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  The Eighteenth and Nineteenth Centuries Beginnings


  Ann Julia Hatton:


  First Woman to Write a Libretto


  Mrs. Pownall:


  Singer, Actor, and Writer at the John Street Theatre


  Louisa Medina:


  First Woman in America to Make Her Living Writing for the Stage


  Anna and Emma Hyers:


  Pioneers in Black Musical Comedy


  Pauline Elizabeth Hopkins:


  Multitalented Groundbreaking Black Female Writer


  Josie DeWitt:


  Actor, Writer, Violinist


  ANN JULIA HATTON


  First Woman to Write a Libretto


  In the late eighteenth century, only a decade after American independence became a reality, Ann Julia Hatton made a name for herself with her shows, particularly one political musical.


  In 1793, Hatton collaborated with a writer credited only as Mrs. Pownall on a show titled Needs Must; or, The Ballad Singers, which was considered just an excuse for Pownall, who had broken her leg, to be stationary on stage and sing her favorite songs.1 The show played at the John Street Theatre, considered the first permanent theater in New York City, which was in use from 1767 to 1798. Hatton wrote the lyrics and some of the music, with the rest of the piece by Pownall.


  Hatton’s next show was a more illustrious venture, and it was also the next production at the John Street Theatre. Tammany; or, The Indian Chief was billed as a “serious opera.”2 Hatton wrote the libretto to this show with a strong anti-Federalist stance. In 1794, anti-Federalists were in favor of the French Revolution. The Tammany Society, New York’s powerful political organization, was also anti-Federalist, so Hatton based her libretto on their patron namesake.3


  The show was about Native American Chief Tamanend, who is the namesake of Tammany Hall. The cast played Native American and Spanish characters. Lewis Hallam Jr., son of Sarah Hallam Douglass, cofounder of the Old American Company, who ran the John Street Theatre played Christopher Columbus. John Durang, known as the first American-born professional actor and ancestor of playwright Christopher Durang, was in the cast as well, playing a Native American dancer. John Hodgkinson, a leading actor at the time, was Chief Tamanend.


  The story, concocted by Hatton, was about Tammany and his love interest, Manana. In the show, the two are tragically burned to death by the Spaniards. Hatton wrote original lyrics for the piece and also adapted some lyrics from old Native American songs, which she acknowledged as such.4


  Tammany; or, The Indian Chief is widely considered the first libretto written by a woman. Hatton was also known for her poetry and novels.


  MRS. POWNALL


  Singer, Actor, and Writer at the John Street Theatre


  In the eighteenth century, women on the American stage were often billed without first names. Mrs. Pownall started as Miss Marshall in England, then became Mrs. Wrighten after her marriage, and starred on the British stage under that name. In America, she was an acclaimed actor under the name Mrs. Pownall, performing dramatic and musical roles after her arrival in the early 1790s.5


  Pownall’s writing credit came in 1793, when she sang the numbers she was most known for in Needs Must; or, The Ballad Singers, on which she collaborated with Ann Julia Hatton at the John Street Theatre.


  LOUISA MEDINA


  First Woman in America to Make Her Living Writing for the Stage?


  Louisa Medina is known as the first woman in America to make her living solely as a dramatist. She is also known as the writer of a stage adaptation of Last Days of Pompeii, which had a long run of twenty-nine days at a time when most productions ran for only a few days.6


  Medina died at the age of twenty-five, yet in her short life, she became acclaimed as a writer for the stage. All thirty-four of her works for the stage were written in the span of five years, starting in 1833.7 Her work was credited with saving the Bowery Theatre, a center for American drama in nineteenth century New York. The Bowery burned down and was rebuilt five times, during an era when fires were frequent and devastating to live performance venues. Medina wrote the dedication for the Bowery’s 1937 reopening after a fire, and also saved the theater from debt with her hit shows. Sadly, the scripts for many of Medina’s shows were lost in fires at the Bowery Theatre, making them unknown to later generations.


