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CHAPTER I
INTRODUCTION

It is generally recognized that Augustin Daly (1838~
1899) was the major transitional figure in almost every facet
of American Theatre from pre-Civil Wer days to this century,
the most important transitions being its orientation from
romance to realism and from star to director. Even George
Bernard Shaw, the most devastating of Daly's critics during
the 1890s, conceded that, "Mr. Daly was in his prime an ad-
vanced men relatively to his own time and place, and was a
real manager, with definite artistic aims which he trained
his company to accomplish."1 Yet, no one else—-with the
sometime exception of his paid biographer E.A. Dithmar--ever
theought of Daly as a man of ideas. The prevailing image is
that of one big theatrical animal, using hit-and-miss instine-
tuzl attempts at creating theatre, as though he were a Dar-
winian beast evolving as he clawed his way in the theatrical
jungle of the late nineteenth century. Shaw had the sense
0 realize that Daly had a mind capable of forming ideas and
then implementing them.

The aim of this study is to investigate the source,
evolution and practical application of Daly's ideas. His
aesthetics were seeded in the social and theatrical ferment
of New York before the Civil War; they were watered during
the conflict and flowered shortly thereafter.

This important decade, the 1860s, has been given
short shrift by the Daly scholars. They have concentrated,

Tour Theatre in the Nineties (London: Constable and
Company Limited, 1932), 1l, 208.

1
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almost exclusively, on his productions beginning in late 1869~
and in 1879.

It was in 1869, shortly after his marriage to Mary
Duff and his dismissal from the New York Times, that Daly
leased the Fifth Avenue Theatre which James Fisk Jr. had
built for John Brougham. Daly put up six weeks rent in ad-
vance, $3,000, and took a two-year lease on the building. He
published the following prospectus: "The production of what-
ever is novel, original, entertaining and unobjectionable,
and the revival of whatever is rare and worthy, in the legit-
imate drama." Some of the actors he hired for the first sea-
son were Z.L. Davenport and that actor's 19-year-old step-
daughter, Fanny; William Davidge and Mrs. Anne H. Gilbert,
both established stock actors; George Hollard, J.B. Peck,
Clara Jennings, all from Wallack's Theatre, and Agnes Ethel,
whose debut Daly had reviewed the previous season with advice
to her that she should punctuate her sentences properly. EHis
first production in the new house was T.W. Robertson's Play.
It was followed by 21 productions in six months. Fanny Dav-
enport was tried in leading roles, but was evidently not quite
ready and, for the most part, played secondary parts. Holland,
unable to take the strain of constant rehearsals and perform-
ances, suffered a breakdown. Daly's first success came with
Agnes Ethel in the title role of Frou-Frou; it ran for 102
performances. He prepared a new play for Miss Ethel to open
the second season. She refused the part and Clara Morris was
suddenly thrust into fame as Anne Sylvester in Man and Wife.
The new play ran for ten weeks and was followed by Saratoge's
more Shen 100 performances. Miss Morris was acting in Saratoga,
Playing a comic role, and rehearsing days in the title role
of Jezebel. This is the way she remembers Daly's method of
conducting rehearsals for Jezebel:

There were a number of characters on in the scene,
and Mr. Daly wanted to get me across the stage, so that
I. should be out of hearing distance of two of the gen-
tlemen. Now, in the old days, the stage-director weuld
simply have said: "Cross to the Right," and you would
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have crossed because he told you to; but in Mr. Daly's
day you had to have a reason for crossing the drawing
room, and so getting out of the two gentlemen's way——
and a reason could not be found.

Here are a few of the many rejected ideas: There
was no guest for me to cross to in welcoming pantomime;
no piano on that side of the room for me to cross to and
play on softly; ah, the fireplace! and the pretty warm-
ing of one's foot? But no, it was summer-time, that
would not do. The ancient fancy-work, perhaps? No, she
was a human panther, utterly incapable of so domestic an
occupation. The fan forgotten on the mantel-piece? Ah,
yes, that was it! You cross the room for that--and then
suddenly I reminded Mr. Daly that he had, but a moment
before, made a point of having me strike a gentleman sharp-
1y on the cheek with my fan.

"Oh, confound it, yes!" he answered, "and that's got
to stand--that <low is good!"

The old, ol: d=vice of attendance upon the lamp was
suggested; but’ ihe hour of the day was plainly given by
one of the characters as three o'clock in the afternmoon.

These six are but few of the many rejected reasons
for one cross of the stage; still Mr. Daly would not
permit a motiveless action, and we came to a momentary
standstill. Very doubtfully, I remarked: I suppose a
smelling-bottle would not be important enough to cross
the room for?

He brightened quickly--clouded over again even 'more
quickly: "Yesss! Nooo! at least, not if it had never
appeared before. But let me see--Miss Morris, you must
carry that smelling bottle in the preceding scene and--
and, yes, I'll just put in 2 line in your part, making
you ask someone to hand it to you--that will nail atten-
tion to it, you see! Then in this scene, when you leave
these people and cross the room to get your smelling bot-
tle from the mantel, it will be a perfectly natural action
on your part, and will give the men their chance of ex~
planation and warning." And at last we were free to move
on to other things.!

What we have here in 1871 is probably the first recorded in-
stance in American theatre when a director stopped a rehearsal
and spent at the very least one hour trying to motivate a
cross, trying to get this much appearance of reality on stage.
This attention to detail was a standard practice in Daly's re-
hearsals. Among the successes which followed Jezebel were
Divorce and Article 47, in which Miss Morris earned her title,

1life on the Stage (New York, 1902), pp. 326-27.
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4
"Queen of Spasms." American actors weren't quite ready to
submit to Daly's kind of direction yet. Among those who quit
his company during this phase of his career were Miss Ethel,
Miss Davenport, Miss Morris, Lewis and Davidge.

Daly's final phase in the theatre began in 1879 when
he returned from a trip to Jurope, where he had seen Irving
perform as Louis XI and sent the following impression to his
brother Joseph in September 1878:

In his frenzy--for it appears to be a frenzy with
him--to be realistic or Natural--he descends to farceur's
tricks. The peculiarity of his voice, which we have
heard so often referred to, consists of sudden and unex-
pected and sometimes absurd rises and falls——and I can
only compare it to a man speaking half of a long sentence
while drawing in his breath and letFLng the other half
fly out while he expels the breath.

Daly also saw Zola's L'Assomoir in France and didn't care for
the acting or scenery, but was enthused about one of the stage
effects, writing Joseph in January 1879 that "the only novelty
was in the lavoir scene where two wash-women...throw pails
full of warm water (actually) over each other and stand drip-
ping before the audience."2 Margaret Hall, a friend of Mrs.
Daly, had written that when she saw Daly immediately upon his
return, "he looked years and years younger...talkative in the
extreme...a new, an unknown Augustin Daly.“3 This had been
his first trip abroad. He plunged into the opening of his new
theatre by hiring actors with little or no experience for minor

roles and chorus work. He hired well-trained and experienced
actors who were not stars for leads. He set out to teach the
inexperienced players to act and treated them like factory
workers. (He once had his theatre compared to one of Andrew
Carnegie's factories and at another time compared himself to
a general leading an army.) His experienced players were John

1Lincoln Center Library for the Performing Arts, Daly
Correspondence MSS, I.

2Tbid.
3"Persona_l Recollections of Augustin Daly," Theatre,
1905, v, 153.
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Drew and Ada Rehan (both had acted together at the Arch
Street Theatre in Philadelphia under Drew's mother), Mrs.
Anne H. Gilbert and James Lewis. They were to become the
"Big Four" at Daly's Theatre and although only Miss Rehan,
his mistress, remained the full 20 years that he ran the
theatre, they stayed together for the bulk of the time, cre-
ating the ensemble work for which Daly became famous.

From 1869 until his death in 1899 were years of enor-
mous success for Daly; he had already worked out his ideas,
both in theory and in practice, and was enjoying the fruits
of them. But it had been in 1867 that Daly, then 29 years
0ld, wrote and directed his most famous work, Under the Gas-
light. And during the 1860s he had been drama critic for
five newspapers, the Times, Sun, Express, Citizen and Courier.
This crucizl decade in his development has not been studied;
his more than 1,000 critical pieces have not been reexamined.

There have been three dissertations written about
Daly in the last ten years. The most recent, The Nature of
the Scenic Practices in Augustin Dely's New York Productions:
1869-1899, was completed in 1968 by Ronald Michael Reed at
the University of Oregon. The other two are Realism in Aug-
ustin Daly's Productions of Contemporary Plays by John Valjean
Cutler, 1962, University of Illinois, and The Management of
Augustin Daly's Stock Company, 1869-1899 by Marion Vietor
Michalak, 1961, Indiana University. The only other recent
study is David Schaal's "The Rehearsal Situation at Daly's
Theatre" in the March 1966 issue of Educational Theatre Jour-
nal. Mervin Felheim's The Theatre of Augustin Daly, 1956, is
primarily a study of Daly as a dramatist; it was published
from the only other dissertation on this subject. Joseph
Daly's biography of his brother was published in 1917. None
of these works make more than passing mention of the critical
writing. None of them credit Daly with having evolved an aes-
thetic which he then pursued. Cutler, on the contrary, found
no existing evidence that Daly consciously aimed at a realis-
tic style, but that he only wished to be theatrically effect-
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ive. Daly is partially responsible for this image. After
he became a producer in 1869, he threw a net of secrecy about
his work and his ideas. He thought of theatre as magic and
to talk about the process was to destroy the effect. Ome
must go to the critical writings for an articulation of his
theories.

The ideas came as a reaction tc the standard practices
he detested in the theatre of his time. The manner in which
a play was prepared then is comparable to the way in which a
production is thrown together today at most of the leading
opera houses of the world. ILines of business, in which per-
formers play only stock roles, become the necessary and estab-
lished method. W.B. Wood, who retired as an actor in the 1850s,
wrote in his memoirs that it was not unusual for a star to
arrive at the theatre on the same day as performance. This
is how he described the chaos that prevailed at rehearsals:

The rehearsals, therefore, so indispensible towards
the production of entertainments worthy of an audience,
became the strangest exhibitions that can well be con-
ceived. Instead of a quiet and orderly exercise of mem-
ory and judgement, and a careful observation of the ef-
fects, trial of power, situations and machinery, prepar-
atory to the performance of tke piece, it was not uncommon
to hear even the principal parts read for the first time
on the very day of performence, amid the lounging about
and picking up what they chose or could for their duties
in the evening. The star of the-night, if present at
all, sitting at the prompter's table, either writing or
affecting to write letters of vast importance, or gossip-
ing with some v;‘l.sitor, to the utter destruction of silence
and discipline.

Such rehearsal conditions were the norm when Daly entered the
theatre. There were, however, some significant exceptions.
From these exceptions Daly learned much, taking the first
steps toward the formulation of his own theories and his the-
atre practice.

1Personal Recollections of the Stage (Philadelphia,
1855). pp. 391-92.
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CHAPTER II
EARLY IDEAS

Shortly after Daly turned 21 on July 20, 1859, he
decided he had had enough of clerking. For the past five
years, he had been working for "one concern after another."1
Now, sometime in the late fall or early winter of 1859, he
headed for Printing House Square, the city's publishing dis-
trict from which the bulk of New York City's 160 newspapers
emanated; he went to 15 Spruce Street, just east of City Hall.
There, he presented himself and samples of his writing to
James L. Smith, the editor of the Courier,2 the first Sunday
newspaper in America, one which at this time featured the sen-
sational and detailed aspects of the news and of life in the
city. Daly's younger brother Joseph, remembering this crucial
incident some fifty years later, briefly described the inter—
view:

As James Smith...sat in his sanctum preparing his

next issue, there appeared to him a remarkably hand-
some and ingenuous youth with brilliant eyes and dark
curling hair, whose demeanor was modest, notwithstanding
the burning eagerness with whic}} he announced his bus-
mes‘il‘zé.result of young Daly's visit was his immediate

engagement upon the Courier at a small salary as general
writer.

New York in 1859 was becoming a metropolis. Its grow-
ing population had passed the 800,000 mark and the city was

130serh F. Daly, The Life of Augustin Daly (New York,
1917), p. 12." The obituary notice in the Herald iJu.ne 8, 1899,
p.2) noted that Daly started work in "a house furnishing shop
in Maiden Lane to learn business."

2The name of this newspaper changed during the decade
from Sunday Courier to Saturday Evening Courier.
3Joseph Daly, Life,pp. 31-32. The salary was $8 weekly.

7
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pushing northward to Madison Square where the Fifth Avenue
Hotel had just been constructed in white marble and was being
praised as the most magnificent hotel in the world. The Cour-
ier wasn't interested. Its main source of news was in Five
Points, an area off Broadway along Worth Street with narrow,
crooked roads bearing such colorful names as "Cow Bay" and
"Murderer's Alley." The front pages of the weekly during

1859 informed its readers about "The Gemblers and The Gambling
Dens"! or "Tiger Mill, The Chain-Gang Operator."2 A short arti-
cle which appeared in the paper during 1859 indicates the type
of story Daly was covering as a cub reporter:

A German lad of seventeen, named William Spennale,
although himself a baker, could get no work, and con-
sequently was without bread. Ir his desperation, on
Friday night, he took a large dose of arsenic at No.

174 Wegt Thirtieth street, of which he died about mid-

night.
The newspaper catered to the working classes and was consid-
ered to be radical, but the editors preferred to call it an
"independent jourral." Daly continued to write general news,
features and serialized fiction during his employment, which
lasted until 1867. But this aspect of his journalism became
secondary to his overwhelmingly predominant interest in the
theatre. Within a few weeks after he was hired, the position
of dramatic editor was vacated and Daly stepped into it, ac-
cording to his brother.4 His first theatrical piece, unsigned,
apparently appeared in the February 12, 1860 issue of the
Courier. The column was titled "The Cricket." After an
apology for his age and inexperience, Daly attacked one of
the leading actors of the time, George Vandenhoff. The Clip-
per, the predecessor of today's Variety, had a number of ar-
ticles during 1860 condemning the way critics were hired,
their lack of training and the self-serving menner in which
they performed their duties. One of the articles on "indis-
criminate praise" includes a sentence from one of Daly's re-

"March 13. 2april 10. JFeb. 13, p. 5.
4Joseph Daly, Life, p. 32.
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views. The Clipper scolds the Courier for printing that "Mr.
Peters, as Mr. Blenkinsapp, 'could not have been surpassed by
the late Mr. Burton himself.'"! There is little doubt that
Daly was selfserving as a critic and that he fell into the
position by luck, but was he properly trained for the post?
Judging by the prevailing yardstick, one would have to say he
measured better than most. It should prove interesting to
inspect his qualifications before examining his first published
utterances on the theatre.

"When he began to write theatrical reviews for the old
Sunday Courier...he had ideas and the power to express them,"
E.A.Dithmar wrote in 1896.2 Dithmar, who was then a critic
for the Times, was moonlighting for Daly and the remark ap-
pears in a commissioned biography. Dithmar names the four
plays Daly had written before his first produced (December 8,
1862) and extant work, Leah the Forsaken.

The first of these plays, a one-act farce called A
Bachelor's Wardrobe, was written in 1856 when Daly was 18 for
W. E. Burton, whose theatre Joseph Daly credits along with
Wallack's Theatre as being a major force in his brother's
theatrical trainj.ng.3 Dithmar wrote in an article for the
Times that "Mr. Daly used to say that he felt more strongly
the influence of Burton than that of any predecessor," adding
that Burton's productions were "less formal and more life-
like than those at Wallack's."® Burton (1804-1860) came to
New York the year before the Dalys moved there from Norfolk.
He opened Burton's Chamber Street Theatre in 1848. He man-
aged for eight years to resist the prevailing star system and
be successful both artistically and financially. Newspapers
of the period wrote of him with respect and praise. The Cham-
ber Street Theatre seated only 800. When he moved in 1856 to

Toet. 27, 1860, p. 222.

2Memories of Daly's_Theatres (New York, 1897), p. 9.
3Id_f‘e, p. 19: "Here Daly learned his art."
4'Juma 18, 1899, "Illustrated Magazine," p. 5.
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the new Metropolitan Theatre on Broadway and Bond Street, he
found that quality and ensemble playing was insufficient to
£i11 what was called one of the largest theatres in the world,
probably seating about 5,000. He tried to bring in stars to
attract the necessary larger sudiences, but failed and retired
from management in 1858. The type of plays produced on Cham-
bers Street, whether classical or contemporary, were satirical,
extravagant, topical and included native humor. Burton was
especially noted for mainteining strong elements of realism

in his burlesque characterizations. Daly's first play was
apparently an attempt to approximate these qualities. Joseph
Dely called it "an effort wholly original and ‘x)oyish."1 Noth-
ing else is mentioned of this first try at authorship except
for the following description of Burton's rejection:

Nothing could exceed the graciousness of the veteran's
reception of the youthful visitor. He promised to give
the play a reading. It was returned without loss of time,
accompanied by a note pointing out its unsuitableness for
production, but adding that it evinced a sense of humor
that gave promise for the future.

While Burton was in his prime, James W. Wallack (1795~
1864) purchased the Lyceum Theatre (1852) and introduced his
own reforms against the star system. Both men were English-
born actors who managed their own stock companies. Wallack
paid greater attention to scenery, costumes and other details
on both sides of the curtain, as Daly was to do when he formed
his own stock companies. A further influence was to emanate
from Wallack's Theatre in 1863 when the manager's son, ILester,
continued in his father's direction. This was to be the pro-
duction of Rosedale, which Lester wrote, acted in and menaged.
But it was during the elder Wellack's management that Daly
saw Mrs. John Wood becoming the rage as a burlesque actress
during the 1856-1857 season. It was for her and this company
that Daly wrote his next farce, Master and Man, and had his
second rejection.

