that the “effective” number “received a number of encores” and stated that the “graceful little bit may be said to have made the hit of the performance.”

The critics enjoyed the rest of Leslie Stuart’s score, and while Sill found the music “very tuneful and generally satisfactory” as well as “good and essentially hummable,” he warned his readers that the songs didn’t measure up to the scores of San Toy, The Mikado, and H.M.S. Pinafore. The Pittsburgh Press also found the score “tuneful” with “decided merit” and emphasized it was “better than anything heard in a musical comedy on Broadway this season.” The Detroit Free Press liked the “original and catchy” songs (and singled out “I Want to Be a Military Man,” “Tact,” and “The Silver Star of Love”); Brooklyn Life enjoyed the “diverting” music; the New York Tribune found the score “graceful” but “often commonplace”; the Chicago Tribune said the “tuneful” music was “a little bit commonplace at times,” but “with a number here and there” the score rose “to a high level”; and the Inquirer found the score “the best we have had” since The Gaiety Girl (1894).

The Times praised the “tuneful,” “sensuous,” “sparkling,” “clever,” and “catchy” score that was “completely above the music of the average Casino productions of recent years as to put it in a class wholly by itself among them,” and it belonged “with the very brightest and best of the recent operettas” (as noted earlier, the Times enjoyed “Tell Me, Pretty Maiden,” and it also singled out one other number, “I Want to Be a Military Man,” which was “full of snap and go” and would “attain the greatest vogue”).

But most of the critics felt the book didn’t measure up to the score and the lavish production values. The story focused on Dolores (Fannie Johnston) whose widower father died when she was a baby and unbeknownst to her left her the island of Florodora and the manufacturing company that produces the perfume Florodora, which is derived from the flowers on the island. Dolores works as a farm girl on the island, and her property and fortune have been usurped by the unscrupulous Cyrus W. Gilfain (R. E. Graham). Happily, Scotland Yard detective Anthony Tweedlepunch (Willie Edouin, who created the role in London, served as the codirector for the American production, and whose daughter May Edouin appeared in a featured role in the Broadway mounting) unmasks Gilfain’s deceits, and all ends well.

The Free Press liked the “interesting and amusing” story, and the Times noted that the plot had “continuity and some sense” and came to an “intelligible conclusion.” But the Inquirer urged the producers to “use the scissors and paste brush with reckless abandon on the book”; the Pittsburgh Press found the libretto “very bad”; and the Tribune stated that the librettist didn’t “pass beyond the limit of honest competence.” Sill decried the attempt of an Anglo-American theatrical “alliance,” which “tried to inject the virus of American fun into the veins of a distinctly English rabbit.”

But “Tell Me, Pretty Maiden” catapulted the show into the stratosphere, and after its long run, the musical returned to Broadway three times. In fact, two days after the musical closed it was back on Broadway in a new production by the Winter Garden Company, which opened on January 27, 1902, for forty-eight performances at the Winter Garden Roof atop the New York Theatre (the roof garden underwent various names during its life and was briefly known as the Jardin de Paris). Among the principals was soon-to-be matinee idol Donald Brian, who in 1907 created the role of Danilo in the first Broadway production of The Merry Widow; in 1914, he and Julia Sanderson introduced Jerome Kern’s first hit song, “They Didn’t Believe Me,” in The Girl from Utah.

Florodora’s touring company brought the show back to New York on March 27, 1905, for 32 performances at the Broadway Theatre, and on April 5, 1920, the Shuberts presented their own production at the Century Theatre for 150 showings with a cast that included Christie MacDonald, Walter Woolf (King), Eleanor Painter, John T. Murray, and none other than future “Mr. Television” Milton Berle (as one of the boys in the sextette).

There were numerous contemporary recordings made during the period of the original British production, including ones made by cast members and by composer Leslie Stuart (these were later released in a Florodora collection on LP and CD by Pearl/Opal Records). The Victor Light Opera Company released a medley of songs from the musical (Opening Chorus; “In the Shade of the Palm”; “Tell Me, Pretty Maiden”; “I Want to Be a Military Man”; and “Island of Love,” the last added to the Broadway production during its original run with music by Ivan Caryll and lyric by Aubrey Percy Hopwood). Another recording of the score (with singers and piano accompaniment and advertised as the “first full score recording”) was issued on CD by the Comic Opera Guild (Ann Arbor, Michigan).