  Medina became involved with the Bowery Theatre through its manager, Thomas Hamblin. After emigrating from Spain, Medina was first the governess for Hamblin’s daughter. She was an educated, independent woman, who pursued avenues not frequently open to women at the time. She spoke three languages; studied subjects considered too challenging for women,8 including geometry and algebra, and pursued publication of her writing successfully in London. When given the opportunity to write for the Bowery Theatre, Medina quickly became its most popular dramatist. She had an ongoing affair with Hamblin, which resulted in scandal. After Hamblin left his wife for Medina, he carried on an affair with a young actor named Louisa Missouri Miller, who died under somewhat mysterious circumstances shortly before Medina did.


  While the majority of Medina’s works were melodramas, several contained musical elements. One of her most popular works was Norman Leslie, which in 1836, earned $6,000 in its first week, enough to save the Bowery Theatre from debt for the umpteenth time. Norman Leslie, which Medina adapted from a novel by Theodore S. Fay, continued to be produced after her death.9


  Medina is often forgotten by historians of early American theatre, with credit for the Bowery Theatre’s successes being attributed to Hamblin and others. In his 1889 memoir, Memories of Fifty Years, actor-manager Lester Wallack called Medina, “one of the most brilliant women I ever met. She was very plain, but a wonderful bright woman, charming in every way.” The rare write-ups of Medina often mention her appearance in a derogatory way. Some historians speculate this may be the reason there is no known image of her.10 One might also assume that these condescending remarks are simply because Medina went against what society expected and was put down as a result.


  ANNA AND EMMA HYERS


  Pioneers in Black Musical Comedy


  The Hyers Sisters, Anna and Emma, started out as performers under the management of their enterprising father Samuel B. Hyers, in the 1860s. Making their debut on stage in Sacramento in 1867, the sisters followed this by touring many shows successfully across America, through the 1890s. They have been called “pioneers in Black musical comedy.”11


  Had Anna and Emma Hyers lived in a different era, or been of a different race and/or gender in their own era, they might have been rightfully credited with conceiver credits more explicitly. As it was, the Hyers Sisters performed in many original works, musical and otherwise—some written by Pauline Elizabeth Hopkins—and often had notable input in their productions. The Hyers family produced their own shows.
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  Anna Hyers, appearing in the opera Urlina the African Princess, circa 1879. BY UNKNOWN PHOTOGRAPHER/WIKIMEDIA COMMONS.


  One of the Hyers sisters’ most popular productions was In and Out of Bondage, by Joseph Bradford. In 1876, this show about a Black family set before and after the Civil War was concluded by a concert featuring the sisters’ regular repertoire. This was integral to the show, in which several characters in the plot became free men and women who were paid as vocalists and singers in post–Civil War America.12 Anna and Emma Hyers kept In and Out of Bondage in their performance repertoire for fifteen years, and varied which songs they would perform.


  In much of their work, the Hyers sisters similarly lent creative contributions to the script, while simultaneously excelling as groundbreaking performers. They “pushed boundaries of acceptable and expected roles for Black and female performers by developing works that moved beyond stereotypical caricatures of African American life.”13


  PAULINE ELIZABETH HOPKINS


  Multitalented Groundbreaking Black Female Writer


  Pauline Elizabeth Hopkins was one of the most prolific and produced Black female writers in the late nineteenth and early twentieth centuries. She was a writer of many forms, penning stage musicals, novels, stories, speeches, and articles and was a pioneer of horror, science fiction, and fantasy writing.14 She was a leader at several magazines and worked as a literary editor as well. She was an accomplished performer and orator.


  Hopkins’s first well-known work was a musical play called Slaves’ Escape; or, The Underground Railroad. In her writing, she explored racism in different eras of American history. Slaves’ Escape, later retitled Peculiar Sam, was produced in 1879, when Hopkins was only twenty years old. The piece was highly regarded by Hopkins’s contemporaries. In it, she “provided American audiences with the first staged reenactments of slavery that were not offered through the lens of the white imagination.”15
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  Pauline Elizabeth Hopkins, circa 1901. BY COLORED AMERICAN MAGAZINE / WIKIMEDIA COMMONS


  Raised in a prominent Black family in Boston, Hopkins was well educated and became a prominent intellectual force as a founding member of the Boston Literary and Historical Association.16 Her most popular novel, Contending Forces: A Romance Illustrative of Negro Life North and South, gave voice to Black families living in America after the Civil War. In writing Contending Forces, Hopkins used her own family history; she was born to free parents whose ancestors had been enslaved. Through Hopkins’s work with The Colored American Magazine, her founding of the Colored American League in Boston, and many other accomplishments, she fought for the advancement of Black Americans.