Joseph Daly and Dithmar are both oddly negligent about

Tnife, p. 22. °Ibid.
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the next company to which Daly was attracted and for which he
wrote his next two plays. ZIeura Keene (1820-1873) also came
from England. She had acted with Mme. Vestris there and was
brought to New York by Wallack; she left him to manage her
own theatre in New York from 1855 to 1863. She conducted re-
hearsals under such strict discipline that she earned the
sobriquet of "Duchess." She did not follow lines of business,
casting actors in varied roles. She was sued by an actor,
George H. Jordon, because, he claimed in court, she tried to
force him to play 2 role not in his 1:1.ne.1 Joseph Jefferson,
who was hired by Miss Keene sight unseen and introduced to New
York in her company, refused to play Puck in Midsummer Night's
Dream, insisting on his line and playing Bottom; Miss Keene
herself then played Puck. He bridled under her rule and left
the company to become a star. His autobiography describes
incidents in which "she was most indefatigable in her rehear-
sals and spared neither time nor pains in planning her effects."
He was furious though when "she insisted upon arranging the
business and conducting the rehearsals" of a play he had co-
authored.2 It was for Jefferson that Daly wrote his third
rejected farce, Joe's Wife, during the 1857-1858 season. He
was later to write azbout Jefferson that seeing him perform
was like peeping throuch a window and watching a man in his
own home. It was not only Jefferson's acting which attracted
Daly earlier, but the stock company itself. He wrote his
fourth play, Napoleon III, for the company with a special role
for Miss Keene, Zmpress Bugenie. Joseph Daly wrote that "within
a week afier news of the attempt by Orsini and his confeder-
ates upon the life of Napoleon III reached New York, a play
on the subject was in the hands of Laura J:Zeene.“3 The As-
sociated Press had the news to the New York dailies in time

1
Herald, Jan. 6, 1860, p. 8.

2Tne sutobiography of Joseph Jefferson (New York, 1890),
po. 189-90.

31ife, p. 47.
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for their January 29, 1858 issues. Napoleon III with the
empress was attending the Italian opera when Count Felice
Orsini and three other Italians attempted to assassinate him,
hoping to remove an opponent to the liberation of Italy. Eu-
genie was described as a strong-willed and attractive woman,
a type of heroine Daly would use again and again in his plays.
The theatrical columns of the time roted frequently that Miss
Keene's judgement in selecting plays was bad. Jefferson, in
his autobiography, wrote that "she invariably allowed herself
to be too much influenced by their literary merit or the del-
icacy of their treatment" rather than "a sympathetic story,
containing human interest, and told in action rather than in
words." On the evening of the assassination report, Miss
Keene was playing Louisa de Lascours in The Sea of Ice. The
next evening was her benefit; she playei Josephine de Beaure-
paire in White Lies. It was only natural that Daly, 20, would
think she would be flattered with the role of an empress of
France. She wasn't. The manuscript was lost and Daly des-
paired of playwrighting again until 1862.

There is a slight contradiction inherent in using the
four plays Daly wrote before becoming a2 drama critic in con-
junction with the "stars" of "ensemble ccmpanies" he admired.
Burton, Mrs. Wood, Jefferson and Miss ¥eene were certainly
"stars," but not in the sense of the word as it applied to
the theatre during the 1850s. Stars travelled from one com-
pany to another or formed companies primerily to show them—
selves off. The stock companies of Wallack, Burton and Miss
Keene were different in that production elements and the other
actors were afforded as much attention as themselves. And
this is what attracted Dely to them =nd formed the tasis of
his early theatrical training.

Daly's other experiences in theatre prior to 1860 can
be summed up briefly. The first play he saw as a child in Nor-
folk was Rockwood with James E. Murdoch playing "a dashing

1 sutobiography, pp. 184-85.
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highwayman." As a youth in New York, he joined a number of
amateur theatrical groups, managing and playing the title
role in Julius Caesar for one of them. In 1856, after his
play was rejected by Burton, he rented a theatre in Brooklyn
for one night and menaged a varied program which included the
second act of Macbeth and Toodles, John Brougham's adaptation
of Dombey and Son by Dickens, a play made famous by Burton
during this decade. He was to have played the porter in Mac-
beth, but was busy elsewhere at his ertrance cue; he played
a small role in Toodles, that of George iLcorn. Joseph Daly
wrote that these two roles, Caesar and Acorn, were the only
ones Daly cver played on 2 stage.

Two roles as an actor, two productions under his man-
agement, four plays authored and a good deal of theatre attend-
ance——this was the equipment Daly brought to bear upon his
first column as a dramatic editor. The springboard for his
professional theatrical plunge was a book by Vandenhoff
Leaves from an Actor's Notebook.

The memoir is a rather tedious justification and puff
of the actor's life. Vandenhoff is probably best remembered
today as the actor who coached the ex-Mrs. Forrest for the
stage. He acted with Charlotte Cushman, but the only incid-
ent he relates is to complain of her saying "kill" instead of
"murder" as the Queen speaking to his Hamlet in the line: "What
wilt thou do? thou wilt not murder me?" He concedes that her
abting improved after her association with Macready, but found
her Lady Macbeth "too animal...wants intellectual confidence
...relies t00 much on physical energy." He was horrified by
her Nancy Sykes in Qliver Twist: "Too true, painful, fearfully
natural, dreadfully :i_n'l:ense."1 Once, while playing in Lady
of Lyons, someone in the audience shouted, "Kiss her! by___,
Kiss her!" He refused to go on until the man was thrown out
of the theatre. His comment: "We must regulate our feelings

TLeaves (New York, 1860), pp. 195-96.
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or at least, the inopportune expression of them!" He acted
with Macready and found a review whieh implied that he was
the better actor. His advice to anyone considering the thea-
tre as a profession: "Go to anything, or anywhere, that will
give you an honest and decent livelihood, rather than go on
the stage."2 This was not the advice Daly wanted to hear at
this juncture in his life. Vandenhoff had decided to leave
acting and go into law: "An actor is great, or nothing.“3 His
professional reputation among other actors was not too high.
Lester Wallack, in his memoirs, recourts that Vandenhoff was
to play Iago to the Othello of Lester's cousin, Jemes W. Wal-
lack Jr. Five minutes before curtain time, a2 note was delivered
to the manager, William Rufus Btake, stating that Vandenhoff
would not perform because his name did not "appear in the bills
in equal type with Mr. James Wallack's." Blake read the note
in front of the curtain, announcing the new Iago and adding:
"We leave it to you to give Mr. Vandenhoff his just deserts
whenever he shall appear before you agaj.n."4

Daly may have had Blake's admonition ir mind when he
sat down to review the Leaves from an Actor's Notebook. After
an awkward and self-conscious beginning, Daly's Cricket tore
into Vandenhoff:

My dear V., you speak and act as though something
else were at the foundation of 2ll this sorrow for the
decline of the stage and the standard of public demand.
Mayhap, you did not receive your full share of public
approval, according to your own ideas, or perhaps "greater
were coming." Oh! I don't know. I say, that rant is
not appreciated, or, I should put it, desired. Can you
tell me where rant is tolerated in a first class theatre?
Does it not with us constitute that which is scornfully
denominated "old school?" TYou are called of that class,
and you will soon stand alone in the glory. All you can
say, all you can prove to the contrary, the actor has im-
proved in his calling, and nature cgies today from the
stage, as she never cried before...

'Tbid., pp. 212-13.  2Ibid., p. 330. Ibid., p. 331.

‘Memories of Fifty Years (New York, 1889), pp. 140-41.
SCourier, Feb. 12, 1860, p. 5.

1
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Daly went on to praise three stock companies in this column,
those of Laura Keene, James W. Wallack and W.E. Burton. He
praises the acting of Edwin Booth, Joseph Jefferson, James
E. Murdoch, E.L. Davenport, Matilde Heron and Fanny Daven-
port and the promise of Sara Stevens and Jane Coombes. He
defended melodrama, saying that at the least, it inspired "a
love for good and appropriate mise en scéne." He wrote that
the present theatre could not subsist on Shakespeare and the
classies alone, praising An American Cousin and Uncle Tom's
Cabin as being healthy for the theatre.

The article is on the whole studied, unnatural, studded
with trivial quotations and apologies. The manner does not
suit.the matter. He is praising nature in an unnatural way.
The taste is being formed, but not the expression. There are
fragments in the review, particularly in the passage quoted
above, in which Daly does sound the note of his future writing.
But the bulk of it is remdered in the style of the following
sentence:

I acknowledge all that may, perhaps, be said in regerd
to the retired actor's benefit of experience--I cannot
pretend to deny that 'knowledge is power'--I admit that
generally youth should study silence, award acquiescence,
cherish reverence before the words of sober years; but,
nevertheless, youth, silence, consent, respect to the
contrary, I am quite certain that, in this present case,
Mr. Vandenhoff is at loggerheads with the right side of
the question.?!

The question was not all that clear in Daly's mind. He was
on the side of "nature." He did rot care for the school of
acting which placed diction above feeling, or presented craft
for its own sake. Just how closely should the stage approxi-
mate real life?

What was "real life" itself like in 18607 Theatre,
of course, does not exist in a vacuum. New York City that
year before the Civil War was in a state of fantastic ex-
citement, more dramatic than any of the plays being presented

T1pia.
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on its stages. On the political scene, hearings were being
held on Harper's Ferry while the debate on secession raged
(even New York comsidered seceding from the union). While
the jobless and hungry roamed the streets and immigrents
crowded into the teeming tenement houses, a conspicuous dis-
play of wealth was being paraded by the rising business class.
Yet, more than a full third of the city's population was in-
terested primarily--end for a short time, it seems, only--in
the announced visit of the 19-year-old Albert Zdward, Prince
of Wales, later Edward VII, King of England. The rumor of the
first visit of royalty to America was reported in March, 1860.
Reports of letters from Zdward's mother, Queen Victoria, and
President James Buchanan, were being circulated in the press.
Then the official word was out. He would be travelling to
Canada and then America and would enter New York City on Oct-
ober.12. He would travel "without royal recognition" under
the neme of Lord Renfrew. Nonsense--three hundred thousand
persons lined Broadway from Bowling Green to the Fifth Avenue
Hotel where he was to stay on the afternoon of his arrival.
That evening he would be feted with a torchlight parade and
then introduced to "high" society at a grand ball at the
Academy of Music. A committee of 400 was selected to are
range the ball; each member was given 10 tickets to distrib-
ute. Each of the 4,000 invited had to be screened by a smaller
and more select committee. Every detail of the visit was re-
ported on the front pages of every newspaper in the city.
This ambivalent state--a yearning for royalty coupled
with a celebration of free individuals working together--was
reflected in the theatre. Audiences and critics wanted their
stars; they also wanted ensemble playing. They wanted to re-
tain their past as they scrembled toward the future. Reality
for New York City in 1860 was more glitter than grime. The
rug had not been unfolded yet. The mobs were quiet and the .
display of wealth, pomp and rhetoric were on the surface.
Soon it would change. The Civil War would begin in the same
glitter of prose; mothers would be pictured sending their somns
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off to fight for glory and battle would be pictured in rom—
antic terms. Then, by mid-1863, 2 new consciousness would
erupt and the rhetoric would dissolve in the new rea_'l.i‘t;y.1

This was the milieu in which YVanity Fair began pub-
lication in 1860 with Artemus Ward (Charles F. Browne) as
editor. The magazine promoted the new force in the theatre
at the same time that it satirized it. In one of the first
issues, it noted the craze for stronger doses of reality on
the stage:

SOMETHING WE ARE WAITING FOR

If Miss Laura Keene's Bill-Editor continues the ex-
traordinarily copious style of advertising he had adopted
in the case of "The Colleen Bawn," we shall shortly ex-
pect a pendant to Miss Robertson's song of "The Pretty
Girl Milking Her Cow," in the shape of a

Real.Cow
With
Milk of the Period!!

Milk Of the Period.e..eeeeesseessennnes....dir. Peters.2
Daly read Venity Fair avidly and was to pattern his writing
style after Artemus Ward. But before that influence was to
take effect, he was to be dazzled by the greatest theatrical
experience of the nineteenth century, the New York season of
1860-1861.

Young Daly was not familiar at first hand with the
work of Zdwin Forrest, Charlotte Cushman and the maturing
style of Edwin Booth. All three had been absent from the New
York stage for the past three years.

Forrest (1806-1872) was the first to return. He opened
on September 17, 1860 at the gigantic Niblo's Garden, a theatre
which had primarily housed opera, ballet and variety shows to

1Irv:i.n.g E. Bartlett, The American Mind in the Mid-Nine-
teenth Century (New York: Thomas Y. Crowell Co., 1967 , P. 114,
wrote that the existing ambivalence in American society before
the war was caused by the spread of business and cities with
a continued yearning for pastoral simplicity.

24pril 7, 1860, p. 232.
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£ill its 3,500 seats. He received half the gross for one
hundred nights, performing only on Monday, Wednesday and
Friday. He opened with Hamlet, then performed in Lear, Othello,
Macbeth and The Gladiator. Vanity Fair criticized him for
his departure from accepted texts, for example "seige of
troubles" for "sea of ‘troubles."1 Porter's Spirit of the
Times found his death scene "however truthful it may be, was
rot according to our taste; we cen see no reason why horrors
in looks and contortions should be forced upon us, simply be-
cause they are la‘.fel:i.ke,"2 but in the following issue states,
"with all his faults, we hold him as the best actor on the
stage."3 Artemus Ward went to see Othello in December and
told his Vanity Fair readers:

Edwin Forrest is a grate acter. I thot I saw Otheller
before me all the time he was actin, & when the curtin
fell, I found my spectacles was still mistened with salt-
water, which had run from my eyes while poor Desdemony
was dyin. Bessy Jane--Bessy Jane! let us pray that our
domestic bliss may never be busted up by a Iago!4

Although Forrest added a great deal of detail in sound and
gesture to his characterizations, his brand of realism did
not extend to scenery and costumes, nor to ensemble in acting.
Audiences came to see his muscular body, hear his thrilling
voice and be in the presence of America's first great stage
personality. They filled the house consistently during the
season.

The audiences did not flock to the Winter Garden to
welcome Charlotte Cushman (1816-1876). They apparently re-
sented her long sojourns abroad. She opened on October 1,
1860 in a play selected more for its title then its merit,
The Stranger. Then she gave her famous characterization of
Meg Merrilies in Guy Mannering and starred in Henry VIII,
Macbeth and Romeo and Juliet, playing Romeo. She saved for
her return engagement the role of Nancy Sykes, which rattled

'Sept. 20, 1860, p. 167. 2Sept. 22, 1860, p. 404.
Sept. 29, 1860, p. 460. “Dec. 15, 1860, p. 291.
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the sensibilities of the critic at Porter's Spirit. "We
camnot but wonder that a woman of her talent and experience
should insist on playing not once alone, but repeatedly such
2 thoroughly disgusting character as Nancy Sykes,"1 he wrote.
But this critic and the Vandenhoffs were getting to be more
in the.minority; the bulk of the critics were ebullient.

Edwin Booth (1833-1893) followed Cushmen in the Winter
Garden, playing to slim houses at first until crowds filled
the theatre to acclaim him one of the greatest actors who had
ever appeared on the stage. He played Richelieu, Richard III,
Iago--trying to avoid competition with Forrest. But the older
star would have none of this; when Booth played Hamlet, Forrest
brought it back into his repertory. When Booth turned to Rich~
elieu, Forrest quickly followed suit. There was really no con-
test. Those devoted to Forrest couldn't see Booth as an actor
and Booth's fans thought Forrest belonged in a circus, no mat-
ter how well either of them performed. TYet a good part of the
critics and audiences were glad to have both. The Sunday Times
saw no contradiction in calling Forrest "one of the world's
greatest actors" and Booth, "the best tragedian who has trod-
den the American stage in our time," in the same theatre
colu.mn.2 New York was expanding and feeling expansive. The
critics were overjoyed at the progress which Booth had made
as an actor, praising the refinement of his style. When his
first engagement of the season was over, Booth joined Cush-
man in Philadelphia, where they played Macbeth on the same
stage but in different worlds. Cushman claimed that he was
too effete. Booth wondered why her Lady Macbeth didn't actually
do the murder; she was apparently the more able for the job.
They returned separately to New York for new engagements, re-
peating Macbeth once for an actor benefit at the Academy of
Music.

While Cushmen and Booth were in Philadelphia, Jefferson
took over the Winter Garden for his first starring venture in

1 2

March 16, 1861, p. 96. Dec. 9, 1860, p. 2.
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New York. He opened Christmas Eve in an early version of
Rip Ven Winkle with an afterpiece called The Married Rzke.
He played eight other pieces during his short engagement.
The Times said his burlesque of Mezeppa kept the house "in
a constant roar of merriment...kr. Jefferson was truly ex-
cellen“k:."‘I The Iribune also praised his acting, finding his
Rip one of his best characterizations, but the play itself
"utterly u.mﬂo:r'l:l'xy."2 The Sunday Times (no relation then to
the daily paper) thought comedians "seem slightly out of place
in 2 metropolitan theatre as stars" and preferred Jefferson's
acting when he was with Miss Keene, "a perfect part of perfect
wholes.“3

These were but four of the meny stars who were-creating
their sensations in New York City that season. One could pay
from 25¢ to $1--if tickets were available--to hear Adelina
Patti sing Bellini's La Sonambula at the Academy of Music or
visit Barnum's American Museum with the Prince of Wales to
gape at the Siamese Twins and sit through a series of tab-
leanx called Joseph and His Brethren. If one were to think
that the stock company ideal of ensemble acting was lost in
this hullaballo, one might be excused. But one would be
wrong. Wallack's and Keene's were causing their own excite-
ment and, perhaps, more directly influencing the future of
theatre in America.

Wellack's opered its new season on September 13 on
Broome Street (the following year it would move north to
Broadway and 13th Street). It offered a new Scribe adapta-
tion, John Brougham's new comedy, Playing with Fire, and a
series of farce and comedy revivals, including She Stoops to
Conguer and The Rivals. The company also had a run with a new
play by Lester Wallack, Central Park, which featured a skating
scene. The company, now managed by Lester, included W.H. Nortonm,
Fanny Morant and Madeline Henrigues. Wallack was toasted as

1 2

Jan. 9, 1861, p. 4.
Dec. 30, 1860. p. 2.