THE KATZENJAMMER KIDS

“A FARCE COMEDY”


	Theatre: Third Avenue Theatre

	Opening Date: November 26, 1900; Closing Date: December 1, 1900

	Performances: 8

	Book: Edward Blondell

	Direction: Edward Blondell;Producers: Blondell and Fennessy Comedy Company (Edward Blondell and William Fennessy); Musical Direction: Ludwig Heck

	Based on the comic strip The Katzenjammer Kids created by Rudolph Dirks.

	Cast: Edward Blondell (Jeb Arnold), Libbie Arnold Blondell (Bessie Palmer), John Hennings Sr. (Adolph Katzenjammer), Frank Mudge (Mr. Quarkerly), Louis Pritzkow (Archie Mason), Henry Dunn (Happy Hulligan), John Hennings (Hans Von Gugenheimer), M. Franks (James Monroe), Don Hanley (Willie Get Sweet), Harry Jenks (Dick Dempsey), Howard Howe (Officer McGinnis), Mallie Little (Uneeda Bisquet), Maybelle Eckert (Lillian Moore), Augustine Morton (Gertrude Moore), Mlle. Bertina (Florette), Mamie Hennings (Marie), Leo Edwards (Jeb Dimple); Specialty Acts: The Sisters Brannick, Eckert and Heck

	The musical was presented in three acts.

	The action takes place during the present time in the Katzenjammer home.






Musical Numbers

Note: The titles of the musical numbers are unknown, as are the names of the lyricist, composer, and most of the creative staff.

The show was of course based on the popular comic strip that looked at the misadventures of the mischievous Katzenjammer Kids. The strip was created by Rudolph Dirks, and it first appeared in the December 12, 1897, edition of the New York Journal.

In the newspapers, the two main Katzenjammer Kids were the twins Hans and Fritz, but for the musical version they were known as Jeb Arnold and Bessie Palmer and were played by Edward Blondell and Libbie Arnold Blondell, respectively.

The production was all but ignored by the New York critics, and it seems the only mention in the New York Times was a one-sentence comment that the musical was scheduled for one week of performances at the Third Avenue Theatre.

The show was clearly one for the road, and the Broadway engagement was just another stop on the tour. The musical played in Allentown, Pennsylvania, prior to the New York booking, and immediately following the Broadway closing the show played in Richmond, Virginia. Both bookings were covered by newspapers in those cities, but the articles were more in the nature of publicity releases than reviews (the Richmond Dispatch predicted that the production’s costuming and mounting would be a “revelation” to theatergoers because “over $10,000” had been “expended on the production”).




SWEET ANNE PAGE


	Theatre: Manhattan Theatre

	Opening Date: December 3, 1900; Closing Date: December 29, 1900

	Performances: 29

	Book: Louis DeLange

	Lyrics: Edgar Smith

	Music: William Harold Neidlinger

	Direction: Max Freeman and J. K. Adams;Producers: Lulu Glaser and Company; Scenery: D. Frank Dodge; Costumes: F. Richard Anderson; Musical Direction: Albert Krausse

	Cast: Lulu Glaser (Anne Page), Fred Frear (Squire Pius Page), Josie Intropodi (Dame Martha Page), Arthur

	Donaldson (Tom Styles), Frank Smiley (Jan; Sir Huntley Fox), Randolph Curry (Rab; Clerk of Court; William the Prince of Orange), Thomas E. Whitbread (Abram; W. C. White; Micah), Daisy King (Liz; Meg), Marquita Dwight (Judy), Grace Blake (Ellen), Gilbert Clayton (Justice Fuddlestone Portleigh; Uncle Davey [also given as Davy]), May Gooch (Lady Arabella Portleigh; Elspeth), Harold Blake (Chevalier St. Henry), Greta Risley (Sally Peachum), Alexander Clark (Adrastus Kafoozalum), William Herman West (Mynheer Van Schaack), Addie Randolph (Bet), Harry Wiegand (Clutch Crimsonbeak), Ole Norman (Crier), L. D. Schlenk (Tipstaff), Osborne Clemson (Courier), W. S. Smith (Young Davey [also given as Davy]); Chorus

	The musical was presented in three acts.

	The action takes place during 1688 in England (specifically, Ridworth in Devon, Exeter, and Lyme-Regis).






Musical Numbers

Note: The following list of songs is given in alphabetical order (the order of song presentation and the names of the singers are unknown).