  According to Dr. Cherene Sherrard-Johnson, president of the Pauline Elizabeth Hopkins Society, “Hopkins was very forthright in her activism against lynching and sexual violence against Black women. These subjects were not talked about, especially sexual abuse, and Hopkins talked about them as openly as she could in her novels. . . . [Hopkins] wanted to share race in a way that was authentic and humanizing, but she also wanted to entertain.”17


  One of Hopkins’s lost works, the novel Of One Blood; or, The Hidden Self, was published in a new edition in 2020, with the subtitle “A Lost Heritage Rediscovered, from the First Great Female Horror Writer of Color.”18 Of One Blood’s 2020 edition has an introduction by writer Nisi Shawl. Shawl notes that Hopkins, less than forty years after the Civil War created a “proto-Wakanda” for her book, an advanced Black civilization with “all the arts and cunning inventions that make your modern glory,” kept secret by its inhabitants.


  JOSIE DEWITT


  Actor, Writer, Violinist


  By the Sad Sea Waves was an 1898 musical comedy at the Herald Square Theatre. Josie DeWitt appeared in the cast and also composed one song for the hit show, which ran for forty-seven performances. DeWitt was known as both a singer and a violinist; she was highly praised for playing her ribbon-covered violin in the production.19


  By the Sad Sea Waves, while largely forgotten, made a small pop culture appearance in the 2012–2015 Australian television series Miss Fisher’s Murder Mysteries. Its poster appears in several episodes.
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  1900s Revues, Large Teams, and Multihyphenates


  Nellie and Rose Beaumont:


  The Seltzer Sisters


  Cecilia Loftus:


  Actor-Writer


  Mae Anwerda Sloane:


  Coon Songs and Working with a Husband


  Mabel Wheeler Daniels:


  A Troubled Theatrical Troupe


  Clare Kummer:


  Hit Songwriter Hustles Hard to Write a Full Show


  Maude Nugent:


  “Sweet Rosie O’Grady”


  Liza Lehmann:


  A Successful Vocalist Has Her Writing Replaced


  Evelyn Baker:


  A British Cinderella


  Anne Caldwell:


  Over 30 Broadway Shows


  Gertrude Hoffman:


  A Pioneer of Choreography


  Clara Driscoll:


  She Saved the Alamo


  Ella Wheeler Wilcox:


  A Poetess Adapts the Story of Queen Esther


  Patrick Bidwell:


  Working under a Male Pseudonym When Tragedy Strikes


  Nora Bayes:


  One of the Top Pop Stars of the Twentieth Century


  NELLIE AND ROSE BEAUMONT


  The Seltzer Sisters


  Sisters Nellie and Rose Beaumont were perhaps the first women to write a song for Broadway in the twentieth century. The Beaumont sisters started out in vaudeville and eventually racked up eighteen Broadway credits between them.


The two wrote for Broadway only once, and it was for Mam’selle ’Awkins, which premiered at the Victoria Theatre in February of 1900. The show tells the tale of a rich man fallen on hard times who has to ditch his current wife in order to marry a wealthier woman. Along the way he calls on many friends to assist with his hijinks.1


The Beaumonts played sisters Sally and Sadie Seltzer in Mam’selle ’Awkins. They wrote both music and lyrics for their number, “You’re Talking Rag-Time.”


  CECILIA LOFTUS


  Actor-Writer
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  Cecilia Loftus, circa 1901, by Apeda Studio. BY APEDA (PHOTOGRAPHY STUDIO) - J. WILLIS SAYRE COLLECTION OF THEATRICAL PHOTOGRAPHS / WIKIMEDIA COMMONS


  A well-known Broadway performer for the first four decades of the twentieth century, Cecilia Loftus also contributed music and lyrics to three productions.