Dec. 25, 1860, p. 8.
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the handsomest man in New York and Miss Henrigues was cel-
ebrated for her beauty, but it was the company's style and
the precision of the acting that drew the young and fashionable
audiences.

Keene's offered melodrams and spectacle. The season
opened with a thriller, The Monkey Boy, and.was followed by
The Lady of Glanmire._ The company offered a one-act version
of The Bezgar's Opera before the theatre closed briefly to
rehearse its most ambitious project todate, Seven Sisters. It
was advertised as a "Grand Operatic, Spectacular, Musical,
Terpsichorean, Diabolical, Farcical Burletta in three acts,”
which would conclude with "a specimen of scenic art never be-
fore attempted on the Americen stage, and gotten up at a2 cost
of Three Thousand Dollars, called Birth of the Butterfly in
the Bower of Ferns." The exiravaganze opened on November 26
and played for 253 comsecutive performances, the longest un-
broken run to that time in New York. The thin plot line in-
volves the visit of Satan's seven daughters to New York. The
stage effects drew praise from all the critics; they were
created by James Roberts, formerly of Covent Garden (he was
later to work at Daly's Theatre).

Daly's biographers are strangely silent about his re-
action to this flurry of theatrical activity, but copies of
the Courier have survived which cover the latter half of the
season. They include Daly's comments about all of the stars
who appeared and contain the beginning statements of his
evolving aesthetic.

Of the three major stars, Forrest, Cushman and Booth,
Daly had unqualified praise for Cushman's acting; his reaction
to Forrest and Booth were as ambivalent as the times. He
detested the system by which all three acted, as his reviews
of three other stars, Joseph Jeffersor, George Clarke and
Jane Coombes, and of the theatres which featured stars-—-Nib-
lo's and the Winter Garden--will attest. His theatrical
ideals were being approximated at Wallack's and Keene's; yet
he could be his harshest and most confused when writing of
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these two theatres.

His review of Charlotte Cushman's personation of
Nancy Sykes in Oliver Twist attacks the adaptation of the
novel as "a trashy hesh of incidents and words" upon which
fine scenic effects and acting that offers "fidelity to na-
ture" somehow survive. His description of Cushmen's portrayal
prresents his ideal style of acting:

The unbending iron of her features, stern in their
resolve, but more terrible in their calmness, never once
melting into a smile, but more than once crossed by so
fearful a shadow of what in earlier years might have been
one, as to meke the beholder shudder to look upon the
wreck of a girlhood before him. The tawdry material of
her dress, yet its positive carelessness, is another
feature of her conception of the character in the most
perfect keeping with nature. Her walk--not zs an aud-
itor can sit and look upon that bold swinging zai%, that
half shamble, half swagzer,without conceding to this won-
derful student of nature an approach to reality and truth
utterly beyond parallel or reach. Miss Cushmen's exit
in the scene on London Bridge, was really as fine a study
as we have beheld upcn the stage. In her first entrance,
also, with the basket upon her arm, and the key swinging
upon her finger, the actress was utterly lost in her
great embodiment of the character she portrayed...these
are the tableaus of nature which everybody ought to see.
Her piteous wail "I am not fit to die" as she is dragged
%o her death, still echoes in our own ear, and on its
utterance chills every heart that hears it.l

It is the portrayal of low life with external details, almost
prhotographic copies of that life, added to a release of raw
emotion whick excites Daly at this point. He was disappointed
when Cushman cut short her engagement in March, stating that
it was probably due to the pecor attendance, which he attrib-
uted to nationalistic feelings on the part of audience and
critics who attacked "her snobbishness towards her national
ciu.‘t:ies."2

During one of his rare interviews during the 1880s,

Daly told a reporter that he had begun his career as 2 critic
by comparing Booth and Forrest. Either foggy memory or wish-

ful compensation may have produced this statement. Daly had

March 3, 1861, p. 5. ZHarch 10, 1861, p. 5.
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actually refused to compare the two stars. He did discuss
the contest taking place though, stating that "comparisons
are always ‘'odorous,'" that he would refrain from them simply
because "there could be none."‘l In one of his truly perceptive
lines, Daly defined Forrest as "more grand than great."2 He
appeared to like Forrest most in the role of Jack Cade, which
Daly thought "especially well suited" the actor: "His person-
ification of the Captain of the Commons is a picture of grand-
est beauty, and a study more faithful to nature than half the
rest of his :'L:.:lpersonations."3 He complained on a number of
occasions that Forrest had sacrificed his vocal qualities in
an attempt to "tame" his voice. He also complained frequently
about the productions in which Forrest appeared. He found the
supers in Damon and Pythias, "in their running and shouting,
in their absurdly mechanical motions in the senate chamber,
are simply ridiculous."t Eis earlier review of Forrest's Rich-
elieu may suggest some of the ambivalence he had about the
actor:

Undoubtedly Mr. Forrest is a great actor, and that
was acknowledged twenty-five years ago, when he was
nearly as young 2 man as his present rival, and is far
from being denied now; but Mr. Forrest can do some
things far better than others. At the very starting
point let us say that we do not deny Mr. Forrest's
Richelieu to be a most striking performance, far from
that, we willingly acknowledge it, yet we do not by
any nmeans consider it the great one that not a few
think.it. In the very first place Mr. Forrest has a
most powerful master in his possession of a voice which
to him has most probably become 2 terror; he has tried
all sorts of systems upon it to tame it, to quiet it,
to make it yield soft accent and tender tone to emotions
which only such should express; he has, in fact, masiered
it so far, but we imagine it must be almost with a terror
that he approaches such passages as require the best
power of that same voice to give them due effect; this
is caused by the fear that if it should only for a mo-
ment be allowed to bellow out in all its cld freedom
what an 2lmost impossibility it would be to get it be-
neath his control again; thus he does not give certain

'Pev. 3, 1861, p. 5. ZFeb. 24, 1861, p. 5.

SMarch 3, 1861, p. 5. “4Jen. 13, 1861, p. 5.
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lines of the text with that brilliency, that necessary
fire of tone which to us seems indispensible from the
part. We cite, as an instance of this, his comparative
weakness in the tremendous scenes of the fourth act.
The exhaustion, also, which is sortruly a sequel to ex-
ertion in so aged a frame as that of the Cardinal--as he
is represented at this period of his life and in this
play--is by means an artistic study as portrayed by For-
rest--neither is his walk (2 most ungraceful shuffle) or
his bearing thet which we are led to expect in one who
speaks of his "whitening hairs."

It is in his soliloquies, however, that Forrest, re-
deems himself; and in these he is "entirely great.”

Although he wouldn't compare Booth and Forrest, he didn't
find it "odorous" to compare the two productions and found
Forrest's "smoother...than the one up the road" and certain
actors at Niblo's Gardens "more pleasing" and "genial" than
at the Vinter Garden.

Daly also had no qualms about comparing Edwin Booth's
acting with past performances of James Wallack. In the role
of Sir Edward Mortimer in Iron Chest, Daly thought that "Wal-
lack is without rival, and in his peculiar powers of poetic
declamation, Mr. Booth does not reach him." He also thought
that Booth was better than Wallack in the title role of Don
Caesar de Bazan and called it "the most natural, perfect, and
spirited impersonation he has yet given us."2 Daly felt more
at ease in writing about "Mr. B." than he did in dealing with
the older actors. He thought the VWinter Garden was unwise to
bring Booth back so soon after his initial success in the
fall of 1860, saying that his repertory was too limited. He
called him "the best tragedian of the day," but oddly defends
him against critics by stating, "who claims that Edwin Booth
is now the greatest actor living?" EHe said that his perform-
ance as Macbeth only gave "comparative satisfaction," that it
was not suited to his menner, but did have "flashes of ger.u‘.us.“3
Daly was especially critical of the productions in which Booth
appeared, noting that the stage machinery did not work properly

Feb. 3, 1861, p. 5. 2

31pid.

Feb. 10, 1861, p. 5.
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and that actors working with him were adversely influenced,
that each one played his own star bit without arny ensemble
acting teking place. He liked Booth least in John Howard
Payne's Brutus, "very possibly his weakest and most unequal
pe:rsona’cic'n."1 Backstage workers on the production were "vile
amateurs at their post," ten minutes late on one cue and then
two minutes late on another. Daly graded Eooth's roles in this
manner: “Hamlet, Iago, Sir Giles and Richelieu, step by step
a grade above each other." But vetter yet, Shylock; it was
the only performance which drew ungualified praise:

Yo terms of praise can picture or do even cold jus-
tice to his entire action in the "trial scene." EHis
exit, crushed, spurned, and taunted, feeble--as if the
chill of death were bursting from every pore of his skin
and the finger of the Destroyer was tracing his irrevoc-
able marks in every line of anis face, was a picture of
art, a study of nature immeasurably above word painting.

There were four other sters reviewed by Daly during
this period. 1n each of his appraisals, he would forcefully
state what ne only ninted at in his reviews of Cushmen, For-
rest and Booth, that the star system was destructive to talent
and full theatrical enjoyment.

During this entire decade of his critical writing,

2

Daly most admired Joseph Jefferson. His warmest applause
was for "our precious Joseph." During the 1860-1861 season,
Jefferson pleased Daly most in his ®superb burlesque of our
own popular favorites." He explained why the other critics
may not have been too happy with Jefferson's work:

Mr. Jefferson, in playing a star engagement in this
city, labors under two difficulties; our people seem to
have a queer idea that comedy is not standard enough,
nor any single comedian (no matter how very excellent)
important or deserving enough to rank as a2 "star"--and
this is very true indeed, for comedy, or burlesque is
only endurable when all the parts are personated as they
merit by a company who appreciate the humors they are
interpreting...the comedian must be a miracle of funni-
ness if he_can be triumphant and successful in the midst
of "sich!"

Tgan. 27, 1861. 2Feb. 17, 1861. Jan. 13, 1861.
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"Sich" for "such" he picked up from Artemms Ward. But his
campaign against the star system was pure Daly. No other news-
paper critic of the time was attacking it so directly. He was
more explicit in Jefferson's case in another article. In com-
menting on the end of Jefferson's season, Daly remembers the
actor's work with Laura Keene's company from the prior year
and writes:
Mr. Jefferson now leaves us, and we express a hope

that he will soon return to us; but rather as a perman-

ent institution in some good stock company, than as a

"star," where the contrast of his own acting with those

who surround him is so great as to mar, the pleasure one
feels in witnessing his comic efforts.

Another comic star was hailed shortly after that, John
S. Clarke, in Tom Taylor's Babes in the Wood. And Daly's ap-
praisal was even more explicit in regard to the star institu-
tion:

L good comedian now-a-days is a Rara-avis. ZIZxtrav-
a2gant clowns, burlesque actors who hideously distort
nature, and ridiculous nonentities, are plenty. But the
genuine player, who photographs the fools and follies of
the world as they exist, and gives us the picture without
any other retouching then that which is absolutely requi-
site to bring out the proper colors--he is the rare bird.

¥r. Clarke indeed is an example for comedians. EHis
exits are studies, and his entrances artistic triumphs.
His drunken scene was uproariously fuany without being
in the least extravagant, and his sober acting was re-
merkable for an effective quietness such as has been
rarely seen upon the New York stage. We have a single
objection to Mr. Clarke. He is a star. We abominate
stars. Were he to settle himself into a well organized
stage company--he would be ore of the first fagorites
which our public would be glad to acknowledge.

This is Daly's strongest statement on the star system; it also
contains his first use of a metaphor in which the actor becomes
a photographer. Both Jefferson and Clarke were relatively new
and Daly felt the need to warn them about the star system be-
fore it ruined their.budding talents. His next two reviews
aimed to show what that system had done to talent he had praised
in the past.

Tjan. 20, 1861, p. 5. 2April 7, 1861, p. 5.
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James W. Wallack Jr., Lester's cousin, played Othello

to Booth's Iago and incited these impatient comments:

It is too late in the day to attack Wallack's manner-
isms, end his stage trickeries, in the sudden raising and
dropping of his tores...

His elocution was full of anti-climaxes..."he cul-
minated before he got to the top and didn't have any
more pegs to let out!" In an emotional scene in the
third act, wherein he throws himself upon a couch on
the stage, his action was really so extravagant as to
éxcite a few hisses and some laughter.!

Daly was to make the statement several times in his career
that actors who "starred" with Booth suffered by competing
with him, that they became unreal in their attempts to be
great. With Jane Coombes, Daly was more saddened than angered
at the chenges which had taken place in her acting. He had
admired her immensely and listed her as one of the promising
modern actresses when refuting Vandenhoff's claim that there
were no more good actors.

Some while 2go, when she played under Burton's man-
agement, she was an immense favorite in her way; for
then she was seen to advantage in parts which, in the
judgement of her manager, she could play properly. 3By
2 two year's starring.tour, she has half destroyed a
rather pleasant voice which she possessed before...

She 21s0 indulges in meny of the traditionary man-
nerisms of the past, not the least of which is the sel-
ection of some unfortunate and helpless individual in
the audience to whom she speaks all her asides, pours
out all her sorrows in soliloquy, and addresses gen-
erally, instead of ker vis-a-vis ox the stage.

Miss Coombes can correct nonme of these faults until
she resigns the "star" and enters the "stock."

Stock in New York then meent Wellack and Keene. Un~-
fortunately, Daly's review of Seven Sisters is not available;
but from January through April, Daly carried a weekly para—
graph informing his readers about its enormous success. Wal-
lack opened two plays during this period, Central Park and
Pauline. Dely predicted, accurately, that Central Park would
be successful and urged his readers to see it if they wanted
4o be "intensely amused." Yet, he wrote, it would be a false

Treb. 24, 1861, p. 5. “March 17, 1861, p. 5.
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success because "it gains favor only from.the situations and
dialogue which are unguestionably and unrelievedly funny, and
never from the feelings or the judgemert." EHe rather patron-
izingly called it a farce in genre rather then the advertised
comedy and added, "we feel certain that the author must already
be alive to what 2 hodge-podge of absurdities he has given to
the public in this last effor‘l:."‘l What Daly wanted in 2 play
script is somewhat better understood in comnectior with his
review of Pauline, which he found "is so perfectly constructed
that an individual anxiety is felt in every character that is

presented on the scxme."2

The skating scene in Central Park
was a situation he kmew the audiences would like and one-liners
in the play were funny in themselves, yet they did not grow
out of the plot. Central Park was a "hodge-podge" because
its individual parts were not motivated out of dramatic nec-
essity.

Daly felt that the only way theatre was going to
produce ensemble playing of well-written plays was through
specialization. Without apparently realizing it, he was
advocating a return to the times when theatres were licensed
to produce comedy or tragedy. He disliked the confusion
which reigned at theatres like Niblo's where one could see
"horse tamers, tragedians, tightrope people." He also didn't
like to see Leene and Wallack competing with each otker in
genres not suited to them. He would have Wallack produce only
parlor comedy and Keene, spectacles and extravaganza. His
advice on the subject was unheeded, even by himself when he
managed his own theatres. Its only interest for us is that
even at this early date, he was thinking of how he would op-
erate his own theatre. Once can almost see the 22-year-old
dreaming in these lines:

0! for the Representative Theatre! O! for that thea-
tre whose manager or director shall be 2 man whose sole
taste and belief lies in one particular line of the drama,
let it be, and no matter whether it be deep tragedy or

Treb. 17, 1861, p. 5. 2dan. 6, 1861, p. 5.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



29

genteel comedy, fanciful extravaganza, broad burlesque,
or what not; and who shall study and labor to produce
the objects of his particular passion in that grand style
which his dreams must picture to him as the only correct
and deserving way. To do this, he will engage a company
strong in every point specially requisite for the nature
of those pieces he will produce.l

At the same time that he was dreaming, he was using the gossip
portion of his column to strengthen theatre contacts. He car-
ried reports on the doings of Matilda Heron and a number of
paragraphs on Kate Bateman, whom he arparently had not met yet,
calling her in one of them "fair and lovely Kate." He may
have been searching for a commission to try his hand at play-
wrighting again. The commission was not to come until the
following year. His creative drive was being channeled at
this time into another field.

One of the joys of scholarship is discovering well-
kept secrets which offer an insight into the field of study.
Daly somehow managed to keep hidden, once he achieved fame as
a2 theatreman, that he had written a2 number of novels, short
stories and philosophical essays after failing to attract at-
tention with his first four plays. This flirtation with an-
other muse ended after his first produced original work, Under
the Gaslight (1867); his only other venture into non-theatri-
cal writing was a biography of Peg Woffington, written late
in his career. This attempt to write fiction, instead of en-
gendering a respect for the literary aspect of his drama, led
him to distrust words and to rely on structure and action.

At the same time he was critizing playwrights who sought to
get their effects from language primarily, he despaired within
his literary works of mastering language to express either
deep emotion or to describe metaphysical experiences.

Daly's first assignment on the Courier aside from
general reporting had been a series of articles on the working
girls of New York. From that, his speciality broadened to the
working classes. By the end of his first year on the paper,

Ysan. 13, 1861, p. 5.
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he began a series on criminals, "Shackles and Chains; or,
Revelations of the Cells." It was billed as "an unveiling
of Prison Life, and of the Mysteries and Miseries of New
York Society twenty years ago, as shadowed forth in the lives
of some great Criminals." Daly's first..series had apparently
received enough notice that the byline read: "By the author
of the Work Girls of New York." The series ran on page one
and often in the lead position, which was then the top of
the left-hand column. It began on December 2, 1860 and ended
on January 20, 1861 with the eighth installment, "The adven-
tures of a real flesh and blood Cupid--Being the life and ca-
reer of James Downer, a noted pickpocket." The articles were
written from the point of view of the criminals themselves.
Daly's sympathetic treatment of criminals in his dramatic
works, which will be dealt with later, was undoubtedly in-
fluenced by this series, and, in particular, by the attempt
to get inside the criminal mind itself.

No similar attempt had been made in the fiction. The
serialized novels, “The Adventures of Four Women" and "Captain
Jerry, the Free Rider of the Revolution," and short stories,
including "The Story of a Dead Man," probe no further then
surface action will allow. "To describe the feelings that
animated Captain Jerry's breast at this declaration, were a
task too difficult for the pen of man,"1 Daly confessed at
one point. These works ran in the Courier under 2 pen name,
"Augustin Daly," which was to remain his public name for the
rest of the century. To his family and friends at this time,
he remained "John."