	“Be Off! Be Off!”; “By the Gallants I Am Feted”; “The Court Is with You, Little Lady”; “The Daffodils and Daisies Bow to Sweet Anne Page”; “Drinking Song”; “Fairies Gayly Dancing”; “I Met a Jolly Sailor Man”; “It Is Difficult to Shimmer in Society”; “The Mad Sequedilla of Gay Seville”; “Mr. Noddy Knows a Thing or Two”; “Mummer’s Art”; “O Golden Leaves”; “A Simple Little Maid”; “Spanish Song”; “There Is Something Hidden in This Chaffing”; “Tom and Yeomen”; “When Another Cherub Sings”; “When I Was in Flanders”



Sweet Anne Page was a short-lived vehicle for Lulu Glaser, a popular performer of the era who had occasionally appeared on Broadway with comic Francis Wilson and was now starring in her first solo effort.

Glaser played the title role of Anne, an heiress and the ward of the untrustworthy Squire Pius Page (Fred Frear) who plans to marry her off to an equally unscrupulous nobleman so that the two men can share her fortune. Meanwhile, Anne is in love with villager Tom Styles (Arthur Donaldson), whom the squire deems beneath her station, and in order to avoid marriage to one she doesn’t love she runs away and joins a band of strolling players. From there, the script gave Glaser plenty of opportunities to show off her versatility, and she soon masqueraded as a saucy Spanish dancer named Conchita; a demure and subservient young woman; a fisherwoman; and finally a lady to the manor born.

The Baltimore Sun said she sang and acted “with unflagging vivacity”; the New York Times noted she appeared “with her accustomed vivacity and boisterous style”; and the Chicago Tribune also used the V-word to praise her “admirable, animated and vivacious” performance. The Indianapolis News hailed her as the “life and soul” of the evening, and the Brooklyn Daily Eagle said she was “a star of the first magnitude” who exuded “extraordinary brilliancy.” William Raymond Sill in the New York Evening World said she made “every singer whom I recall on Broadway this year (with the one exception of Miss Minnie Ashley [who in San Toy had stopped the show with “Rhoda and Her Pagoda”]) look unhappy and miserable in comparison.”

Sweet Anne Page was William Harold Neidlinger’s only Broadway score. Sill found it “tuneful” and “eminently satisfactory”; the Eagle said the music “sparkles in places”; Brooklyn Life liked the “tuneful and pretty” songs; and the Baltimore Sun mentioned there were “several clever” numbers, “one very pretty solo,” and a sequence for the male chorus that was sung a cappella. The Times decided the reminiscent score was “of the most commonplace order,” but “as operettas go in these days” the music was “not bad.”

The Times noted that the story moved along “briskly” and librettist Louis DeLange showed “some ingenuity” in the plot’s construction; Brooklyn Life indicated the book was “tolerably amusing”; and Sill found the book “immeasurably overdrawn.” The Eagle noted that DeLange “might have done worse, which is almost praise enough.”




MADGE SMITH, ATTORNEY


	Theatre: Bijou Theatre

	Opening Date: December 10, 1900; Closing Date: January 12, 1901

	Performances: 38

	Book: Ramsay Morris

	Lyrics: George Waugh Arnold, Francis Bryant, Bob (aka Robert) Cole, Ernest Hogan, James Weldon Johnson, Cissie Loftus, Theodore H. Northrup, and Dave Reed Jr.

	Music: George Waugh Arnold, Francis Bryant, Ernest Hogan, J. Rosamond Johnson, Cissie Loftus, Theodore H. Northrup, Dave Reed Jr., and A. Baldwin Sloane

	Cast: George A. Beane (John Smith), May Irwin (Madge Smith), Joseph M. Sparks (Ajax O’Shaughnessey), Ignacio Martinetti (Count Cotton), Bert Thayer (Gunnington Swift), Jacques Kruger (Wilson), Roland Carter (Montressor Bing; Judge of Police Court), Frank W. Johnson (Upson Downes), Charles Church (Clerk of Police Court), James M. MacDonough (Detective), Edward Bowen (Another Detective), Mabel Florence (Clarice Gay), Sadie Peters (Bijou Leech), Anne Woodward (Cissy Peachblow), Grace Almy (Flossy Greensleeves), Alice Sands (Kate Maxwell), Edythe Blair (Diana Blush)

	The musical was presented in three acts.

	The action takes place during the present time in Hackensack, New Jersey, and New York City.






Musical Numbers

Note: (*) = lyric by Bob (aka Robert) Cole and James Weldon Johnson, music by J. Rosamond Johnson); (**) = lyric and music by Cissie Loftus (all songs by these lyricists and composers had first been heard in The Belle from Bridgeport).