  Loftus was born in Scotland and got her start in the music halls and vaudeville houses of London. She came to America and toured with both vaudeville and legit theatre troupes, making a name for herself with her talent for impressions. Her Broadway debut was in a repertory company that presented six shows at once, including Much Ado About Nothing, Macbeth, and Twelfth Night. She often performed the work of Shakespeare.


  Later in 1900, the same year as her Broadway debut, Loftus had her second Broadway job when she was invited to write two songs for The Belle of Bridgeport. The show is about a young woman fleeing from a false charge of theft, and the white May Irwin, who played the lead, was known for her interpretation of coon songs.2 Irwin also produced.


  The main writers of the show were Black dramatists, J. Rosamond Johnson, Bob Cole, and James Weldon Johnson, and white dramatist Glen MacDonough. Loftus’s songs were titled “Bullfrog Ben” and “(I’m Gwine to Marry) Angeline.” The show was largely criticized for its blatant commercialism because it actually featured product placement. Certain brands of typewriters and whiskey were promoted within its flimsy plot.


  Later that same year, Loftus—in her last job where she was billed as “Cissie Loftus” rather than “Cecilia”—worked on a revamp of The Belle of Bridgeport, this time titled Madge Smith, Attorney. She had the same two songs included, still sung by May Irwin, but the plot was altered.


  Loftus’s third and final Broadway writing credit was the only one for a show where she was also on stage: The Lancers. The 1907 Shubert production is a military comedy set in Quebec, and its first two numbers feature both music and lyrics by Loftus, sung by the charming character she played, a young Russian woman intent on capturing the heart of a captain. The script was cowritten by Rida Johnson Young and J. Hartley Manners.


  Unfortunately, The Lancers received very negative reviews and closed after less than two weeks at Daly’s Theatre. It even received a New York Times review zinger: “The Lancers is described as an entertainment, and that merely goes to show how elastic the language is.”3


  Immediately after The Lancers, Loftus married for a second time. (Her first marriage, to writer Justin Hartly McCarthy, had ended in divorce when she was very young.) Loftus’s second marriage meant that she retired from all stage work in 1908. Her marriage and health were in trouble by 1914, and she returned to the stage, playing Desdemona in Othello at the Lyric after six full years away. She later got a divorce, but did not return to Broadway again until 1927. The remainder of her time on Broadway was spent performing only. In 1934, she originated a scene-stealing role in the Kaufman and Hart play Merrily We Roll Along, and in 1938, she brought her self-titled one-woman-show to Broadway at the Vanderbilt.


  MAE ANWERDA SLOANE


  Coon Songs and Working with a Husband


  Between May 1901 and June 1902, Mae Anwerda Sloane had five productions on Broadway. They comprised her entire career on the Great White Way.


  Sloane was both a composer and a lyricist, and her most famous song, for which she contributed both words and music, was “My Evaline.” This song appeared in The King’s Carnival, a burlesque musical. In 1901, the genre of burlesque was still known for putting a new spin on literary properties. In this case, several well-known stories about royal knights were combined. Sloane’s “My Evaline” was billed on its sheet music as a “darkey love song.”4 T. S. Eliot would later reference the song in his poems. The King’s Carnival opened in spring 1901, closed for the summer, and reopened to play another month in the fall.


  While it was still running, Sloane contributed to The Liberty Belles. Here, she wrote the music for both the first act closer, “Jack O’Lantern (The Great Will-o’-the-Wisp Song)” and the second act opener, “Shopping (Song of Spring Fashions).” On both, she collaborated with Harry B. Smith, one of the most prolific Broadway writers of all time. One of the other most prolific Broadway writers of all time was Sloane’s own husband, Alfred Baldwin Sloane, who also contributed to the musical. A. B. Sloane specialized in coon songs, and M. A. Sloane’s “Jack O’Lantern” was one of these. The Liberty Belles is about a girls’ school where several of the girls stir up some trouble—one is stage-struck Marjery, who closes act one with “Jack O’Lantern.” “Shopping” was sung by the entire chorus.