During all this writing activity, Daly added a thea-
trical column to his duties and devoted the "Cricket" at this
point to philosophical musings on the nature of gossip, friend-
ship, sadness and society. One of the columns, "Socials and
Sociables," dealt with advice and attempts at humor in describ-
ing the proper way in which members of the working class could

1“Captain Jerry," Jan. 20, 1861, p. 2.
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present themselves in society. The examples were drawn from
Brooklyn "society" where Daly resided at the time.

Each issue of the Courier during this short period
carried at least fiction, feature, "Cricket" and three full
columns of theatre news by Daly. He may have written more,
pouring out thousands of words each week, with little or no
time to reflect upon his craft itself. This time was to come
shortly. He would soon assign pieces to be written and would
spend as much time in formulating his ideas as in expressing
them. His brother Joseph would be the first to write for him.
Their collaboration included both critical and creative writ-
ing. Generally, the ideas were generated by Augustin, who
was specific many times to even the tone of the wri’cing.1 Daly
considered himself an editor at the Courier, rather than 2
writer. During their early years of collaboration, after the
theatre column became "The Drematic World," when the writing
was by Joseph, it was left unsigned; when Augustin wrote it
himself, the signature "Le Pelerin" was added. This collab-
oration, attested to by many letters, has tended to cloud Daly's
worth as a playwright, especially among critics with a liter-
ary bent. It is the ideas in his journalistic work and the
construction of the plays, with language serving in both in-
stances as only one element of the whole, which should be used
to judge him as a newsman and as a theatreman.

The ideas were only partially formed at this point.
They vaguely expressed his appreciation of the maragement of
Burton, Miss Keene and the Wallacks and the acting of Forrest,
Booth and Jefferson. His attempts at fiction, philosophy, crit-
ieism and general reporting in the Courier and his four aborted
plays were all timber in the mill for Daly before he turned 24
years of age and constructed his first produced and commer=
cially successful play, Leah the Forsaken.

IThe following request was written by Augustin to Joseph
on Dec. 3, 1861: "I want you to write me your best feuilleton
on "Sesesh" today...emphasize in it Stuart's remarks about veing
pestered...include Mathilda Heron's remarks concerning the author
...make it as Artemus Ward says 'sarcasticul.'"
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CHAPTER III
TRIAL BY FIRE

Shiloh, the Seven Days, Second Bull Run, Antietam
and Fredericksburg: from April through November of 1862 the
Civil War became increasingly bloody. During these battles,
Daly met Kate Bateman and wrote for her his first produced
work, Leah the Forsaken.

Kate Bateman, along with her sister Ellen, had been
a2 child prodigy. The girls had become famous playing opposite
each other in such roles as Kate's Lady Macbeth to Ellen's
Macbeth. After Ellen retired from the stage, Kate began a
new career as an adult actress at the age of 17 in her mother's
adaptation of Evangeline (1860). Kate then made her New York
debut as an adult on April 21, 1862, in James Sheridan Knowles'
The Hunchback. She followed this with Romeo and Juliet and
then School for Scandal. The critics were charmed by her
beauty and natural playing.

Kate's father, who used the initials H.L. to avoid
the a2bsurdity of Hezekiah Linthicum, not only managed his
daughters, but a number of other stars, including Matilda
Heron. Daly's reviews undoubtedly ingratiated him with Bate-
man; Miss Heron probably brought them together, and the com-
mission followed. Daly's adaptation of Leah was completed
sometime before November 14, 1862, when Mrs. Bateman wrote
to him, congratulating him on the new title and saying his
script would be sent out for duplicating within a week. The
play opened at the Howard Atheneum on December 8, 1862.

In an interview with E.&. Dithmar of the Times in
1888, Daly's version of how Leah came about was created out
of imagination rather than fact:

32
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Bateman called on Mr. Daly and asked him to see a
Play which was being dore on the German stage under the
title of "The Woman and The People” with a view to adapt-
ing it. Mr. Daly recognized the play as an old French
piece called "Madelaine, the Belle of the Faubourg,™ and
told Bateman that it was of no use to his purpose. Bate~
man then invited him, if he ever came across a good play,
to adapt it for his daughter, and Mr. Daly thereafter saw
"Deborah" at the German Theatre and confronted his oppor-
tunity. The book had been translated and printed in Eng-
land, but it had never been adapted to the American stage.
Young Daly drew from it his play of "leah the Forsaken®...
The author went to Boston to see it, and was surprised to
f£ind -that Mrs. Bat had introduced what is technically
kmown as a "carpenter's scene" between a comic barber-doc-
tor and a comic peasant...it was ical and
place, and Mr. Daly begged Bateman to allow him to replace
it before the play was done in New York. Mr. Bateman in-
sisted on retaining the scene, and the critics fell.mpon
it...and abused it mercilessly. The next day Mr. Bateman
told Daly to go ahead and see what he could do with the
objectionable episode, and that night the ?trong remorse
scene for Nathan the Renegade was written.

Dithmar repeated much of this story in his obituwary of Daly.
Deborah had been written by Dr. S.H. Mosenthal in
1848 and was being revived in Vienna in 1862. It had played
in New York at the German-language Stadt Theatre in 1858, 1859,
1860 and then not until December 25, 1863, months after leah
had opened. Daniel Bandmann, whom Daly had befriended after
seping him perform in German in 1862, was in the Stadt Theatre
cast. Daly could not have seen the play in 1862; he could
have read about the revival in Vienna, discussed the play with
Bandmann or, very likely, seen an earlier production. Joseph's
biography offers another clue: "A German friend mentioned this
play to Bateman and he suggested it to Daly, who procured a
copy, had it hastily and roughly tranalated,perceived at once
its theatrical value and adapted it for performance in Engliah.'3
If, as this suggests, there was another intermediary friend
involved, he-was more than likely J. Guido Methma, the husband
of the German actress, Marie Methma-Schiller, and a patron of

Tmimes, April 22, 1888, p. 2.
zﬁnas, June 8, 1899, p. 2. 31’-1!9, p. 48.
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the German arte in New York. Methua shared a town-house with
the Dalys in 1863 in St. Mark's Place. Daly's third commission
was for Methua's wife. The extant correspondence indicates a
warm friendship between them. Methua was also Kate Bateman's
tutor and adviser. Methua was credited with being a co-adaptor,
but he publically denied it in both the Sunday Mercury and
the Programme. The Daly brothers shared the royaliies from
Lesh and one must suppose they co-authored it without a third
party.

Almost all the critics who reviewed the play when it
opened in New York accused Daly of vulgarising a fine work.
Modern scholars who also had not bothered to read the Mosen-
thal-text suggest that the verdict was proper. While it is
true that Daly's work is clumsy in many respects, especially
in his attempts at hitmor, the characterisation and structural
elements were good. ' Their merit is upheld by the adaptation's
long popularity; it femained in Kate Bateman's repertory for
some thirty years. Another adaptation, Deborsh of Steimmark,
with Catherine Seldon and Laurence Barrett, did not survive
its opening night, May 30, 1863, at the Winter Garden. A
comparative analysis with the original will show Daly attempt-
ing to practice the lessons he had learned during the preced-
ing decade and give some truth to Dithmar's statement that
"yhen the chance came t0 him to write a play that was needed
...he found he had acquired the needful facility."'

The basic plot line was retained by Daly: a Jewish
girl and a Christian boy are in love; their romance is foiled
by an apostate Jewish schoolteacher; the boy marries a good
Christian girl and the Jewish girl goes off to suffer alone,
after at first cursing, then accepting fate.

Mosenthal's Deborah, written in a combination of
prose and verse, is in four acts. It is serious throughout.
There is little action in the melodrama. Sentiment is all
important. Qualities are discussed rather than shown. Mosen-

1llaiwries, P. 9.
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thal thought he was writing a tragedy; Daly, as his new
title should indicate, saw that the of the G
play was not due to its classic elements, but rather to
the melodrama inherent in therheroine's plight. So Deborsh
became Lesh the Forsaken in five acts. Another indication
of Daly's attempt to place the work in its correct genre is
the change in character names. Mosenthal identifies only the
main characters by name; the rest are the schoolteacher, the
pastor, the hostess, the tailor, etc. Daly changed the names
from Deborah to Leah, from Joseph to Rudolph and from Hanna
to Madalena; the othsr charact Nethan, Father Herman,
Mother Groschen, Fritz, etc. The three name changes take the
Biblical and lofty and make them modern and romantic; in every
ingtance, the abstract is made speciﬁ.c.’

One glance at the opening sequence in both versions
immediately reveals how well grounded Daly had b in the
theatre at this time. Mosenthal has the pastor tell Hanna:
"Du gutes kind!"™ Daly has Madalena bursting out of the church,
fired by the sermon, desperately wanting to be good: "Would
that I could suffer for h ity.® Father H: scolds her
for misinterpreting his sermon. She is good, but she is also
young and silly. The audience discovers this fact for itself
rather than being told.

A unique Daly touch seeded in this play is the creation
of a specific type of villain. Mosenthal had nothing but con-
tempt for the Jewish schoolteacher; he is both week and pettiy.
Iisten to him reveal the secret of the young lovers:

Wichtige Entdeckung! Alles gefunden! An mir kdnnte der
Staat eine Acquisition, d.h. einen Fund machen. Alles
hemsgngaet, die genze Bagage beisammen. O der gott-
lose Bube!

A most important discovery! I have found out everything!

1ltoe‘bomh is included in a collection of German plays
which confains an English translation side by side with the
German, Clagssic Dramas as Performed b: Jansuschek (New
Yerk, 1867). quotations and tions which follow
are taken from this edition. Those from Leah the Forsaken
are taken from Daly's edition (New York, 3).
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¥hat an acquisition I should be %o the government; I

may say a treasure. I have ferreted’ it all out. I have

turned out the whole nest of them. Oh, the wicked young

scamp. !
Daly's Nathan could never be tranglated in that manner. He
carries a fear and hatred so well grounded into him that his
villainy surges and infects all about him. The Daly villain
is a victim of a cruel society, a Brankenstein monster taught
%o hate and corrupt. In one of the really fine moments of
Leah, Nathan reveals his background to the audience while he
describes what happens to Jews in other cities:

Do you know what a wretch a Jew is? ¥hy, in Prague they
burn his eyebrows! In Stockholm they tear a rude cross
upon his back with iron teeth. Bum! Good father, a
cross we should be loath to bear. Do you know what it is
to declare yourself a Jew in Gratz? It is to be cast
headlong into the nearest dyer's vat, if no other cauldron
be handy. I savw a pitiful Jew once running through the
streets of Gratz with howling devils at his heels. He
flies—they pursue——fosm streams from his mouth—~he turns
and doubles, until at last he sinks exhausted--they are
upon him——they 1ift him up. A sturdy dyer cries out,
"Boil him in my shop!" They toss him into an indigo vat
—-hovwrithes a moment--then cries out, "Mercy! I will
become a Christian!" They dragged out the converted,
half-scalded wretch——drenched im.with water, and he
lives a good Christian for many years arter.é

Daly enters the criminal mind and finds the specific motiva-
tions for its villainy. He deplores, but he attempts to un-
derstand that which he condemns. His journalistic work, par-
ticularly the series he wrote on famous criminals, has added
e dimension to his writing. Mosenthal has his apostate dis-
rupt the lovers and disappear. Daly brings him back for the
£inal scene to confront Ieah and be exposed.

The Christian lover, in Mosenthal's hands, is & stiff
and boorish charact d why Deborah and Hanna love
him. When confronted by Deborsh, Joseph answers:

(in Thrénen susbrechend)

Zieh' hin, sei glucklich, ich verzeihe Dir!
Dass Du so arm, so elend mich gemacht, .
Dass Du mit einer Seele Spiel getrieben,

Theborsh, p. 12. ZLesh, pp. 9-10.
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Die harmlos Dein war, ich verzgihe Dir's!
Du thatest recht und das Geschaft war gut.
Ob auch ein Christenherz dariiber brach,
Du handeltest ja fir Dein Volk.

Und dass Du nich umsonst zum Abschied Kamst,
Nizm dieses fir den Weg!—-— .

(Br 1#sst einin Beutel Geld zu seinen Fiissen fallen,
wendet sich um und erreicht die Thir.)

(bursting into tears) Go, be happy! I pardon thee my
mi;:ry% T pardon thee thé; thou didst traffic xith tne
highes e most divine of earthly things. That
didst make merchandise of a (Christian) meart fn wiioh
thy image was enshrined.

For this leave-taking thou hast my.thanks and for thy
in coming hither take this. (Throws a purse at
her feet and turns toward the door.)1

Daly, in the same scene, softens the edges, makes the lover
sensitive, confused and almost childlike:

(In tears) Go, and be happy. I forgive you that you have
toyed with a heart that was wholly yours, that you well
nigh wrecked the peace of this happy household for ever.
I forgive you, I forgive you all! You did right to make
I;:rchandizd break?e of my deep love. What if a Christian's heart

Hypocrite! you are no longer masked! I loved you, you
s0ld me for money. I see the avaricious devil in your
eyes laugh at my agony, and mock my prain. This night,
&ye, an hour ago, I was prepared to sacrifice all and
follow you, believing in your love, your wild, untutored
honor, your fair, young womanhood, and your maiden oath.
I would have sacrificed all I held most sacred, I would
havelfaced the lightnings of heaven:ito have called you
mine

(Vehemently, and increasing in passion as he speaks.) But
when I learned that you, too, like all your race, held
honor, love and faith less than the pettiest coin, and
had sold me, Judas-like, for a few pieces, vhen, had your
greedy soul been patient, I would,myself, have give you
hundreds, I tore away the silken sinews of your love,
struck down your image from its altar here, and forgot
you as if your treachery and my love had been a dresam.
Go, cheat other men, your avarice does not spoil your
besuty, Farewell! (Runs to door, but returns.) Yet,
stay, huckster of those maddening charms; you shall lose
by me, and that you may not come for nothing to say fare-
well, add this to thy gains today...2 .-

Toeborsh, p. 25. 2Iean, p. 39.
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Where Mosenthal excelled, Daly had the good sense to
let well enough a2lone. He was attracted to the Jewish maiden
and his Lezh puts intc prose Mosenthal's iambics. In both,
she is a woman of large passions, extreme in love, hatred,
revenge and, finally, forgiveness. The title role, both in
German and in translation, attracted stars and audiences for
most of the late nineteenth century.

But Daly did more than create acting roles in his ad-
aptation. A4s could be expected from his schooling at the
theatres of Burton, Wallack and Keene, his additions to the
play included humor and physical action.

Unfortunately the humor is dreadful. He created the
role of a doctor only mentioned in the Mosenthal play. The
doctor has such unwitty lines as: "Tailor! Remain with your
goose! Seek not to penetrate the secrets of Materia Med-
ica! What! Apoplexy? ‘ulgar and barbarous! An apoplexia
sanguinosa, I say. For that are we (i.oc:‘(:o::'s."1 "For that are
we doctors!" is appended to each speech the character mouths.
Instead of mounting humor with repetition, one gets mounting
irritation with stupidity. The attempt for humor is heavy-
handed at this moment of his writing career.

For physical action, Daly resorted to what has be-
come the cliché of the early horror movies. Instead of Mos--
enthal's pastor warding off a crowd with the admonition that
whoever has not sinned could throw the first stone, Daly's
Father Herman 1lifts a cross silently and forces the crowd to
cower and back away from the crouched Leah. Again, in the
final scene, created by Daly, Nathan attempts to strangle a
prostrate Leah, with Rudolph rushing across the stage to stop
him in time--again, the heavy hand thaet will lighten with
more experience.

It is not difficult to imagine Daly at 24 waiting for
his first production to take place. He was terrified. Five
years of struggle to be produced were finally reaching a cli-

Tlean, p. 19.
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max. He must have been aware of the inadequacies of his
adaptation. He was certainly aware of the critical hostil-
ity which awaited him. He not only stayed away from rehears—
als and performances in Boston, he tried to keep his author-
ship a secret. On November 12, 1862, Mrs. Bateman wrote him:
"My, Bateman desires me to say that he has not and if you
desire will not mention the paternity of Leah to Mr. Arnold
or any other person.“1 Bateman himself reassured Daly on Dec-
ember 3, 1862, *So far not a soul out of our little lot (Mrs.
B, Miss B and myself) know anything of the authorship. Nor
shall anyone have the secret until you desire :I.*t."2 The pros=
gram and advertisements stated: "Written expressly for Miss
Bateman, by a gentleman of distinguished literary ability."
Most of Daly's fears were well grounded. He had written the
role of Nathan for James W. Wallack Jr., who refused it, chang-
ing his mind after the Boston success and appearing in the role
later in New York. His play would have to compete with Edwin
Booth, who was then appearing in Boston. There was also another
play similar in style opening at the same time at the Boston
Museum., Bateman promised to telegraph Daly how the piece went
and what its prospects might be. Bateman also accurately pre-
dicted that the play would succeed. :

The critics in Boston were mixed about the play, but
were enthusiastic about Kate Bateman's performance. The adapt-
ation was called "new and beautiful" by the Jomrmal, "a finely
written production® by the Courier and "a fine opportunity for
Miss Bateman to exhibit her wealth of talent"™ by the Express.
The Advertiser found it "unequally composed" and the Gazette
deplored its "atrociously bad parts--stereotyped, trite and
uninteresting” and its "melancholy attempt at low comedy. n3

1Folger Shakespeare Library, Daly Correspondence MSS.
2
Ibid.

3Ihe Boston reviews are contained in the first volume
of the Daly Correspondence, Lincoln Center's Library for the
Performing Arts." . R
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It was given 11 performances in three weeks and played to full
houses. The decision was made to bring it to New York.