	Act One: “Why Don’t the Band Play?” (*) (Ignacio Martinetti, Company); “I’ve Got Troubles of My Own” (*) (May Irwin); “I Ain’t Gwine to Work No Mo’” (*) (May Irwin)

	Act Two: “Oui! Oui! Mademoiselle” (Ignacio Martinetti); “When I’m by Her Side” (Performer unknown); “I’ve Laid Him on de Shelf” (lyric and music by George Waugh Arnold) (May Irwin); “Bullfrog Ben” (**) (May Irwin): “Give Me Back My Liza” (lyric and music by David Reed Jr.) (May Irwin); “I’m Gwine to Marry Angeline” (**) (Company); “The Turkey and the Turk” (lyric and music by Francis Bryant) (Joseph M. Sparks); “My Little Jungle Queen” aka “My Congo Queen” (May Irwin)

	Act Three: “I Ain’t Gwine to Work No Mo’” (reprise) (*) (May Irwin)



May Irwin’s vehicle The Belle of Bridgeport opened at the Bijou Theatre on October 29, 1900, and played through December 8 for a total of forty-five performances. Meanwhile, Madge Smith, Attorney was given a trial run at the Bijou for a special matinee on December 6. Irwin had entered into a contract with book writer Ramsay Morris, which stipulated his farce had to be produced in New York during the 1900–1901 season—if not, a sum of $1,000 on deposit had to be forfeited by Irwin. Moreover, Irwin was interested in mounting a new show in case Bridgeport faltered, and so the special matinee served two purposes: to save her $1,000 and to see how the new show worked before an audience. To be sure, it was a papered audience, and William Raymond Sill in the New York Evening World remarked that “not since the Actors’ Fund fair at Madison Square Garden” ten years earlier had he “seen so many familiar theatrical faces under one roof.” Sill noted that although the playhouse was “filled,” he wagered that the box office hadn’t taken in more than six dollars.

The new work pleased the friendly audience, and so Bridgeport went dark after December 8 and Madge Smith moved in on December 10, ran through January 12, and chalked up thirty-eight showings. But the piece wasn’t entirely new. Five songs from Bridgeport were held over (“Why Don’t the Band Play?,” “I’ve Got Troubles of My Own,” “I Ain’t Gwine to Work No Mo’,” “Bullfrog Ben,” and “I’m Gwine to Marry Angeline”), and eleven members of the Bridgeport company were in the new production.

The story concerned the title character, who becomes involved in an innocent way with a former admirer while her husband John (George A. Beane) undergoes a similarly innocent dalliance with a former flame and ends up assaulting a policeman in a restaurant where the two are dining. Madge defends John in court but for some reason doesn’t realize the defendant is her husband, and thus confusion and complications set in. But the New York Tribune assured its readers that John is acquitted and “the domestic peace of the Smith family” is “saved.”

Brooklyn Life liked the “abundantly amusing” story and “capital” songs (particularly “My Little Jungle Queen” aka “My Congo Queen”), and the St. Louis Republic found the show “amusing in a slap-dash way” and suggested the evening was too long and required trimming. The New York Times said the “silly” farce wasn’t “ingenious or well-planned” and had “very little wit” and “not a gleam of dramatic aptitude,” but it noted that two songs deserved praise (“When I’m by Her Side,” a “bouche fermee refrain,” and “My Congo Queen,” a “darky ditty”). The Times also supplied a few samples of the show’s alleged humor (“Your conduct shall be checked”/“You ought to be checked in the coat-room”). The Chicago Tribune reported that Irwin had announced that the special trial matinee on December 6 utilized New York as a “dog town” test for the production, and her comment was resented by the newspapers, whose reaction was “not friendly.”

Later in the season, the musical returned to Broadway for a limited engagement of eight performances at the Grand Opera House beginning on March 25, 1901.




THE GIDDY THRONG


	Theatre: New York Theatre

	Opening Date: December 24, 1900; Closing Date: May 11, 1901

	Performances: 164

	Producers: Meyer L. Sire and Henry B. Sire



The Giddy Throng was the overall title of a two-act production that consisted of a first-act vaudeville program and then the revue-like book musical titled The Giddy Throng for the second, which burlesqued a number of popular Broadway plays, musicals, and performers.




Vaudeville


	The vaudeville program was presented in one act.

	Specialties: These are listed alphabetically and are not in performance order.