  Sloane followed The Liberty Belles with The Supper Club. The show played at the rooftop venue that was part of the Olympia Theatre complex, at that point briefly known as the New York Winter Garden Theatre. It was so named because its owners tried to convert the summertime venue into a theater for the colder months.5 The Supper Club was the first show to play it as such, and it was a plotless vaudeville attraction. Audience members could wander in and out as they pleased, and there was no song list in the program.


  Like The Liberty Belles and The Supper Club, M. A. Sloane’s final Broadway show, The Hall of Fame, also featured the work of her husband. This musical was a hit, at the theater just below the roof garden where the previous show appeared. This time M. A. Sloane contributed music to four songs, although the majority of the show’s music was written by A. B. Sloane. Hall of Fame parodied the current theatrical hits of the season while at the same time providing its own plot. Sloane’s songs were titled “Love Is a Jailer,” “Nancy,” “When Charlie Plays the Slide Trombone,” and “My Pajama Beauty.”


  MABEL WHEELER DANIELS


  A Troubled Theatrical Troupe


  Mabel Wheeler Daniels was the first woman to take a score-reading course at the Munich Conservatory. She grew up composing, surrounded by a musical family.6


  In 1902, Daniels was one of three composers for the new musical The Show Girl. Out of town, the show was titled The Cap of Fortune, which became its subtitle at Wallack’s Theatre in New York. The show tells the tale of a troubled theatrical troupe whose manager finds a magic cap that enables him to bring the goddess Psyche back to earth for guidance. Ironically for a show about a troubled theatrical troupe, the group putting together The Show Girl was troubled by countless incidents during its tryout, with many actors and creative team members replaced.


  Daniels had three songs in the piece: “We Are Trying to Support Our Only Mother,” “Invocation to Pie,” and “In Gay Japan.”


  She continued to write choral and orchestral pieces.


  CLARE KUMMER


  Hit Songwriter Hustles Hard to Write a Full Show
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  Clare Kummer. BY BAIN NEWS SERVICE, PUBLISHER / LIBRARY OF CONGRESS CATALOG / WIKIMEDIA COMMONS


  Clare Kummer was a playwright, composer, and lyricist, who worked on both plays and musicals on Broadway from 1903 until 1945.


  Kummer was born into an illustrious family. Her great uncle was Henry Ward Beecher, and her great aunt was Harriet Beecher Stowe. Virtually all the press that noted her early successes as a writer also made note of this familial connection. In 1917, the Brooklyn Daily Eagle reported that Kummer’s recent Broadway hit Good Gracious Annabelle was thought to be a fluke by those in the know on Broadway, but that when her next play, A Successful Calamity proved to be a success as well, those in the industry were satisfied that there was a new talented writer on the block.7 This was despite the fact that Kummer actually had six Broadway credits to her name prior to Good Gracious Annabelle. They were all musicals for which she contributed some combination of music, book, and lyrics, usually as part of a team of writers, beginning in 1903.


  And despite the fact that her family gave her connections that assisted her later on in her career, they were not overly encouraging about her writing. Her big break came when producer Arthur Hopkins, known for giving female writers opportunities throughout his career, produced Good Gracious Annabelle. The Brooklyn Eagle piece summarized: “Mrs. Henry tells her friends that she is now at work on two more comedies and also expects to write a musical comedy—book, lyrics, score and everything. These tasks will, she admits, keep her fairly busy until she decides to write a grand opera or something like that for a change.”8 The article throughout refers to Kummer as Mrs. Henry, as a man named Arthur Henry was her husband at the time.


  Also in 1917, Kummer was featured in a special article in Pearson’s Magazine, written by Ruth Pickering. The article opened with a description of Kummer’s appearance and then went on to praise her work. But then Pickering gave a frank explanation of Kummer’s journey to enter the workforce. According to the piece, Kummer was regretful that she became unhappily married at eighteen, and then was divorced and had a young daughter to take care of. This was what drove her to seek employment as a writer. She had always loved writing songs and lyrics and playing the piano, but it was the need to support her daughter that caused her to knock on producers’ doors, hoping to sell her writing.