Daly still insisted that his name be kept secret when
it opened in New York. Joseph Daly wrote that his brother
was afraid of the New York critics. They would pounce on him
if they knew he were the adaptor, not only to avenge their pet
actors and writers he may have slighted, but to downgrade the
competition in theatrical criticism and adaptation. He had
good cause to be afraid. The critics sould be devastatingly
cruel to each other unless they were fellow Bohemians, & group
of artists and writers who met informally evenings after the
theatre in Charlie Pfaff's cellar restaurant on BEroadway north
of Bleeker Street. Critics in the group headed by Henry Clepp
Jr. included S.R. Fiske, Edward H. House and William Winter.
Daly would get no breaks from the Bohemians.

Teah the Forsaken opened in Niblo's Garden on January
19, 1863 with two important cast changes: Wallaek Jr. as Nathan
and Mrs. F.S. Chanfrau as Madalena. Edwin Adams continmed to
support Miss Bateman as the Christian lover, Rudolph. The
attempt to keep the amthorship secret failed. A mumber of the
weeklies identified Daly as the adaptor. The morning papers
after the opening confirmed Daly's worst fears. If he had
quickly scanned through the Herald to see what Fiske wrote,
hewwould have plucked out these barbs about his work:

...language is often poverty-stricken and the effects
mangled. The idea of the translator seems to have been
4o mamufacture a melodrama out of Mosenthal's materials.
The result is a dramatic hash...the piece is wretched,
except when either Miss Bateman, Mr. Wallack or Mr. Adams
is on the stage...The play must be cut and trimmed, re-
modeled and rearranged before it deserves criticim{ ex~-
cept in certain detached and disconnected passages.

If Daly had decided he wanted to read the worst and get it over,
he may have picked up the Zribune next, read and reread House's
review in vain to £ind one comment about his work; House ig-
nored him completely, this time around. (House would devote

a full column of attack when the play was repeated later in

15an. 20, 1863, p. 4.
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the year.) That left the Times and the World, Charles B.
Seymour and Paul Nicholson, both non-Bohemians. Seymour's
comments may have sent Daly to the dictionary: "The literary
merits of the play are not of the highest order. There is a
plecnastic scope in the language which one cannot tolerate
without yawning, and to this may be added an extremely sopor-
ific attempt at !\m."1 Nicholson identified Daly as the author;
“the review may have confused him, one mimute calling the lan-
guage turgid, the next comparing him with Shakespeare:

It is not, by any means, perfect as a work of art;
it lacks compactness and symmeiry, and the interest
wanes in placss; the language is sometimes turgid——
sometimes preachy--and there are reminiscenses of old
saws and ccmmonplace stagecexpressions which mar the
the current of the dialogue. But with all These im-
perfections, "Leah" is a play of remarkable power, and
here after form one of the leading roles of Miss Bateman.
The play is full of powerful scenes. The rage of
the mob in the first act, the curse of Leah in the fourth
act, and her pathetic forgiveness of her injuries in th
fifth are as powerful scenes as any out of Shakespeare.

And this was the most perceptive review of any of the deily
newspapers. It accurately predicted the success of the play
and pinpointed its major faults.

These four reviewers wrote their opinions within an
hour or so after the first performance. Daly read them on
Tuesday morning, reworked some of the dialogue adding the
already quoted speech by Nathan. He then waited to see what
the Saturday and Sunday press would say, hoping that the
weekly critics would return after opening night. The after-
noon papers, relatively unimportant, would have been anti-
climactic. James Otis wrote in the Express that the play
"will bear a little abreviation which the manager will see
is necessa.ry.“3 The Post commented: "In the original the:play,
we hear, is very fine but it owes none of its success here to
the trenslator, but to the acting."*

Tan. 20, 1863, p. 5. “Jan. 20, 1863, p. 8.
35an. 20, 1863, p. 2. “*Jan. 20, 1863, p. 3.
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Clapp may have expressed himself in stronger terms
at Pfaff's after the performence, tut in the following Sat-
urday's edition of the Ieader, he dismissed the play in one
sentence: "Its literary qualities are not such as to provoke
enthusiasm, while neither its general plot nor leading situ-
ations are such as to give a tragedienne of Miss Bateman's
peculiar organization a fair chance for the exhibition of her
powers."‘ William Winter picked up his cue and his hatchet.
In the Albion, he delivered the worst blow of all to Daly's
ego, calling him an illiterate and unskillful dramatist:

The original play is much admired among the Germens.
In its present form, however, it is destitute of literary
merit, and lacks, to a considerable extent, its rightful
drematic vigour and effect. It is written in redundant,
tame, unsuitable, and often incorrect language, and is
darkened with puerile attempts at humour; while its move-
ment is embarassed, and its spirit deadened, by dreary
interludes of trivial incident and superflucus conversa-
tion...It has been the mistake of the adaptor to convert
a classic drama into a sort of popular spectacle, wherein,
ag it were, the taste of Barnum's Museum, and the wit of
“Blondette," are mingled incongruously with the poetic
fervor of Ezekiel or David. Such folly cannot be too
ptrongly condemned. It is unjust to the taste of the.pub-
lic, which is thus disparaged; it is unjngt to the actress,
whose opportunities are thus restricted.”

Winter went too far. The play and Kate Bateman's acting had
drawn such large audiences that he relented intthe following
issue of the Albion and urged his readers to see Leah. In
the third week of its run, Clapp refused to be "bullied" by
the play's success and wrote, "I still think that there is
nothing remarkable, as a whole, inithe play itself (which is
one of the prosy German school and made still more prosy by
its inartistic rendering into anl.;I.sh).“3 A1l but three of the
weekly press followed this line. Morris Phillips in the Home
Journsl found the writing mediocre.® T. Allston Brown's long
plot summary in the Clipper made no evaluation of the writing.
But critical appraisal of the playwright was not total-

Tsen. 24, 1863, p. 5. 2Jan. 24, 1863, p. 43.

3Peb. 21, 1863, p. 4. 4Jan. 31, 1863, p. 2.
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1y bleak. To put it in Joseph Daly's words: "A Champion a::.-ose."‘l
The champion was Frank Wood, the young dramatic editor of Wilkes'
Spirit of the Times and a former member of the Bohemians who
had quit the group in disgust:

Both the actress and the play have unusually exercised
the eritic tribe and the most varying opinions are promule
gated. Having, during her brief season at the Vinter Gar-
den, every one of them become committed on the point of
her talent and her greatness as an artist, they are im-
pelled, atithis time, to pour out the vial of wrath upon
the play rather than the player. I will not quote, but
state that pretty nearly everybody who has written on the
subject has measurelessly condemmed the translation of
the drama, while nearly all have praised the performance.

Now this is subterfuge, for the:most part. They know
well enough—-for some of them have tried it--that the ex-
act translation from a foreign language almost invariably
makes a dull play for us; they know—=ore or two of them
by experience--that the German mind is pleased with much
dialogue, while the American mind desires action; they
know that an accurate version of a German play would be
to us as prosy as--all the long but magnificent speeches
of Shakespeare, spoken from the stage. They know there
may be t0o much of a good thing. But the chronic sourness
of their natures must out or they will condenmse into Jars
of acid. Out of and above the narrow circle in which
they move is the broad and liberal world, and in
world move men and women who have never floundered in the
mire of Bohemianism.2

The long artivle delves into the possible motivations of the
cri:";ics. One he cites is that they may wish to translate
German plays themselves. Wood interestingly states that if
Daly had just stolen the story and used his own name as the
Playwright, he would have fared better critically. As to the
quality ofithe adaptation, Wood contimued:

I say the play needs no defense; it is endorsed by
the people in the most emphatic manner; it plays well, is
well got up, and goes off well--whet more do we want?...
It is in language and in effect better, much better, than
the usual order of original adaptations for the stage...
The most effective portions of the dialogue are those
vhich are in the most idiomatic English, and are of
course rather paraphrases than translation.>

Wood's article did some good. A number of the weekly

'Life, p. 49. 2Jan. 31, 1863, p. 352, Tbid.
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critics went back to see the play and declared that it had
improved. Wood was right in one particular respect: the play
really needed no defense to run. The reviews were so full of
praise for Kate Bateman's acting, they would be considered
"money reviews" today. It ran for five weeks, long emough
for Daly to have an authow's night and to collect a decent
royalty for his work.

Near the end of the play's run, there was a provocative
article by George William Curtis in his column, "The Lounger,®
in Harper's Weekly. Curtis immediately stated his pleasure in
the production: "As a simple sensational performance it is re-
murkable. The play is wrought in bold, coarse strokes. There
is never any doubt as to the meaning. But its particular fit-
ness to the condition of our public affairs is most s'l;:l':!.k.’t.ng."1
He then addressed himself to the thematic statement of the play,
the cancerous effect of prejudice against a minority people,
and found 2 contemporary parallel with the blacks in America.
He found Nathan's arguments against the Jews similar to those
of certain Northern leaders, "who appeal to the popular pre-
Judice against an outcast race.” The Emancipation Proclama=-
tion had just been signed and all its ramifications—-was this
a war to saveithe union or to free the slaves?—-was in full
debate. Curtis saw in Leah, "the loathing which was felt in
Christian Burope for the Jews. It shows the deceit. the ter-
rible crimes, the hopeless imbruting of human nature, which
necessarily springs from the indulgence of such hate." This
same "loathing" was being felt in America for the Negro where
such questions were being posed as:

"Is a Negro equal to a white man? Will you fight for the
Negro? Do you want your deughter to marry a black man?
Do you want the bread taken from your mouths and the
work from your hands by Negroes? Will you have black
Senators and a Negro President?"

TUpon this hatred of race the reaction tries to found
its political power in order to abase, divide ard destroy
this nation. It has no other hope, no other resource,

TMarch 7, 1863, p. 146.
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than this desperate pandering to the meanest and:most
inhuman prejudice. If such a course is not in itself
sufficiently revolting--if its exposure in history is
not appalling enough——then, whenever and whersever you
can, go and see Leah, and have the lesson burned in upon
]yzmu- m:;.nd, which may help to save the national life and
onor.

There was no conscious intent on Daly's part to draw the par-
allel thet Curtis saw. But the time and place did call for
such a creative reading. Daly's political beliefs during the
1860s would be considered liberal even today. These beliefs
bosome more evident in his major work of the decade, Under the

Gaslight.
Daly was obviously pleased by Curtis and Wood and not
400 unhappy with Nicholson. But, he had no intention of leav-
ing the other critics unanswered. His weapon was humor. His
unsigned defense of Leah in the Courier had the satirical wit
the play iteelf lacked. In the weekly's theatrical column,
he pretends to have awaskened to thermorning reviews after &
— splendid evening at the theatre and wonders how he and the
audience could have been so dense as to enjoy the play so
much. He proceeds then to correct the impressions received
at the psrformance to conform with the reviews themselves:

The play is too exciting. This is bad, but happily
a crime rare among new plays now a days. It is wrong to
make your play exciting in its nature, if you do you will
lower it to the range of melodrama——(as Iihave it on good
authority).

There is no extraordinary vigor in the language. The
jncidents are commonplace. The plot is not new. The char-
acters are not strongly marked. It has not been trans-
lated properly. It should have been played in German, s0
that we might not have had any second hand work about it.
It is vapid. Every scene is dull and tame unless there
happens to be a good actor or actress on the stage—-=(I
don't exactly see myself the drift of this remark, but I
repeat it on good authority).

The incidents are not well managed and are loosely and
incongruously strung. ILesh should curse Rudolpk in the
second scene of the secondzact, and keep it up to the end.
The 0ld Jew ought to be strangled in the fourth act and
Rudolph married in the fifth. The 1little girl ought to

T1pia.
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be introduced in the first——(never mind the unities).
Wallack ought to bite the Jewess and hit herwwith a
stick.

I know a tip top critic who would have made something
1ike out of such materials as these. I would have done
it myself.

Ieahoughttosaymreinthefirstactandou@tto
have the last four all to herself. Mr. Adams should stab
the schoolmaster. The priest ought to excommunicate
everybody, and Leah ought to slap Madalena severely.

-K.B. This is criticism.!

Meanwhile, Wood, who had enjoyed Daly's rebuttal to
the critics almost as much as he had enjoyed the play, saw
Dan Setchell as Madame Underpants in One Thousand Nights.
Setchell, Daly's review and Lesh fed his creative imagination
and produced a burlesque called Lesh the Forsook with Setchell
in the title role. All of the nonsense that Daly had parodied
in his column were put into the burlesque——in iambic penta-
meter. Wood changed the setting from Germany to New York,
"that region flowery,/Where Chathem Street is joined unto the
Boirer:y."2 Instead of wandering asimlessly &t the end of the
play, Setchell's Leah proposes %o "Peddle Weis Bier, and saud
the laud ‘baason."3 The burlesque, unfortunately, opened on
July 14, 1863 and played during the week of the bloedy draft
riots in New York City. Only 400 to 500 persons attended
opening night in the huge Winter Garden. And fewer still
attended during its one-week run (It was closed one night by
the authorities). The city was in a state of terror. A few
of the critics did attend and their accounts are all that re-
main of the play. Seymour, who found the:laughter "coarse
and vulgar,® wrote in the Times: "There is no real fun in the
awkward spectacle of a man dressed in women's clothing," but
added that there was "more tact and taste than we look for,
as a rule, in such prodm:'l;:l.c.ms."4 William Winter, in the Al-

Tyan. 24, 1863, contained in the first volume of the
Daly Correspondence, Lincoln Center's Iibrary for the Perform-
ing Arts.

2Quoted by William Winter, Albion, July 25, 1863, p. 355.

Srpaa.  4saly 15, 1863, p. 5.
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bion, wrote the only major account of the production. He
doubted, in his first article, "if the degradation of an
vnfortunate people be a fit theme for satirical illustration;
but this is not &n over delicate age."1 The following week,
he found "emple authority for making sport of Jews," citing
Dickens, Thackeray and Carlyle; he particularly enjoyed the
"cuss scene" and the "heart-rending interview with the infant
child.“2 Daly, of course, was enormously flattered by the
burlesque; the bedt were parodied. He also enjoyed it immemsely
and approached Wood to collaborate on his next venture.

Taming a Butterfly was completed sometime before Jan-
uary 9, 1864 when Daly signed a contract with Mrs. John Wood
(no relation to the co-aguthor) stipulating that the royalties
would be $15 per night and that the play mmst be produced on
or before the first of May, 1864. It opened at the Olympic
Theatre on February 25, 1864 and was billed as an original
adaptation by Augustin Daly and Frank Wood, the authors of
Iesh the Forssken and Leah the Forsook. Mrs. Wood was the
same actress Daly had tried to interest in his work during
the 1856-1857 season when she was playing at Wallack's Theatre.
By 1864 she was a major star, having toured most of the country
in that capacity. Included in the cast were three men with
whom Daly would work consistently in the future: William Dav-
idge, J.Ki Mortimer and George H. Clarke.

The play was "origimally adapted" from La Papillone
by Victorien Sardou. The French comedy was first performed
in Paris at the Théftre Frangais on April 11, 1862. It is
in three acts with seven characters, among them Champignac,

a recently married man with a roving eye; his too-faithful
wife, Constance; her young and widowed sunt by marriage,
Camille; and the aunt's jealous lover, Riverol. Sardou's
moral is that love is a geme and a wife who wants to keep her
husband from roving (a common maledy known as the butterfly)
must keep him in suspense &s to her own fidelity. The play

15wy 18, 1863, p. 343. ZJuly 25, 1863, p. 355.
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‘opens with Constance opening her summer home in Melun. Ca~-
mille, who refuses to marry Riverol unless he is sufficiently
jealous to follow her (hence, nde-butterflied”), visits Gon-
stance. Camille is pursued by another man and enters laughing
4o recount the tale. (She was veiled and speeking Italian tonma
foreigner at the time.) The pursuer is Constance's husband,
who arrives at Melun without realizing he is at his own summer
home. Camille sets him up for a rendezvous with Constence dis-
guised as the veiled Italian. Riverol follows. The plot is
skillfully complicated and unraveled for a happy ending, a
well-made piece with all the tricks of that genre.

Daly and Wood retained the three-act form, translated
most of the dialog, changed the character names of Champignac
4o Beaujolais and Camille to Jacinthe, and added another sub-
plot with additionel characters. They also pushed the play
further away from comedy toward farce with a good slice of
burlesque. The added subplot, mostly burlesque, concerns the
servants in the household, Polydore and his wife, Finetie.
They have a 20-year-old daughter whom Polydore thinks was sired
by another man. Whenever he sees another man he thinks is
flirting with his wife, he brings out Mignonne, the daughter,
and compares her festures with the man, once: "Black wig--no;
dyed side-whiskers, no; a large and particularly ugly mouth,
decidedly no!"! and then again:

Let me compare them! Her kair is brown, eyes hazel,

nose straight, mouth small (takes hold of her head to

get a profile view). He has blonde hair, blue eyes,
straight nose--ha! straight nose! The expression of

the nose is different. Besides he hes a moustache (slap-
ping his Eead). On reflection, though, that is not re-
markable.