	Ballet: “Japanese Ballet” (that is, “The Cherry Blossom Ballet”) from Broadway to Tokio; choreographed by Carl Marwig; Ballet: “The Meeting of the Allies at the Gates of Pekin” aka “The Storming of the Walls of Pekin”; choreographed by Carl Marwig; the sequence included military movements and wall scaling by the detachment of Company B, Second Regiment under the command of Captain M. H. Kelly; Emma Carus (singer known as the “female baritone,” and who later popularized Irving Berlin’s “Alexander’s Ragtime Band”) in the sequence “Ma Samoan Beauty” staged by Lionel E. Lawrence; Jessie May and Company; Fred Niblo (monologist); and Tomcat (billed as the “musical eccentric”)



During the course of the run, other specialties were added, including Marwig’s ballet The Devil’s Dream and the mini-musical After Office Hours with book and lyrics by George V. Hobart and music by A. Baldwin Sloane. These two sequences were also added to The King’s Carnival during its run.




The Giddy Throng


	The burlesque was presented in one act.

	The action seems to have occurred all over the place (including New York City) during what appears to be the present time.

	Book and Lyrics: Sydney Rosenfeld

	Music: A. Baldwin Sloane

	Direction: Frank Smithson; Scenery: St. John Lewis and McCoughtry

	Cast: May Yohe (aka Lady Francis Hope) (Lady Muriel Despair), Emma Carus (alternate for Lady Muriel Despair), Louis Harrison (Lord Quex), Mabel Fenton (Sophy Fulgarney), Amelia Summerville (The Duchess of Sirood), Frank Doane (Richard Carvel), Mamie Gilroy (Dorothy Manners), William Gould (David Harum), Charles H. Prince (Foxy Quiller), Daniel MacAvoy (Flambeau), Vera Morris (Lady Allover), Joseph Harrington (Mr. Noble Rohman), Grafton Baker (A Tenor Hero; The Doctor), Pat Rooney (An Office Boy; A Drummer Boy), Mayme Gehrue (A Vivandiere); Chorus






Musical Numbers

Note: The songs are listed alphabetically and are not in performance order.


	“Down by the River” (music by Ivan Caryll) (May Yohe); “How Can I Thank You for This Rally” (May Yohe); “Kiss Me to Sleep” (music by Ivan Caryll) (May Yohe); “Powder Your Nose” (Amelia Summerville); “Since Sally’s in the Ballet” (lyric by Vincent P. Bryan, music by Mike Bernard) (Emma Carus)



The Giddy Throng was a burlesque of current Broadway plays and musicals, but it was also an event or sorts because it starred former chorus girl May Yohe (1866–1938), of Bethlehem, Pennsylvania, who according to rialto wags possessed just three notes in her singing voice. She eventually settled in England, married Sir Francis Hope in 1894 and became Lady Francis Hope, and for the length of their eight-year marriage the legendary Hope Diamond was hers (she reportedly wore it as part of her ensemble of furs, frills, and furbelows during performances of The Giddy Throng, and, so yes, the Hope Diamond appeared in a Broadway musical). (She died in near poverty in 1938, and so there must be something to the myth of the Hope Diamond Curse.)

Brooklyn Life referred to the “Yohe craze,” called her a succ è s de curiosit é, and reported she wore two “elaborate” costumes and “sang (?) two songs,” and the Baltimore Sun stated she looked “resplendent in diamonds,” sang three songs, and amused the house with such lines as “Where there’s life, there’s hope.” The New York Times said “the regular ‘rounders’ of the Tenderloin” crowded the theatre in order “to pay homage to the British peerage” as represented by Yohe. The show itself was a “mess of nonsense,” and the critic noted that when Yohe had first left the U.S. shores she “was said to have three notes in her voice.” Alas, she had “apparently lost two of them” in her return “journey across the Atlantic.”

The Times took inventory of the star and noted that her “fore-front” from “the neck to the waist line” was “blazing like the show window of a Broadway store in which are massed thousands of ‘Parisian diamonds’—your choice for $1—[and] she displayed a couple of dresses and almost paralyzed the crowd with that one tone of her voice that is left when she tried to sing.” The critic emphasized that she was a “dazzling display of diamonds” (and her press agent helpfully explained these were “family heirlooms of her husband’s noble ancestors”) and that she wore “a liberal allowance of grease paints and a handsome gown of white crepe de chine over yellow silk, a handsome opera cloak of white satin with elaborate gold appliquéd work, and a huge picture hat of yellow silk illusion with immense yellow roses and green leaves.” The reviewer concluded that all in all she made a “stunning picture.”