  While she did sell several songs, including “Dearie,” which sold over 1 million pieces of sheet music, she could not get any producer to take a chance on letting her write a full show9 until Hopkins bought Good Gracious Annabelle. The article described how she was turned down by Daniel Frohman and other producers. “Writing songs was her talent—she couldn’t expect to have more than one talent.10 They would never listen to her pleading. So not to ‘show them’ exactly, but just to prove it to herself, Clare Kummer began writing Good Gracious Annabelle.”11


  Kummer was known for the down-to-earth realism of her dialogue, which presented people as they were. While her plays might include outrageous events, the people who populated her plays spoke without affect, as though they were just average humans one might meet off of the stage.


  After becoming accepted as a successful writer, Kummer focused on penning plays for several seasons before she took a turn at a musical. And when she did, it was a pair of one-act musicals presented as special matinee engagements in 1921 at the three-hundred-seat house known as the Punch and Judy Theatre. Kummer wrote book, music, and lyrics, and produced as well. The Choir Rehearsal and Chinese Love made her the first woman to be the sole writer of a Broadway musical production.


  In 1924, Kummer wrote a full-fledged musical, penning book, music, and lyrics for Annie Dear, based on Good Gracious Annabelle, which was produced by Florenz Ziegfeld. The show did have some additional song contributions by Sigmund Romberg, Clifford Grey, and Jean Schwartz, as Ziegfeld insisted upon these in the show he produced as a vehicle for his wife Billie Burke. It was not a happy collaboration for Kummer.


  The week after Annie Dear opened at the Times Square, Kummer had Madame Pompadour open at the Martin Beck, produced by Beck himself with Charles Dillingham. In this case, Kummer adapted the book for the operetta, which was originally a hit in Berlin. The show opened the Martin Beck Theatre, now the Al Hirschfeld.


  Kummer’s final musical credit on Broadway was a show called Three Waltzes, produced by the Shubert brothers in 1937 at the Majestic. She cowrote with Rowland Leigh the book for this musical. As her work on Broadway tapered off, concluding with a play called Many Happy Returns in 1945, Kummer began to work more on film and television projects, and she continued publishing songs. She also worked as a literary agent, selling work by others.


  According to a piece written for Maestra Music by Sarah Whitfield, there is evidence that Kummer was intended to win the Pulitzer Prize in 1917 for A Successful Calamity. The committee selected this show of Kummer’s for the award, but, through later deliberations never made public, the show was never recognized. The first woman to win a Pulitzer Prize for Best Play was Susan Glaspell in 1931; Glaspell won for Alison’s House.12


  Whitfield also noted a Chicago Tribune article from 1917 that commented on female writers, including Kummer: “Although the women may have just as much talent as the men, it is not to be expected that their songs and music numbers ever will become as genuinely popular as are those of the men. The men have this advantage: For the purpose of ‘plugging’ their new creations, they can go where they please, when they please, and stay out as late as they please without shattering any of the traditions of propriety. The women, however, cannot do this.”13


  MAUDE NUGENT


  “Sweet Rosie O’Grady”


  Many musical theatre fans know the work of Maude Nugent without knowing they know it, because her most famous composition made its way into the enduring 1964 musical Hello, Dolly!


  Nugent wrote “Sweet Rosie O’Grady” in 1896. At the age of twenty-three, she traipsed through the male-dominated Tin Pan Alley, trying to sell her song. When she did, it became a huge popular hit. Nugent performed it herself at vaudeville venues, encouraging its notoriety with a trick whereby she planted another performer in the gallery to take up the second verse. The catchy waltz was so enduring that its title was used for a Betty Grable movie in 1943 and in that same decade, Nugent was still performing the number on television—fifty years after she wrote it. In Dolly, set in the late 1800s, the character of Ernestina sings the tune off-key, to great comic effect. “Sweet Rosie O’Grady” was one of the first American songs to sell over a million copies of its sheet music.