Polydore also has enother running gag. Ever since the birth
of his daughter, he has been robbed of 37¢ a day. When the
daughter is about to be married and the wife produces a dowry
of 15,000 francs, he moans: "Where could an honest Wif§ get

1!Egggg a Butterfly (New York, 1864), 2. 8.
21pid., p. 7.
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that sum? Oh, Lord! Oh! Oh! This is worse than the thirty-
seven cents a day."1 The connection is made with an attempt
at humor by calculating 37 times 7,303 days +to produce that
amount and some more. The authors also had fun with the
dialog, addéng jokes to the translation:
What is it that lights up our existence?
This levity is degreding. Fo, sir, it is not gas
—it is poetry.2
Pinette uses "ain't" and can't spell, spelling can't "k-g-n-t."
Wood apparently agreed with the moral of the play.
He took it more seriously than one would believe on reading
the script. He was recently merried himself and had this
comment to meke concerning Beaujolais:
The easy tranguility of his home bores him. The fact is,
that his wife, Constance, had made him altogether com—
fortable-—as some loving, simple-minded wives will do——
and what was once a happiness has become & burden to him.3
Judging from Daly's own review of the play, his interest in
the work was purely technical. There are no further clues
concerning the contributionscof each of the collaborators to
the piece.
Unlike Lesh, Butterfly was a critical success and &
box office failure. It closed after three weeks on March 19,
1864, and was not performed again until the next decade when
Daly rewrote it under another title. The critics were unan—
imous in praising the work. Clapp was the most enthusiastic:

It is the most sparkling play I have seen this season.
Tt is one of those brilliant, fascinating, wicked
(%00 wicked) emanations of the French brain which de-
lights you without your knowing why...it deserves no-
tice for the clevsrness of its construction—being
two plays nicely dovetailed into one—as well as for
the smartness of its dialogue, the ingemuity of its
ngituations," and, above all, its uproarious and sus-
tained humor.4 :

Tipid., p. 35. °Ibid., . 15

S§ilkes' Spirit of the Times, March 5, 1864, p. 16.
41eader, Feb. 27, 1864, P. 5.
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He chided Daly and Wood for not revealing the original author.
The only criticito correctly state its paternity was Nicholson,
who liked the play but told the suthors how it could be improved:

Had it been localizéd as well as translated (from "Le
Papillion®) and sturdy American nomenclature,with its ar-
ray of Smiths, Browns, Chubbses, Joneses, et cetera, been
substituted for the fanciful French names...this comedy
might run a race for popularity with "Gur American Cousin,"
although it is a more meritorious production a hundred
times over that extravagant creation.

"Paming a Butterfly" would be improved materially if
the first act were considerably compressed and the wind
taken out of some fifteen or twenty long speeches made by
everybody in turn at intervals of about three minutes.

The excellence of the plot, the finesse with which the
scenes are worked out, the wit of the dialogue, and the
comical nature of many situations combine to form one of
the most entertaining comedies put upon the metropolitan
stage in many seasons.l

If Nicholson were hinting here that he would be interested in
co-zuthoring a play with Daly, that hint was successful. The
two would shortly work on Judith. But. Nicholson's suggestion
that the action be localized was a lonely view. A number of
other critics congratulated the authors for not doing this,
including Seymour:

Their efforts have been judiciously confined,:and with
éminent success, to polishing the dialogue, and adding
to the popularity of scenes that, in themselves, are
eminently farcial and zmusing. The result is bright
and uproarious entertainment.2

House saw it twice and urged his readers to "go to the Olympic
and see the somewhat coarse though effective manner in which
it is <i.one."3 Winter agreed with House. Although he found
the play well-construsted and entertaining, "it sparkles with
true Gallic lustre,” he also found a "taint of indelicasy...
mars the textnre."" The coarseness and indelicagy referred

to are Beaujolais' attempt at adulteryand Polydore's doubts

"World, Peb. 27, 1864, p. 4.
2pimeg, Feb. 27, 1864, p. 6.
Spribune, March 1, 1864, D. 5.
4a1bion, Feb. 27, 1864, p. 103.
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as to the paternity of his child. Otis pointed this out
most clearly, perhaps explaining its short run:

We should be derelict to our duty as critics, did
we not put on record our protest against much that is
reprehensibly broad, in many of the situations, suggesé—
tions and inuendoes which this piece contains. The main
feature of the part which Mr. Davidge has to sustain in
it, for example, is obnoxious %o this rebuke. The incid-
ent of dragging in a girl on the arrival ofcevery new=-
comer to the house in which he is servant, to compare her
features with the stranger‘s, for the purpose of discov-
ering her paternity, may be sufficiently funny to excuse
its i.n?.ecency; but we confess we do not see it in that
light.

Both Daly and Wood reviewed the production. Wood
meticulously praised and faulted the actors according to their
individual merits: one didn't know his lines, another applied
his makeup badly. Daly, signing his column "The Native Dram-
atists,"” had nothing but praise for each of them, saying that
it was understandable they were nervous on opening night and
that while the play could have been better, it could also
have been worse. He was more than satisfied. He interestingly
called the original work, "the foundain:or source whence this,
our piece, was ad.ap'l:ed.,"2 refusing to name its author or title,
adding that he would pay for the rights should the play run.

He apparently had the odious comparison with Mosenthal in mind
and didn't wish a repeat with Sardou.

Daly's next play was an adaptation of Dorf und Stadt
by Charlotte Birchpfeiffer, who based her play on Die Frau
Professorin, a tale by Berthold Auerbach. Unfavorable com=
parisons were to follow. The play opened under the title
Iorlie's Wedding on March 28, 1864 at the Winter Garden with
only "Aug. Daly, BEsq." listed as the suthor. It was written
for and starred Marie Methua-Schiller, who was making her
debut in the English language. She was already familiar to
the German theatre sudience in New York. So was Mrs. Birch-

Terpress, Feb. 26, 1864, p. 2.
20ourier, Feb. 28, 1864, D. 5.
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pfeiffer, one of the most popular German drematists of the
time, probably best known then for another play, Fanchon.
Dor? und Stadt was first performed in:New York at the Altes
Stadttheater in 1854. Mrs. Methua-Schiller had performed it
in G on a ber of ions. As early as Jamuary 29,
1863, the Progremme reported her intention of playing it in
English. The Methuas were sharing a townhouwse with the Dalys
in 1863. At what point they agreed to commission Daly is guess
work. Mrs. Methua-Schiller gives no hint of it in a birthday
note to Daly on July 21, 1863; her husband may have attempted
the adaptation himself before turning it over to Daly. At any
rate, Daly's version was given two perfc in Boston on
March 2 and 6, 1864 before opening later in the month in New
York. His version was never printed and the manuscript is
lost; it ran only one week in New York. The reviews meke it
plain that the sdaptation was constructed to fit Mrs. Methma-
Schiller's looks and abilities to the detriment of other char-
acter and plot elements in the piece.

The play was billed as a musical-pastoral drama. Daly
used both elements, music and the rural scene, as integral
parts of the plot. The daughter of an innkeeper in the Black
Porest, Lorlie is beautiful, warm-hearted, but simple. An
artist, Reinhardt, wanders into her village and falls in love
with her. They marry. He takes her out of her natural set-
ting into tewn and fashionable society where her artlessness
bores him. Reinhardt is attracted there to his former love,
the Countess Ida, who rejects him. He turns to drink. Iorlie
wins him back with a song. They leave the evil city and re-
turn totthe Black Forest to live happily ever after.

The Bohemian critics were angry that Daly didn't
credit Mrs. Birchpfeiffer for the original work. Winter re-
taliated by not mentioning Daly's neme in his review:

The play...invites but little remark. It is peculiarly
German, and peculiarly tedious. It is descriptive rather
than dramatic, and is needlessly spun out through five
acts. Its incidents are commonplace, and so are its
characters, and--not to be out of fashion--so is its
language. Yet, it conveys a pleasing picture of life in
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a German Principality...In the original German of Ma-

dame Birchpfeiffer, it is, I dare say, neatly written,
and well ecalculated to affect a Teutonic audience. In
English translation it seems bald and teme.l

House called the German version "a touching 1ittle domestic
drama" and then attacked Daly:

The name of the original play as well as of the or-
iginal author is of course carefully suppressed in the
interest of the American adaptor, who is announced as
"pug. Daly, esq.” The motive for the suppression, in
this case, may have originated in a vegue consciousness
on the part of the adaptor that in undertaking to im-
prove hiscoriginel by engrafting upon it a scene or two
from a totally different play (another case of dramatic
miseegenetion) he gad only ded in producing a
wretched abortion.

Fiske had written much the same, adding:

Stupid is too mild a word to use in eriticizing it. The
sudience were so bored by it that toward the close they
axmsed themselves by indulging in ironical applause and
laughter. The actors also extemporized a little fun in
the vain hope of giving point to what was irreparably
dull. The act of the stockccompany was nearly as
bad as the play.

The only major critic to analyze the play was Seymour:

Fhe story is natural and simple. It reveals itself
in a purely narrative way, delineating character and
ignoring "situation” and climaxes, but the revelationiis
not dramatically exciting. There is no distinct issue,
no positive triumph between, or on the part of, any of
the characters. It never rises to the attitude of pas-
sion, either in the matter of words or the expression
of feeling. It is, in fact, what it claims to be, &
purely pastoral drama, conveying, in a somewhat lengthy
form, the rustic idea of love and guffering devotion.
There are hundreds of such dramas in the German lang-
uage, and all of them wordy. The special merit of the
present play is that it contains one delicate character-
ization. The part of Iorlie is prettily conceived, and
the "£illing up" is gemerally good.4

Prank Wood was fatally 111 and Daly bad no defender this time.

Thibion, April 2, 1864, p. 163.
2pritune, March 30, 1864, D. 5-
3gerald, March 29, 1864, D. 4.
4pines, March 29, 1864, P. 5.
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Kichélsor, who was already at work with Daly on their adapt-
ation of Judith, gave one paragraph to Lorlie. He found it
"meager in incident and...dialogue™ and "tolerably clever."
This comment serves more as an insight into their collaboration
tkan to the play under review.

Judith, the Daughter of Merari took the Winter Garden
stage immediately after Iorlie closed. It opened on April 4,
1864 starring Avonia Jones. Miss Jones also offered another
Daly play, The Sorceress, on April 26 during her short season
at the Winter Garden. A third play which Daly adapted for her,
Garcia, was not performed in New York. The two had never met
and Daly had never seen her act when Miss Jones first wrote
to him on November 26, 1863:

I am aware that you arranged, and adapted the drama of
"Leah," and if you are not too much occupied I should
be much pleased if you would arrange several plays for
me. I have one German play roughly translated, but
never arranged, also several very fine French dramas.
Are you at liberty to seil a copy of "Leah?" I do not
care much to act a play which is already a -specialty of
another, preferring for myself original parts, but I
must have & good drama to £ili up the time until I have
several written expressly for me...

Within a month of this request, Daly had a complete adaptation
in her hands. Miss Jones wrote to Daly on December 25, 1863
to acknowledge receipt of the £ifth act of Garcia. This was
a Friday. She had only studied one act of the play which
would open Monday night in St. Louis. She compiained to Daly
of the producer, who wouldn't spend money on sets (he didn't
have a staff artist), and of the actors: "The company is very
bad." She had been ill and was still feeling unwell. She
also complained of the press, which only printed copy sent it
from the theatre, and of the constant need to act new works.
She had received a copy of Leah, but it hadzalready been badly
produced there and she decided against it. (She would later
act Iesh for both Iincoln and General Grant.) Her only cheer-
ful note in the letter was that her Philadelphia engagement

1Ihis letter and the others following from Miss Jones
to Daly are part of the Daly Correspondence MBS, Folger Shakes-—
peare Library.
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had been put off until March, "so that will give you plenty
of time to get the pieces done for a rehearsal of them pre-
paratory to New York." There was no contractual agreement at
this point, and Miss Jones thought it was time they discussed
terms. Only two performances of Garcia were given in St. Icuis.
They weren't reviewed. Although she wrote that she liked the
play, she decided it wouldn't draw and discarded it from her
repertory. She reminded Daly that he *did not think much of
the subject when I proposed it" -and, a8 a consolation, noted
that it gave her "pleasing proof" of his ability. She was now
in Cincinneti, thinking of New York: "I wish you would tell
me when it is time to begin working for New York, and what I
ought to do. I will be guided by you in all matters.” Daly
had already started work on The Sorceregs with his brother and
sent her his ideas on the adaptation. Miss Jones realized
that she was premature in entrusting herself so completely to
Daly and wrote him on Jamuary 11, 1864:

In regard to the "The Sorceress," pardon me if I say I
do not think you are right in meking such wholesale al-
terations. If "Mellitor," who as he stands is a fine
1light comedy part, is made the leading one, "Lesbain"
must degenerate into an upper walking gentleman, vhich
will have to be played by the juverile man, who in every
theatre generally kills any part entrusted to him, and
with him I should be compelled to come in constant con-
tact through the piece. I wish you would send me a plot
of it, for I can't make out how you intend transforming
"Jeanne" into a "daughter" and yet keep the powerful in=-
terest which in the original is entrusted in the "mother.”
I alvays think the latter phase of life the most powerful
and I am most fond of portraying such emotions. Daughters
I care little about, especially if it means love for father;
I have never felt it, and cannot act it.

I don't.mind playing middle aged women, for I have
so long been accustomed to it, in "Lady Macbeth,” "Lady
Constance," etc. As you have never seen me act, I must
tell you that my style is passionate. When I love, it
must be madly, not the tender, gentle love that shrinks
from observation, but love that would sweep away all be-
fore it and if thwarted would end in despair, madness
and death. In fact in acting, I am more fond of being
bad than good. Hate, revenge, despair, sarcasm and re-
sistless love, I glory in; charity, gentleness, and the
meeker virtues I do not care for...

Daly relented and retained the character as a mother. On Jan-
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uary 26, 1864 Miss Jones sent him further instructions after
having received the plot outline:

I want Mr. Stoepel to write the music for the "Sorceress.”

I enclose & note for him, which please send at once. TYou
had better see him yourself and tell him what is required,
asking him to do it as quick as possible. I had rather
wait a little longer for the play than not have the music.
Put in just as much as you can, as it is always attractive.
I remember there is a chorus in the wood scene near Jeaune's
hut. I like the idea you speak of retaining the mother,
etc. I think it will be powerful.l

Meanwhile, Miss Jones went to Washington where she played lesh,
sending Daly $10 for each performance. Daly had sent her a
complete version of The Sorceress by February 13, when Miss
Jones wrote him that she was unhappy with the script and de-
cided not to do it until she could meet with him and offer
"gseveral suggestions." She wrote that she expected to be in
New York by the first of March and hoped that he would have
Judith "pretty well done, for I want to study it leisurely."
A final rewrite of The Sorceress was not completed until April
19 when Daly wrote his brother, "I am so very much obliged to
you for having finished up the Sorceress for me so finely and
in such good time last night."z Judith was more acceptable
to Miss Jones and she opened with it at the Winter Garden on
April 4, 1864. The Sorceress followed on April 26.

A four-page publicity release advertising Judith and
announcing Miss Jones' New York debut in the play was put
out by the Winter Garden without mentioning Daly's name. It
summarized the plot:

The tale of her visit to Holoph , of her ter
first with :the fury of her own people, then with Holopher-
nes' wild passion, her perilous situation in the hostile
camp, her jealous enemies there, and the denouncing voices
of her elders--and lastly, her tremendous deed of patriot-
ism, make a succession of incidents which.no other play
can boast. The result is that a drama founded on that
tale, and representing Judith as the simple words of her
historian picture her, must powerfully appeal to the hearts
of the people.>

T¥s, Folger. 2MS, Iincoln Cemter. Ibid.
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It also announced new scenery for the piece, music by Stoepel,
jugglery and magic "of that simple and superstitious age,? and
"an experiment in naturdl chemistry prodie:l.ng the most Start-
ling Dramatic Effect ever witnessed.” %The Bohemian critics
attributed the play to Daly, Nicholson and to the music eritic
of the Herald, De Lisle or De Iille. Winter, in the Albionm,
traced the origjn of the play to Friedich Hebbel's Judith as
adapted by Paolo Giacometti in 1857 for Ristori as Giuditta.
Joseph Daly merely says that it was an adaptation by his brother
and Nicholson, who denied co-suthorship publicly, but demanded
his share of the royalty in a letter to Daly on June 16, 1864.

Winter found the play "so over-burdened with superflu-
ous details and turgid language, that it sinks by its own
weight." Yet, he thought the subject was a good one:

The patriotism of Judith, her daring, and her splend-
or, are constantly present to the imaginative spectator,
notwithstanding the puerilities of Ramses and Macrobius,
Agraele, and Othoniel, and the purposeless howlings of
the "full and powerful chorus of Hebrews." Divested of
this superfluous rubbish-—and that is the gentlest term
thet I can conscientiously employ to describe, for exam-
ple, the second act, and the second scene in the fourth=—
the piece might be condensed into three acts...As it .
stands, thesplay wearies by its prolixity, and vexes the
mind by its elaborate preparation for a catasirophe that
is too long deferred. Nor is the weariness essentially
lightened by the prospect of the real)y fine scenery that
hae been painted for the piece...or by the-quiet intensity
of the acting of Miss Avonia Jones.!

Clapp, who reported earlier that "Mr. De Lisle furnished the
plot (from the opera), that Mr. Nicholson: furnished the words;
and that Mr. Daly furnished the balance,"2 later told his
readers: "Mr. De Iille and Mr. Nicholson...now decline any
reaponsibility; except for some portions of the second and
last acts. They are wise."> Of the play itself: "I have
never seen anything more atrocious even in the Bowery."‘" House

Tp1bion, April 9, 1864, p. 175.
2Leader, April 2, 1864, p. 5.
3leader, April 9, 1864, p. 5. ‘Ibid.
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dismissedithe play as "tedious and i.r:usffec‘l:d.ve."1 Fiske, who
compared Miss Jones with Edwin Booth as a great artist, did
find some good in the work, "but altogether Judith is the most
unequal of literary efforts. There are scenes of positive pu-
erility, and it is freighted with a great deal more trash than
any new play can carry."? If Daly thought that putting Nich-
olson on the payroll would help him critically, the review
which finally appeared in the World was a yoor bargaini

The passionate invective with which "Leah," remodeled
from the German, for Miss Kate Bateman, by Mr. Augustin
Daly, was assailed by two or three critics has been re-
directed against "Judith," adapted and rewritten for Miss
Jones by the same gentleman's active pen. The new drama,
though bearing the marks of very hasty writing, and in-
cluding some commonplace scenes, has nevertheless a sub-
stantially made plot, the leading incidents of which are
worked out with fidelity to art and a just regard for Ris-
toric statements.

The piece possessestthe requisite amount of interest
so far as the action is concerned, but the cast embraces
sgdgnch gluggiah talent that many scenes are rendered
tedious.