The Times found the show itself “pointless” and “without plot,” and the “hodgepodge” amounted to burlesques of The Gay Lord Quex (which had recently been spoofed in Fiddle-Dee-Dee), Richard Carvel, David Harum, L’aiglon, the recent revival of A Runaway Girl, Arizona (also spoofed in Fiddle-Dee-Dee), San Toy, Foxy Quiller, and Florodora. Brooklyn Life said the show was of “uneven quality” and needed pruning, and the Brooklyn Daily Eagle found the evening a “hodgepodge of nonsense” but noted that because “Lady Hope’s associates are clever entertainers the performance bids to be a success.” The Baltimore Sun enjoyed the “splendid takeoff on familiar actors and actresses”; the Pittsburgh Press liked the “bright, breezy affair”; and the New York Evening World said the show was “a veritable Christmas pudding stuffed with theatrical plums and served with a wine of wit sauce that made it most agreeable” with “pretty” costumes, “light, frivolous and tuneful” songs, and dialogue that was “often sparkling with the crisp brilliancy of epigram.”




A ROYAL ROGUE

“AN OPERATIC COMEDY”


	Theatre: Broadway Theatre

	Opening Date: December 24, 1900; Closing Date: January 19, 1901

	Performances: 30

	Book: Charles Klein

	Lyrics: Grant Stewart

	Music: William T. Francis

	Direction: R. H. Burnside; Producer: Jefferson DeAngelis; Scenery: D. Frank Dodge; Costumes: CarolineSiedle; Musical Direction: William T. Francis

	Cast: Jefferson DeAngelis (Baptiste Ballou), Henry Norman (Couval), Charles Dungan (Pillot), John Dudley (Ristac), Leonard Savoy (Cadaux), F. Newton Lindo (Cadet Georges Girodet), Harold Vizard (Le Blanc), George Rolland (Captain Dubois), George Schofield (First Gendarme), C. V. Clarke (Servant), Josephine Hall (Stephanie), Eva Davenport (Mme. Girodet), Hilda Hollins (Mme. Duclos), Adine Bouvier (Bejazine), Maude Poole (Coralie), Emily Francis (Mme. Hilaire); Chorus

	The musical was presented in two acts.

	The action takes place in and around Paris during 1797.






Musical Numbers


	Act One: “When You Are Found Out” (Adine Bouvier, Maude Poole); “Pop, Pop, Pop!”; “In Bohemia”; “”When Socialism Has Full Sway”; “No One Thinks of Me”; “Something Burning”; “I Once Had a Chef” (Jefferson DeAngelis); “We Won’t Do a Thing to Mamma’s Millions” (Jefferson DeAngelis); “Make Way for the Wealthy Widow” aka “I’m the Widow Girodet” (Eva Davenport); “They Will Put Him in a Cell”; “Two Is Company”; “A Double-Eyed Assassin” (Jefferson DeAngelis); “Wanted: A Cook in a Restaurant”; “All the World to Me”; “The Daughters of a Minister”

	Act Two: “Ding-Dong-Ding”; “When I’m Married” (F. Newton Lindo); “A Gallant Would-Be General” (Jefferson DeAngelis); “Dinner, Dinner”; “Not Yet”



Although comedian Jefferson DeAngelis was front and center in A Royal Rogue and received raves for his performance, his musical didn’t draw audiences and was gone in less than four weeks.

The story took place in and around Paris during 1797, and DeAngelis played the role of Baptiste Ballou, who owns Ballou’s Café on the Boulevard des Jardin and is somehow persuaded to impersonate the Duc de Chartres. Of course, confusion and misunderstandings abound. The Chicago Tribune said the star was in “continual comic effervescence” and was “always delightfully funny in his tomfoolery.” The New York Times noted that DeAngelis underwent “a series of antics which are nonsensical but assuredly amusing” and for his first act entrance was acrobatically “blown through a door by the explosion of a kitchen range”; the Pittsburgh Press found him “exquisitely funny”; William Raymond Sill in the New York Evening World hailed him as “one of the best buffoons now before the public”; and the Brooklyn Daily Eagle said the “effervescent” comedian possessed “an expressive and limber pair of legs, a keen sense of humor, and unlimited capacity to provoke mirth in various ways.”

The Times reported that the audience “was apparently of the opinion that [the musical] was the most excruciatingly funny thing that had ever happened in this town and this era,” and “such continuous roars of laughter have not been heard at an entertainment of this kind in many, many moons.” The score was “commonplace” but served its purpose, and the production was an “attractive bundle of extravagant nonsense and will be enjoyed by those who do not expect high art.”