  Nugent was married to songwriter William Jerome, who attained dozens of Broadway credits in his lifetime, and like a significant number of female writers of the early twentieth century, her limited place at the table was granted to her largely because of her husband’s presence. Many critics did not believe that Nugent had written her big hit, and claimed that Jerome must have written it, an allegation that he constantly corrected in the press. They were engaged at the time that she sold the song.


  Nugent’s two Broadway credits came a decade after her “Sweet Rosie O’Grady” fame. In 1904, she contributed a number to a musical comedy called An English Daisy. Her song, with lyrics by Will Heelan, was called “The Coon, the Moon, and the Little Octoroon.” The number was performed by the show’s title character, Daisy, played by Christie MacDonald, a white actress, to great audience acclaim; they often sang along with its final choruses. “The Coon, the Moon, and the Little Octoroon” is categorized as a coon song.14


  An English Daisy premiered less than a decade after A Trip to Coontown, the first mainstream entertainment written, directed, and performed by Black artists, who, in choosing this title, claimed the word for their own. Two of the writers of A Trip to Coontown were Bob Cole and J. Rosamond Johnson—the two Black men who wrote the song that followed Nugent’s “The Coon, the Moon, and the Little Octoroon” in An English Daisy. Cole and Johnson’s song was “Big Indian Chief,” not a coon song but a number capitalizing on Native American stereotypes.15


  In 1904, at one of Broadway’s most popular venues, the Casino Theatre, a new book musical could feature a songwriting roster including both female and Black artists. While the majority of contributors to An English Daisy were white, the fact that the team was diverse overall was not entirely unheard of. Just like Fanny Brice and Bert Williams could share the bill in The Ziegfeld Follies a few years later, race and gender did not have to be uniform in the melting pot that was Broadway in the early decades of the twentieth century. Here an audience might see a coon song written by a white woman followed by a Native American pseudo-love call written by a Black male team. These instances were certainly accompanied by distinct challenges for creatives who were not male and white, but they did occur.


  Nugent’s other credit came the following year in Fritz in Tammany Hall (1905). This time she was hired to write the show’s 11 o’clock number. It was called “My Irish Daisy,” and the production’s wish to capitalize on the popularity of “Sweet Rosie O’Grady” was clear. Her collaborator on “My Irish Daisy” was Jean Schwartz, her husband’s most frequent collaborator.


  LIZA LEHMANN


  A Successful Vocalist Has Her Writing Replaced


  In 1905, Liza Lehmann, one of England’s most acclaimed turn-of-the-century female composers, achieved her sole Broadway credit, a musical farce called Sergeant Brue.


  Lehmann started out as a successful vocalist in London in the 1880s. After marrying in the 1890s, she did what almost all female performers did then, directly following their weddings: she politely retired from the stage. But Lehmann was unique in that she decided to begin composing instead. Soon she was writing song cycles, art songs, parlor songs, children’s songs, light opera, and more; she became one of Britain’s most beloved female composers.


  By the early 1900s, Lehmann expanded her reach to both sides of the pond, as she toured America and Europe, singing her own compositions. She became the first president of the Society of Women Musicians and a professor of singing at the Guildhall School of Music. By 1904, when she was invited to compose a new musical farce, audiences were excited to see how the writer of hit song cycles like A Daisy Chain and The Persian Garden would approach this new style.


  It wasn’t just any musical Lehmann was commissioned to make her Broadway debut with; she was chosen to compose a new musical with a story by Owen Hall. Hall was known for the smash hit Florodora, one of the longest-running shows in Broadway history at the time. His story for Sergeant Brue involves a policeman who inherits a great fortune but can’t retire and has to stay on the force even though he is a millionaire. Before the musical opened at the Strand Theatre on the West End in 1904, Lehmann told the press, “I could never have believed it would be so easy. I really think I must in a previous existence, let us say on Mars, have been writing musical comedies before. The task has been the greatest fun imaginable.”16


  One can imagine what kind of reaction such confidence may have elicited; for many readers, writing musicals was just not something that women did, and this woman didn’t even think the task was difficult! The same article called her “the pioneer of women composers, so far as comic opera is concerned.”