The only seemingly objective review came from Seymour:

Subjects of this peculisr kind need terseness in the
dialogue; the file can hardiy be applied too much. The
dialogue of "Judith"™ is copious and fluent enough, but
it frequently lacks directness and point. The authors
would have done well had they placed themselves under the
restraint of blank verse, instead of trusting the seductive
collogumialisms of ordinary writing. It is due to them to
say that considerable ingenuity is displayed in the con-
struction of the piece, and the situations are as good and
as picturesque as they well could be with such a tradition
for a groundwork. Indeed they have been too ambitious in
this respect, and might readily omit the conjuring and
magic lantern business of the second act, or at all events
all the long and rather cheap philosophy that precedes it.
With extensive pruning we can see no reason why "Judith®
should {4101; be a favorite with certain classes of the com-
mnity.

Toribune, april 7, 1864, 2. 5.
Rerald, April 5, 1864, p. 4.
3World, spril 12, 1864, p. 4.
4pimes, April 5, 1864, p. 4.
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The worst was yet to come for Daly. Only the Sunday
Times would find merit in The Sorceress. That paper is the
only source for 2 synopsis of the plot:

A decidedly sensation drama, entitled "The Sorceress,"
was prod d here on Tuesday evening, introducing Miss
Avonia Jones in the weird character of Elack Janet, the
Sorceress. The piece is evidently of French origin, but
seems to have been exceedingly well translated. The lan-
guage is never puerile, and there is a terseness and vigor
about it which is not characteristic of the French drama.
The piece is replete with interest, the subject being
that portion of French history in which the Duke of Guise
plots against the king of France. BRlack Janet has been
subject to persecution; her child had years before been
stolen from her and killed, as:she supposed, but instead,
had become a distinguishedssoldier, whom the niece of the
Duchess of Nemours is compelled to marry, though secretly
in love with the Duke de Guise. The Sorceress has a se-
eret enimity against Delavel (her son) and in various
ways endeavors to compass his death, and the secret of
their relationship is only revealed to her when she causes
the signal for his murder to be given. He, however, es-
capes, and Janet is now as anxious to save him as she was
to sacrifice him. ZXnowing the secret of his wife's love
for the Duke de Guise, and that her son's honor was not
safe, she urges him to fly with his wife; he does so, but
they are about to perish by a fearful inundation, when
Janet arrives with a boat, in which they are saved, but
she perishes irn the water.

Miss Jones does not make up well for the part--her
appearance is mach too youthful--but she plays it quide
effectively.!

Winter thought the role of Black Janet was the worst part in
which Miss Jones had appeared, but he did analyze the charaster:

Janet is a woman, half crazed by terrible outrage,
pursuing the vanishing shadow of her lost child, and
aiming at a deadly purpose of revenge. That type of
character, or rather of lunacy, is in old r .
Sir Walter Scott has illustrated it, to the very best
advantage, in everybody's acquaintance, Meg Merrilies.
But Sir Walter has given to Meg a graphic existence and
scope of action which the authors of "The Sorceress"™ have
entirely withheld from Janet. In their play, she is fet-
tered by undramatic circumstances, and almost drowned in
verbiage. At least, that is her situation in the English
translation, whatever it may be in the French original of
Messers. Bourgeois and Barbier. Miss Jones struggled with

Sunday mimes, May 1, 1864, p. 2.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



60

this overwhelming pressure of syntax, and testified at
once to the power and delicacy of her art, by making

the character impressive despite its clogs. But she
exhibited little genuine feeling, and entirely failed

to create for theiSorceress the illusion of nature or
probability. I do not care to rehearse the experiences
of Janet as exhibited in this play, because they are
very much mixed, and very uninteresting. ZEnough to say
that this tragic melodrama in which she figures, involves
Paris, under Charles IX, the assassination of the Duke
de Guise, and the popular tumults of that bloddy historic
period-~the whole culminating in an inundation. It will
be seen that the piece affords scope for striking theatri-
cal effects.!

Clapp, Fiske and House did not even bother to review the pro-
duction. Both Seymour and Nicholson were definite in their
disapprovel. Nicholson disliked the sentiment, character and
experimental quality of the piece; he thought it too: similar
to the opera, I1 Trovatore, and explained why it would not
succeed:

Fo be a success the play needs scenic beauties and mech-
anical illustrations such as are known to the boards of
the French theaters, but are seldom witnessed in New York.
The tableau formed at the end of act third, a barricade
scene in Paris, is well mansaged, and obtains applause,
just as does the famous apparition of the Lancers around
the gipsy camp in "Rosedale." But the foundation business'®
of the last act lacks in artistic skill. The action of
the piece is extremely slow, and the incidents of insuf-
ficient interest.2

Seymour was even more damming:

The role of the Sorceress is long-winded, verbose
and monotonous. It has no relief. From the opening
to the close it presents nothing but words. There is
but one phase of emotion--meternal solicitude-—and but
one passion—revenge. ZProperly handled, these grand
elements of human life and struggle might be made ef-
fective; but they are not properly handled. Fhey are
word-drawn to thermtter-most tenacity of human patience.
If a good sentence occurs, it isiimmediately marred by
a dozen sentences that are bad. In two words,_ the play
is dull, and the leading parts are monotonous.>

The play closed and with it closed a phase of Daly's career.

Vo1vion, April 30, 1864, p. 211.
2yor1d, April 28, 1864, p. 4.
Spimes, April 28, 1864, p. 4.
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In two short months, from February 25 to April 26,
Daly had four adaptations open and close in rapid succession.
It vas time to pause and see what went wrong. "Pause" is
hardly an accurate word; it would be more than two years before
New York would see another of Daly's plays.
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CHAPTER IV
A PRIVATE WAR

It would appear that Daly in the first phase of his
long theatrical career was saying one thing, and saying it
awkwardly, while he practiced something quite different.

His critical writing strongly attacked the prevailing
star system. He grew up on the best of the stock companies,
those of Burton, Wallack and Miss Keene, and from them knew
the potential of the stage to present a more integrated work.
He announced in his very first feuilleton that he sided with
the new theatre, the theatre which he believed did away with
tradition. He had vague ideas for e more naturalistic and
technically-expert theatre, a theatre of specialization in
which one house would perfect the art of comedy, while an-
other concentrated on melodrame and all did away with depend-
ence upon stars. It was the star system itself he blamed as
the primary cause for the decadence that allowed such neglect
of ensemble acting and scenery while it stifled imagination
by its dependence on {raditional or rather hackneyed methods
of acting. He was begrudging in his praise for the great
stars, following the gmmeral aduletion of Forrest and Booth,
while picking away at the milieu in which they acted. He
felt freer in pressing his ideas while reviewing the works of
lesser stars. But these ideas seem petulant and hastily writ-
ten. And they were ignored. Henry Clapp Jr. was quite right
in advising Daly to improve his style and f£ind an influential
outlet for his writing.

Even if the ideas were ill-expressed and buried in a
relatively obscure Sunday paper, one would have at least ex-
pected Daly to implement them in his creative work. The five
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plays he co-adapted and presented in New York in 1863 and 1864
seem to be the very antithesis of the new theatre he was es-
pousing. His subject matter was highly romantic——the five
plays take place in Steirmark, Melun, the Black Forest, Bib-
lical lands and in a long-ago Paris. The borrowings were all
from the French and German with no attempt to update or to
transplant their characters or situations to American soil.
The plays are preoccupied with the exotic; they are basical-
1y romantic stories of far-away or long-ago with huge passions
or grotesque characters. On them were imposed some realistic
details——sometimes in language (where the attempt was made to
duplicate dialect), most of the time in characterization.
These plays were cut end pasted together to weap around stars.
Eate. Bateman, Mrs. John Wood, Marie Methua-Schiller and Avon-
ia Jones demanded and received roles tailored to their parti-
cular specialities. The touches of realism and the addition
of comic moments which matched his theories were overwhelmed .
by the concentration on the star role.

If Daly had not attempted to interest the stock com-
panies in his earlier works, failing to get them produced
with each effort, one could easily conclude that what seemed
ideas in his early critical writing were really a fumbling
in the dark for an aesthetic.

The most damning evidence against Dely is probably
his relationship with James W. Wallack Jr., who played Nathan
in leah the Forsaken during its initial New York run. There
is no recorded evidence that Daly objected to his playing
the role. On the contrary, H.L. Bateman'’s letter to Daly no-
tifying him thati@allack had refused the part in Boston sug-
gested that the refusal was a setback for the play and a
disappointment to the author. Whatever Daly's feelings about
Wallack's acting ability, they did not interfere with his
strengthening the role when Wallack accepted it for the New
York opening. In 1861 Daly was disgusted, in print, with
Wallack's stage trickeries, mannerisms and extravagant style.
In reviewing Wallack again after Lesh opened, there is only a
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hint of sarcasm after seven parageaphs of praise for Miss
Bateman:

Never was an artiste better supported.

Mr. Wallack as the Apostate Jew, with his quaint
puritanical dress and walk, his subtle, meaning vis-
age stood paramount as the evil genius of the play.
His rhetorical powers were never more finely exhib-
ited than in the description of the persecution of
the Jews...No other actor could have invested such a
repulsive character with such feeling and interest as
does Mr. Wallack.!

The adjective "repulsive" hardly describes the character of
Nathan as written, but Daly accepted that characterization
when he accepted Wallack to play the role. “Accepted” may
be migleading. Bateman did the casting and Daly didn't even
attend a rehearsal. He "accepted" Wallack only in the sense
that he accepted writing for the star system rather than re-
main unproduced.

Daly did not give up trying to work with strong man-
agers after his initial failures. He repeatedly submitted
his work to Laura Keene. After his commercial success with
Ieah, he sent her another work while she was on tour. He
received this rejection from Cincinatti written for Miss Keene
by William Brough on October 15, 1863:

Hiss Keene has received your Polish play and read
it attentively. We have discovered (unhappily) that
this theatre (Pikes) is the worst for the production
of any piece needing actors, scenery and other adjuncts
and consequently she returns it as you may want to let
other artists look at it.2

The Polish play was apparently a non-extant work called The
Red Ribbon. One cannot read too much into a rejection, but
the indications are that the play depended on ensemble act-
ing and scenic excellence rather than a star. What is even
more noteworthy is that Daly wanted to write for a menager
who enforced discipline and cared for detail. One can infer

1
Courier, Jan. 24, 1863, Lincoln Center, Daly Cor-
respondence MSsS, 'I. ’ ! !

ZHS at Folger Shakespeare ILibrery, Daly Correspond-
ence. .
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that he was forced to follow the prevailing star system if
he wished to continue to write for the theatre. The only
other alternative was for him to manage his own productions.
He was nowhere near ready for that in 1863 or 1864.

Daly had worked out his ideas about the theatre as an
amateur practioner before he set them down as a critic. The
ideas were not realized in his first ventures, partially be-
cause they did not grow out of any creestive necessity; they
were imposed upon a system of theatre that was foreign to
them. More fatal to his works, Daly himself was not in com=
mand of the productions in any phase of them. He worked from
weakness as a young and unknown pleywright catering to the
demands of the stars, still unsure of his own worth and unable
to make his own demands.

The Civil War, when it finally became a reality for
Daly and the nation, would change his catering attitude and
his indecision. The changes would come in the same way that
other changes came about in America at that time. Merle Cur-
ti's astute diagnosis on the effect of the conflict holds
true for Daly:

The wer sharpened many ideas and brought others to the
fore. The impressive opportunities for gain did much
to advance the business class and to publicize its
ﬁ:.e?—a factor of moment in the nation's intellectual
At no point during the Civil War did Daly allow himself to
become ideologically involved in the struggle. It was not
his war. He tried to maintain a neutral, almost pacifist
stance. Yet, of course, he could not help but be shaped by
the struggle anymore than the most involved partisan. His
ideas, in Merle Curti's expression, would be sharpened and
brought to the fore in an almost Hegelian dialectic.

Daly's background up to the Civil War had inevitably
shaped him for the outsider role. He was born of Irish im-
migrants, had spent his first ten years in the South, was
educated in New York City and was working for an independent

Iome Growth of Ameriean Thought (New York, 1964), p. 444.
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weekly. The Irish immigrants, sbout a fourth of the city's
800,000 population in 1860, had their own problems of estab-
lishing themselves and did not wish to become involved in the
national issues. Daly's memories of the South were those of
a happy childhood and the North was offering him abundant op-
portunity for material success. There was no real conflict
between the people of the North and the South as far as he was
concerned. The conflict had been mamufactured for political
reasons. In New York City, the political reasons were em—
bodied in Fernando Wood, a Tammany Hall Democrat defeated
for re-election as mayor in 1861, and his successor, George
Opdyke, a wealthy importer, banker and Republican. The Cop-
perhead press, led by the Daily News, which was owned by
Wood's brother, Benjamin, was telling its largely Irish read-
ership that it had not crossed the Atlantic to free the slaves.
Fernendo Wood had even proposed in Jamuary, 1861 that New York
secede from the union and become a free city associating it-
self with the South.

Dely's first published statement about the impending
conflict was sandwiched in his review of the two productions
of Richelieu by Booth and Forrest:

En passant, however, of these performances of "Rich~-
elieu," at either house, we beg leave to observe that
the constant intrusion of this evanescent union enthu-
gissm which springs forth on each evening upon the
utterance of the lines,

—"Put awey the sword;

States may be saved without it!"
is getting ridiculous, besides interrupting the current
of the play. The idea of stopping an actor in the midst
of his speech, to give three cheers, because he happens
to utter a few words,and these written by a "bloody Eng=-
lisher" and referring to a despotism, and at the same
time not at all applicable to this time, (no matter what
it might have been a month ago), is childlishly absurd.
Iet the union be preserved, if it may be, but for Heav-
ens sake don't mix our amusements up in politics.?

By the time Daly had written this, seven states in the South
had voted to leave the Union. The Northern reaction, even in

Tgourier, Peb. 3, 1861, p. 5-
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the Republican newspapers (Iimes and Iribune among them), was
ambivalent on how to deal with secession. The firing on Fort
Sumter in April ended the debate among Republicans. On the
front page of its April 15th issue, the Iimes printed that
the firing had made the North "one unit" and that its response
was "one intense, inspiring sentiment of patriotism." Iincoln
asked for 75,000 men to enlist in the Army. About one million
volunteered.

It was not until the Draft Riots of 1863 in New York
that Daly would be confronted with any adverse aspects of the
war. Iincoln's Conseription Act, following on the heels of
the Emancipation Proclamation, gave fuel to the anti-war sen-
timent in the city. The Copperhead press, led by the Daily
News, was not only covering the "peace demonstrations" in
which orators were telling their listeners, primarily the
working class, that they were "reduced to the level of slaves
by Lincoln when you submit to be seized by Provost Marshalls
and dragged off to the A‘z‘my,"1 but these same papers were
editorializing against conscription and were urging their
readers to resist it. The Republican press refused to heed
these sentiments. The Tribune of July 11 saw no danger,
stating that the people generally appear to consider the
draft as a matter of course and that the paper had been un-
able to learn of any undue excitement in regard to it. This
was a few days before the eruption. The riots began on Mon-
day, July 13, lasting for four days, during which time about
1,000 civilians and 50 of the militia were killed and millions
of dollars in property damage was caused. Daly covered the
riots for the Courier.

Daly had not only protested the unfairness of the
Conseription Act, he had also predicted the results of its
enforcement. During the first week of March, 1863, after the
passage of the bill, he conducted a series of interviews with
workers in New York. On the front page of the March 8 issue

1paily News, July 10, 1863, p. 8.
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of the Courier, he printed his warning:

«..it is universally detested among the classes who
have hitherto given to the cause of the Union the im~
mense armies already sent to the field...any attempt
at conscription will provoke a feeling and an opposi-
tion, the consequences of which we really dread. But,
as journalists we are bound to note the signs of the
times, and give warning of "coming events"...

That any man worth $300 can avoid the conscriptionm,
rankles in the heart of the poor man, and he believes
himself the victim of "class legislation.”

Where ever the bill was discussed it excited anger
and detestation, expressed in language in too manyin-
stances which I cannot bring myself to transcribe.

Daly quoted a number of interviewees. Among them was a father
who:had already lost a son in the Army: "Harkee. If any men
comes to my house to take any one from me to fight, because
I have no $300, I'll blow his brains out—-I will." Daly was
among the first of the journalists to realize that the $300
payment for a substitute was the canker that festered in the
minds of the poor and would erupt in the violence of the riois.
During the riots, Daly was involved in an incident
which almost cost him his life. Joseph Daly's description is
not wholly accurate, but, along with a comment from Kate Bate-
man, it is the only extant reference to his involvement:

In company with Jospph Howard, Jr. (then a reporter on
the Pribune) young Daly found himself surrounded by a mobd
on Second Averme near a beleaguered fire-engine house.

B5th the journalists wore broad-brimmed black soft felt
hats known as "wide-awakes," much affected (together with
flowing locks) by the litterateurs of the period, but un-
fortunately associated in The minds of the mob with a
lately defunct anti-foreign faction called "Know-Nothings,"
and with the anti-slavery newspapers which were supposed
%o be responsible for the war and all its consequences.

When therefore our adventurers were descried, the mob,
which had been threatening the engine-house after looting
and burning in every direction, shouted "Know-Nothings!"
nfribune reporters!® Howard,who was a resourceful youth,
sought to pacify the crowd by explaining that he was sim-
ply deputized by Ben Wood of the News to give that friendly
paper a truthful version of the facts. As Mr. Benjamin
Wood and hisipaper, the News, were known Southern
sympathizers, it was an ingenious f£ib; but the mob derided
the speaker, and might soon have made an end of both young
men if members of the fire company had not sallied from
their house, dragged the imperilled youths inside, and locked
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the doors. This act redoubled the rage of the mob
against the rescuers.!