The Press said the book was a “conventional affair” that was “diamond-pointed with some sparkling music” and occasionally exploded with new jokes. The show opened with a “tra-la-la chorus who look as if they had had a hard siege of it in many other comic operas and who sing their merry drinking song as if it were a dreadful chestnut, as probably it is.” The critic couldn’t recall “how many times” he’d seen “a collection of chorus persons of both sexes go through that regulation side-stepping and waving of tin drinking cups in a tinkling, drinking song.” But it didn’t matter, because Henry Norman (as Couval, a member of the Chapeau Rouge Society) was the sequence’s solo singer and thus made the number “a rattling good one” and performed it and other songs with “much dash and melody.”

The Eagle found Charles Klein’s book “rather ingenious and diverting” and William T. Francis’s score “commonplace” but with a “catchy swing,” and Sill announced that the show was “not clever” and was “essentially stupid” and “wearisome.”





MISS PRINNT

“AN EVENING’S ENTERTAINMENT IN THREE SECTIONS”


	Theatre: Hammerstein’s Victoria Theatre

	Opening Date: December 25, 1900; Closing Date: January 19, 1901

	Performances: 28

	Book: George V. Hobart

	Lyrics and Music: John L. Golden

	Producer: Joseph Immerman; Scenery: A. Operti; Musical Direction: Clarence Rogersoll

	Cast: Marie Dressler (Helen Prinnt), Jobyna Howland (Mrs. Van Asteroid), Zella Frank (Breezie Fairweather),

	Charlotte Walker (Mabel Morningside), Adele Farrington (Dolly Darling), Julia McCoy (Mrs. Benson-rocks), Lottie Medley (Rosalind), Mabelle Howe (Clarisa), Kitty Nugent (Dorothy), Mayme Harnish (Yeobel), Lona DuBois (Helene), June Dechamp (Mollie), Theodore Babcock (Richmond Blackstone), David Lewis (Sneezovitch Snoozlelotski), Leon Kohlmar (Count Boney Cashkacheck), Arthur Stanford (Dick Tait), Thomas Evans (Eaton Spayce), Lew Simmons (Latherup Leatherbe), James F. Grant (Kid McGinnis), John McCauley (Ponsonby Pewtertop), Frederick Richter (Galley B. Jinks); Chorus

	The musical was presented in three acts.

	The action takes place “today” and somewhere “nearby.”






Musical Numbers

Note: The following is an alphabetical list of the known musical numbers heard in the production.


	“I’m Gettin’ So Thirsty” (lyric and music by Jean C. Havez) (Marie Dressler); “I’m Looking for an Angel without Wings” (Marie Dressler); “The Mosquito Song”; “Sweet Saturday” (lyric and music by J. B. Mullen) (Marie Dressler)



Marie Dressler’s vehicle was the cutely titled Miss Prinnt, the name of her character who is the newspaper editor of the Somerset Turnover. She becomes involved with anarchists and lawyers, including Sneezeovitch Snoozlelotski (David Lewis), whom the program described as an anarchist who “believes in highballs, horror, and hair,” and Richmond Blackstone (Theodore Babcock), “a lawyer and therefore to be trusted with a watchful eye.”

Other characters included Dolly Darling (Adele Farrington), a reporter “who finds men always willing to be interviewed”; Count Boney Cashkacheck (Leon Kohlmar), an “importation from France whose linguistic wires are crossed”; Mrs. Bensonrocks (Julia McCoy), whose husband “has money to burn, but no matches”; and Ponsonby Pewtertop (John McCauley), a “writer of up-to-date songs but otherwise perfectly harmless.”

The book was by George V. Hobart, who for a time seemed a threat to all those librettists and lyricists of the Smith persuasion (Harry B., Robert B., and Edgar), and in 1900 alone Hobart had no less than six musicals on Broadway (and that’s no misprint). The New York Times said the new show was a “Christmas present,” and while it wouldn’t “live through the ages” it nonetheless offered “good” and “lively” songs and a star who was “eminently successful.” Further, the evening was an “amusing lot of nonsense, even if the dramatic niceties have been cut to shreds.” The Detroit Free Press said the show was “lively and full of fun,” the score included “several rattling” songs and choruses, the sets and costumes were “handsome,” and as a “cure for the blues Miss Prinnt is splendid”; the Baltimore Sun stated the musical farce was “of the go-bang order” and the audience enjoyed the “smashup” with Dressler “unflagging in her energetic fun-making”; and the Indianapolis News decided the “ordinary” attraction could become a hit once the lengthy performance was cut by about thirty minutes.