  Lehmann continued: “Yet dramatic work cannot be said to be entirely out of my line, for I wrote the incidental music to the Twin Sister at the Duke of York’s, and also the music to a charming fairy play of Teresa Haupt, called Kleine Else, which has had a great vogue in Germany. I wrote too, several little musical duologues. My husband, Herbert Bedford, who is also a composer in his spare time, has been very interested in the progress of the work. I have often pulled the piano up to the telephone and played him bits on which I wanted an opinion.”


  Sergeant Brue was a hit at the Strand and the following year, in 1905, opened on Broadway at the Knickerbocker Theatre.


  One magazine, the Reader, was particularly condescending. “Perhaps the most disappointing feature of Sergeant Brue is its lack of any distinctive music; the composer, Liza Lehman [sic] is capable of delicate composition, but she has here struck the level—the musical comedy vein—a combination of flaunting tune and inspired sentiment.”17 The critic went on to praise Frank Daniels in the role of the policeman.


  Most reviews were mixed. Some critics did have praise for Lehmann’s music, but many thought the work did not live up to the anticipation and was a disappointment. The critical reception was not solely responsible for Lehmann’s lack of subsequent Broadway credits, though. She reported that she was uninterested in returning to legitimate theatre in New York because her score had been altered greatly by Sergeant Brue’s Broadway producer, Charles Dillingham. By the time the show opened, less than half of the score was written by Lehmann. In fact, in the three-act musical, her first song didn’t even show up until act two.


  The interpolations were meant to Americanize the production for a New York audience. Over a dozen writers contributed material, including Clare Kummer and Anne Caldwell. This kind of cut-and-paste job was common at the time. Producers owned their writers’ work and could do whatever they wanted with it. More than a decade later, those canonical musical theatre writers Richard Rodgers and Lorenz Hart would experience a very similar theatrical trauma when half their material for Poor Little Ritz Girl was thrown out and replaced with songs by Sigmund Romberg and Alex Gerber.


  Even with most of her score excised, Lehmann still received praise by many, with her work on Sergeant Brue heralded as being as unique as her eclectic career. But she was turned off by the system of creating musical comedy. She continued to write prolifically in many genres including opera. Her book, Practical Hints for Students of Singing, became a popular text for vocal students in the 1910s. She never returned to Broadway.


  EVELYN BAKER


  A British Cinderella


  Sergeant Brue opened in the spring of 1905 and closed when the theaters shut down for the summer. Prior to the advent of air conditioning, nearly every production went on hiatus or permanently closed for the summer, when it was too hot to continue. The Catch of the Season, with music by Evelyn Baker, opened on the other side of summer in 1905. Like Sergeant Brue, The Catch of the Season premiered in London, where it was a huge hit the prior year.


  Evelyn Baker was listed as one of the show’s two main composers, and at least four of the songs in The Catch of the Season were written by her. The show was a new twist on the classic Cinderella tale. Cinderella here was called Angela Crystal, and she fell in love with the Duke on his twenty-first birthday in a modern-day setting. Edna May, known as “the Belle of New York,” played Angela, and the show opened at Daly’s Theatre, a premiere Broadway venue.


  One of Baker’s four numbers was the second in the show. Titled “We’ve Become the Great Attraction,” it was performed by the Gibson Girls. A “Gibson Girl” was the standard of beauty for American women in the last decade of the nineteenth century and first decade of the twentieth. The term was inspired by the drawings of artist Charles Dana Gibson. Noted traits of a Gibson girl were a feminine hourglass figure, a hairstyle piled on top of one’s head, and a confident attitude (but not too confident as to challenge current social norms). The Catch of the Season called its chorus of women “Gibson Girls,” and eight of these Gibson Girls had been brought to Broadway from France, amid great fanfare.


  Jerome Kern marked his third Broadway credit on the show. He wrote both music and lyrics for one number, called “Molly O’Halloran,” sung by the heroine.


  The Catch of the Season was Baker’s sole Broadway credit.


  ANNE CALDWELL


  Over Thirty Broadway Shows


  One of the most prolific female writers of musical theatre in the first three decades of the
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