William Raymond Sill in the New York Evening World said the show needed the “immediate services of a skilled dramatic surgeon” and noted that the second act was “tiresome beyond description.” Otherwise, the evening offered “very creditable music,” and the out-of-nowhere, pre-third-act burlesque of Edmund Rostand’s L’Aiglon (which had just opened on Broadway in a translation by Louis N. Parker and starred Maude Adams in Sarah Bernhardt’s old role) gave Dressler the chance to be “indisputably clever” in her send-up of Bernhardt (the spoof was written by James Clarence Harvey, and the program noted that Dressler offered her apologies to both Bernhardt and Adams).

The burlesque was added to the show during its tryout when it replaced a spoof of comic operas, in this case something called The Village Beauty (with Dressler in the title role, of course!), and which was referenced in the November 6, 1900, edition of the Times for its review of the tryout’s Albany opening. Note that A Chronology of American Musical Theatre reports that at some point after the Broadway opening of Miss Prinnt the spoof of L’Aiglon was dropped and was replaced by The Village Beauty.

Miss Prinnt wasn’t the only musical to laugh at L’Aiglon: The Giddy Throng had opened the night before, and it too winked at Rostand’s play.

The New York Tribune found the show’s structure and texture “coarse and commonplace” to a “high degree,” and the presentation was so “far enough below mediocrity to make it impossible of serious discussion.” The dialogue was “altogether common” and the “devices for comic effect” were “time worn,” and while Dressler was “at times amusing in a broad manner” the attributes of “refinement and charm are not to be thought of when she is on the stage.”

The Chicago Tribune noted that Dressler’s number “I’m Looking for an Angel without Wings” was the “broadest ditty that ever has been heard in a respectable music hall” and was “without excuse.” Further, the show was “sadly in need of elimination and revision,” and before the opening night curtain fell Oscar Hammerstein I was already “at work on the book.” The News later reported that Hammerstein had written the lyrics and music for the opening choruses of the first and second acts as well as the second act finale.




THE BURGOMASTER


	Theatre: Manhattan Theatre

	Opening Date: December 31, 1900; Closing Date: January 26, 1901

	Performances: 33

	Book and Lyrics: Frank Pixley

	Music: Gustav Luders

	Direction: Thomas Ricketts; Producer: Dearborn Theatre Management (W. W. Tillotson, Director); Musical Direction: Gustav Luders

	Cast: Henry E. Dixey (Peter Stuyvesant), Knox Wilson (Doodle Van Kull), William Riley Hatch (Captain Krall;The Harlem Spider), Joseph S. Welsh (Captain Spuyten), Beaumont Ralston (Blue Feather), James T. Kelly (Terrence Rafferty; Grogan), George Town (William Haagen), Harry Andrews (Jan de Peyster), Ada Deaves (Dame Stuyvesant; Phoebe Kummagin), Sallie Randall (Katrina Vanderbeck), Ruth White (Lieutenant Sweetzer; Ruth), Raymond Hitchcock (E. Booth Talkington), George E. Romaine (Officer Clancey), E. W. Lewis (Foreman), Annette Duval (Newsboy), Zelma Ralston (Willie Van Astorbilt); Soubrettes: Josephine Newman (Daisy), Alice Sweet (Pansy), Luella Drew (Pink), Nellie Follis (Rose), Lillian Austin (Violet), Grace Gray (Mignonette), Van Huntington (Lilly), Gladys Mitchell (Dahlia), and Della Rosa (Fern); Rainy Daisies: Evelyn Clemons (Sunny Shine), Nellie Boyd (Mannie Fair), Flora Arkell (Fannie Clear), Lena Kamp (Gertie Bright), Ethel Hoag (Minnie Zephyr), Maude LeRoy (Nellie Breeze), Florence Hayes (Cissy Twilight), and Annie Ott (May Change); Sallie Randall (Miss Madison); Primroses from Miss Prim’s Seminary: May Morris (Miss Beacon), Dora Carrier (Miss Walnut), Annette Duval (Miss Chestnut), Eva Gunning (Miss Lexington), Gertrude Arden (Miss Kearney), Frances Palmer (Miss Olive), Emerony James (Miss Speedway), and Constance Vale (Miss Boulevard); Harry Murdock (Marmaduke), Jeanne Caskie (Mrs. Splurger); Chorus. Cast Members of the burlesque Leg Long: Ada Deaves (The Duke), Raymond Hitchcock (Matternix), William Riley Hatch (Scrambo); Charles Hooker and Davis (perhaps Ma Belle Davis) (Specialty Performers); Chorus

	The musical was presented in a prologue and two acts.
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