Daly escaped by pretending to be one of the mob, leaving Howard
behind in the fire house. The true irony of the incident, which
took:place on 46th Street from Third Avenue to the safety of
the fire house on Second Avenue, was that Howard, who was 30
years old at the time, was actually in the employ of the Daily
News and not the Tribune; he had written most of the imflam-
matory articles which were partially responsible for the riots.
That, coupled with Daly's sympathetic portrayal of the working
man in the Courier, should have made them heros to the mob
rather than its intended victims. Judging from the tone of
Joseph's reporting of the incident and from a letter by Miss
Bateman written in Paris on August 8, 1863 ending with "strict
orders that you do not permit yourself to be taken for a_Trib-
une reporter aga:l.n,“znaly apparently wished to make light of
the incident. How serious it was can be judged better from
Howard's version dictated to a rewrite man at the Daily News
the same afternoon it happened, Tuesday, July 14:

On the same corner Mr. Howard, a well known member of
the press, was standing when the same gang commenced en-
circling him. One of them attempted to pick his pocket
but was detected in the act by his intended vietim, who
said, "There, I recon that will do, stand off." The reply
vouchsafed was a severe slap in the face, a kick in the
shing, a yank by the hair and a'punch in the ribs from the
whole set who at once cried out loudly and with cheerful
emphasis, "Here's a d_ - d Abolitionist." "Down with the
Lincoln Spy." "Hang him, hang him." The crowd by hund-
reds rushed toward the group and seeing Mr. Howard
gling with his assailants sprang in, and with all the
chivelry of their natures beat him, kicked him, threw him
down, pulled him up, turned him:around, tore out his hair
and proposed to hang him. In the meantime the skillful
pickpockets had relieved him of his gold watch and chain,
a breast pin, his pocketbook, his hat and cane, after
which they vigorously shouted in favor of the process of
im:diate elevation of his person from an adjacent lamp
post.

TDely, Life, pp. 34~36.
Polger Shakespeare Library, Daly Correspondence.
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It was in vain that the unfortunate individual at-
tempted to speak or struggle; his voice was drowned by
a thousand shoutings and his arms were held by the group
of an angered multitude. "Away with him" shouted the
infuriated mob, who neither knew or cared what he was,
what he had done, or what he proposed to do. Fortunately
at this juncture, certain whole souled members of Iiberty
Hose came along, and they with assistance of some strong
armed and otherwise potential foundry men succeeded in
makirg a small space way in front of him and gradually
Iglot him away from the crowd and started him for the truck

ouse...

Unfortunately the Daily News made no mention of Daly's pres-
ence or of his reaction at the scene. It is understandable,
taking into consideration the preas rivalry and sensationalist
viewpoint at the time, as well as the paper's bias toward the
cause of the riot. It was important for the Daily News to
show that such incidents were not caused by those protesting
the draft, but by young hoodlums. It would have diluted the
story to have two reporters under attack; Daly's version would
be printed later in the week. Howard and Daly were close
friends during the decade. In 1867 they would co-author a
play; in 1868 Howard would be city editor of the Times while
Daly was that paper's drama critic. They both may have be-
come somewhat more cynical or self-serving after the riots.
Howard became the author of the Bogus Draft Proclamation in
May 1864 end Daly hacked out four plays with little regard
for the theatrical ideals he had espoused during the past few
years.

The Bogus Proclamation was a scheme devised by Howard
to raise the price of gold and make a killing on the Stock
Market. Howard, described by the Tribune in 1864 as "of med-
ium height, has dark eyes and heir, is rather bald, is pale
and slender, with regular features, mnd wears a moustache,"”
had checked with a broker from the firm of Kent and Clapp on
the effect of a huge draft call on the market. He learred
that the price of gold would skyrocket. He was intimately
familier with the workings of the morning press in New York.
He was at first a reporter, then city editor of the Times,

a correspondent of the Tribune and a reporter for the Daily
News; at the time of this scheme he was city editor of the
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Brooklyn Eagle. He was also familier withithe style of
writing put out by the Iincoln administration and forged
the proclamation calling for a draft of 400,000 men with
a recommendation of a day of fasting. Howard had copies
sent out as a release from the Associated Press during the
late afternoon of Tuesday, May 17, when the editorial staffs
were dismissed and the print shop foreman took over on the
morning newspapers. The World and Journal of Commerce did
print it and were closed down by the govermment; within a
week Howard was arrested. He was imprisoned at Fort Lafayette
for 14 weeks to the indignation of fellow journalists: "Bogus
reports, intended to effect the price of stocks, are every
day set afloat in Wall Street...If all the:individuals who
have made illegal gain out of the war were sent to Fort Laf-
ayette..."! Iincoln not only forgave him, he hired Howard
as official recorder of the Department of the East's military
headquarters. From that position, Howard soon returned to
the Times, becoming its city editor.

Both the Dely brothers were interested in the price
of gold. Daly may have realized enough royalties from the
productions of Leah and his four other plays to have invested
in the market. "Gold here has fallen to 200 and will go
still lower but the damned shopkeepers still put their goods
up to the 285 per cent standard and pretend not to have felt
the reaction,"2 Joseph wrote to Augustin on September 21, 1864
and then agein, on November 17, 1864, he reported a conversa-
tion with their stockbroker, a man by the name of Carleton:
"He had expected that gold would have come down by this time
to 150 and the price of stereotyping have proportionately de-
creased but that things remain quite as unfavorable as when
you spoke to him in the summar:."3 Daly's experiences with
the market would be employed in 1867 when he wrote Under the

Gaslight.

TBrooklyn Eagle, May 21, 1864, p. 2.
, Lincoln Center. 3Ib:l.d.
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If Dely had wanted to get rich quickly by buying gold
on Tuesday to sell on Wednesday, literally or theatrically,
he was sadly disappointed. By the summer of 1864, all his
plays but Leah had done poorly. He was hired in June by Noah
Brooks to replace James Otis as the dramatic eritic for the
Evening Express at $10 a week, a position he maintained ziong
with his duties at the Courier until 1867. But a more import-
antly influencing event wes to take place for him that year.

From September 1864 through Jamuary 1865, Daly toured
Union-held sreas in the South with Avonia Jones, getting his
first professional expertence in stage management. It would
also be his first contact with the fighting conditions of the
wer. He would taste the harshness of 1ife, suffering physical
pain and discomfort, rejection in love, ard an almost total
lack of moralityl Reality would take oz a new definition for
him. The romentic gloss of life would be dimmed. VWhen Daly
returned from this tour, his ideas would not only be solidi-
fied in the direction they had earlier taken but he would be
able to express them more clearly and have a more important
outlet for them.

His letters to Joseph during this period are, for
Daly, an extraordinary revelation into his personel life.
It is probably the only period when he revealed himself so
fully on paper. He was sick, tired and lonely and the cor-
respondence with his brother seemed to £ill a desperate need
for him. Not all his letters have survived. Joseph mentions
destroying two of them. In one letier he warns his brother to
be more careful in what he writes. Pages are missing from
some of them and there are references to other letters which
no longer exist. Yet Joseph saved more than enough of them
to piece together a revealing ingight into Daly's mind at
the age of 26 years. These menuscripts are contained in the
first of eight boxes or volumes of letters and clippings at
the Iincoln Center ILibrary and Museum of the Performing Arts.
Fundreds of these letteps, written during the second half of
the ninetmenth century, are full of affection and protesta~-
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tions of love and need, advice and concern. Joseph was slow,
methodical, retiring, homely, peevish much of the time, cau-
$ious and hero-worshiping~-the complete antithesis of his old-
er brother. Their difference even extends to their handwrit-
ing--Joserh's permenship is neat and precise; Augustin's hand
whipsaacross a page carelessly, not finishing words, leaping
from one idea to the next. This tour with Miss Jones was their
first long separation. While his relationship with Joseph is
the most revealing aspect of these letters, the mest interest~
ing for this study is his method of work and his approach to
the theatre. His unsatisfactory affair with Miss Jones would
provide him with source material for his characters in later
plays. There is also a great deal of material here of histor-
ical interest; Daly's journalistic and dramatic qualities pro-
vide fresh details, not only on the conduct of theatre, but
on medieine, travel and generdl living conditions during the
Civil War.

The tour, in which Miss Jones was to be the star play-
ing with local companies, was a rather interesting phenomenon
4o be occuring during a war. Here she was a "Northern" star,
with her agent-manager, entertaining the Southerners whom the
Northern soldiers had recently defeated--they entered Memphis
on the verge of its being "liberated." The tour had been par-
tially planned in New York after Miss Jones' re-engagement in
this city with Wellack's company, where ghe played from July
5 through July 25, 1864, in The Winning Suit, Romeo and Juliet,
The Lady of ILyons, Love's Sacrifice and Camille. There was
the month of August in which to make plans: Fhe tour would
start ir Daly's home town, Norfolk, on September 12 for a
two-week stay at Glenn's Theatre opening with a play the com-
pany had performed before—Matilda Heron's version of Medea,
to give Daly time to rehearse the group in Lesh the Forsaken
and Gamea the Jewish Mother. The next stop would be Nashville
for two weeks at the New Theatre, opening with Romeo and Juliet
and playing Lesh, Gamea and The Sorceress. This was to be
followed by a shorter stay in St. Iouis, October 17 to October
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24; the longest stand of the tour was to be in Memphis, where
they were to open on October 31 (the opening was delayed until
November 7). During the tour, Daly added engagements for Roch=-
ester, Washington and Baltimore. The plan was to open in each
city with a play the resident compary had performed to give
Daly and Miss Jones time to rehearse it in the new works. Daly
not only helped rehearse the companies, he made the rounds of
the newspapers and saw influential members of the communities;
he planned publicity stunts, such as having Miss Jones seren-
aded by bands or feted at parties; he also managed the circu-
lation of promotion bills.

Sailing from New York with a stopover in Baltimore,
Daly and Miss Jones arrived in Norfolk on Saturday, Septem-
ber 10. That same evening he sent his first impression to
Joseph, playfully signing his letter "Gustibus." He remembered
an incident from their youth when he stole fruit and forced
Joseph to be his accomplice, and described familiar faces,
events and structures he saw in passing. He was s0 busy on
his first day that he described the hours as seconds. The
follewing week he described some of the changes taking plase
in Norfolk:

My room in the hotel...is exactly opposite our old
house in Dodds ILene.

It is now occupied by Darkies; indeed there are very
few places in town not filled with the black vermin. They
are two thirds of the foot passengers; they are store-
keepers, barbers, market men, ferrymen, omnibus drivers,
coachmen, ticket takers, soldiers, provost guards, waiters=
--gverything. They are cheap and "sassy." You can have
a dozen to run a single errand, and the one selected falls
down and thanks you for giving him the job, and charges
you nothing for doing it!

We had a riot in town between the Negro provost guard
and a lot of tipsy sailors yesterday-—in broad day. It
was a big fight and finished up several sailors and a few
darkies. The "bracks" in consequence are bigger than ever.1

He made one final mention of his Southern childhood in his next
letter:

1Sep’cembe:r 15, 1864. The letters are filed chronolog-
ically and are cataloged under Daly Correspondence, I.
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In my-perambulations the other day I searched out the
circus camping ground. It is a Darkey quarter now and
the spot where the ring used to be raised, and the horses
run, the clown say his old jokes, and the ring master
snap his long whip, is covered with dingy two story Negro
habitations. The spot where the old Avon 'L‘hea?re stood
is now covered by the town jail. Think of it!t

The relationship betweentthe brothers, touched earlier,
can be expanded upon here. During this five-month period, Jo-
seph not only substituted for his brother on the Express and
Courier, handled the sales of their plays, tracked down unauth-
orized productions of these plays, wrote additional dialogue
for the plays when needed, wrote short skits with his brother
by mail, handled Augustin's correspondence and other affairs
in New York, he also undertook the responsibility of super-
vising his brother's physical and emotional life during the
‘tour.

Daly was in Norfolk only three days when, not receiv-
ing his first letter from Joseph, wrote his brother in tones
abusive enough for Joseph to have destroyed the letter. Daly
makes reference to it the following day after hearing from
Joseph:

Your poor "sick" letter todey mekes me very, very
sorry for my ugly curt one--sent away to you yesterday.
But think of the misery of a poor devil travel-dusted
an inch thick, no clean clothes since Saturday, no
brush--a borrowed comb, one handkerchief--and in a civ-
jlized community! And then I had not heard from you,
and you know that you are the solitary soul that I shall
expect letters from while I am away. For all these causes
——forgive me. The trunk too has just come...Hoey deserves
thanks. A good occasion to repay will be on the reopeming
of Wallack's Theatre, and noting Mrs. H's absence from the
company, say as much and as nicely as you can for her, and
send the paper marked to E with compliments.2

John Hoey was employed by Adam's Express and his wife had just
retired from Waliack's; the puff was repayment for the free
delivery of his trunk. On the following day, Augustin sent
Joseph further instructions for puffs:

I believe "Martin Chuzzlewit" is to be produced at
at the Olympic Monday-—As I t3ld you in New York it is

TSept. 21, 1864. 2Sept. 14, 1864.
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by Fiske (S.R.) of the Herald. In Saturday or Monday's
paper announce the authorship sure, and in writing of
it speak as flatteringly as you can, 80 as to please his
venity. I want to try the effect of soft words on these
gentlemen.1

The following item in the Express was as "Platteringly” as
cautious Joseph could bring himself to write:

The author is said to be Mr.Stepheh R. Fiske, dram-
atic critic of the Herald, and a well known Ziterary
gentleman of this ciﬁ. He has attempted a difficult
and delicate task in drematizing thks novel, but we have
no fear of his not making an interesting play from the
material at his command. We look forward with pleasure
at his success, and predict a crowded house tonight to
witness "Martin Chuzzlewit."2

Fiske acknowledged the puff but "soft words" didn't work long.
Piske continued to attack Daly in the Hersld and later in the
Leader. Notsuprisingly, the frequent orders to Joseph to write
puffs were mainly for Miss Jones, commenting ontthe "tmemendous”
success she was having--once before she had even performed:
"Also write a good notice of Miss Jones in Nashville. We prom-
ise to take 8@ by storm as we did Norfolk. Magnificent and
fashionable house tonight to see Jul:l.e'l;."3 Daly went about
wooing the press wherever they played and was successful in
getting good notices for his star, even if he had to pay for
them, as was the case in St. Iouis:

The papers there (in St. L) are swindles. They pay no
attention to theatricals or art, and write nothing that
is not.paid for by the line. Anyone can become (in their
columns) the purest, greatest, and handsomest "Artist® in
the world at the rate of 35 cents per line. Of course
when one goes to Rome (or roams) one does as the roamers
do. Therefore I bought Miss Jones $8.25 worth of great-
ness during her short stay.4

Daly was not devoting all of his time to Miss Jones
during this period. He contacted Maggie Mitchell during a
stopover in Washington, where she was performing, and sold
her a play called Andree, probably an agaptation of The Glory
of Columbia (1803) by William Dunlap. The collaboration be-
tween the brothers and the business aspect of Daly's career

Tsept. 15.  20ct. 24, p. 2. JOct. 3. “0ct. 26.
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at this time are illuminated by tracing the history of their
now-lost work. Daly first mentioned the sale on the evening
of October 2 after arriving in Nashville:

I have a bit of good news. I heve sold "iAndree."
Maggie Mitchell is immensely delighted with it. I saw
her in Washington after I wrote you and also found a
letter from her waiting me here. She will produce it
in Cincinatti in December-—-I have bargained for $400 to
be paid in nightly performances of $10 and for a benefit
in the 75th night...I reserve the right to sell other
copies.

I want you to send me by Adam's Express (through Hoey)
my copy of it (among my MSS rolls)—-(If it can reach here
by the 15th)——that I may mark certain alterations which
you are to write in her copy to be sent you in K.Y. in a
couple of weeks.

The next day, October 3, Daly wrote: "I want you to write a
neat notice of Maggie Mitchell (she commences at Niblo's Oct.
26th)--and send herza paper to Washington, marked with ny
compliments.” Not receiving the manuscript, Daly, from St.
Louts on October 19, demanded: "Where is 'Andree?'" It ar-
rived, and on the 24th, Daly wrote to Joseph again:

I return you, too, by this mail "Andree" with my al-
terations marked in ink in the second and fourth acts. I
think you will see their propriety at a glance. By the
transpositions in the fourth act we give the slimax to
Andree, and yet preserve (in good places I think) the
"blind" episode of the 0ld man. Write them nice and plainly
in Miss Mitchell's copy when you receive it. Then return
it—as I told you to 18 or 26 W. S#th St. Preserve a copy
of your "lines."

Joseph's puff in the Express statedtthat Miss Mitchell would

be playing Fanchon, "a memorable role which has made her fam-
ous."! Daly's response: "Yéu are not kind (liberal) enough

with Maggie Mitchell. The receipt of money for Andree may de-
pend on your treatment of her. If not too late...®? The rest

of the instructions are lost. The money had not come by Dec-
ember 14 when Joseph wrote his brother that Miss Mitchell was
"playing a guessing game about Andree." Augustin became con-
cerned and suspicious. On January 1, 1865 he haked Joseph to
watch the Cincinatti papers to see if she had performed it there,

loct. 24, 1864, p. 2. 2Nov. 6, 1864 (fromMemphis).
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as he still had not heard from her yet. Joseph wrote him
on January 2 that he had finally received some money and
new terms: $100 down-and $10 a night to be paid for 50
nights with a half benefit on the 50th night. That $100
was probably all the Daly brothers received for their work
on the play. Miss Mitchell had delayed her engagement in
Cineinatti until January 16, 1865. If she had intentions of
daing Andree there, the recepbionrshe received for her Fan-
chon was so great she dropped Andree and added more perform-
ances of The Cricket. She never performed Andree in New York
and there is no published mention of her performing the play
elseirhere.1

411 this energy expended over Andree was relatively
minor compared to other activities of the brothers during this
five-month period. Included in his instructions on the re-
writes to Andree, Augustin asked Joseph in his letter of Oct-
ober 2 from Nashville: "If you have time after doing the war
episode for Matilda Heron (a sketch for which I will send you)
—I want you to get at that love story in "love Letters."” It
will be most profitable."” Joseph was toado all this while he
was in the process of once more moving himself and his mother
to a new add.ress.z

1I'l: may have been about Andree that Miss Mitchell
wrote to Daly on March 21, 1866: "1 fully expected to pro-
duce your piece during my present engagement, and submitted
the same to Mr. Vincent to read and cast. In sum the piece
did not please him and after giving it (as he says) consid-
erable attention, transferred it to Mr. Wheatley, who re-

ed it to me in the most indignant manner, calling it
trash——absurd--improbable and that he could not allow any
such piece to be produced at Niblo's Garden. He was exceed-
ingly ungentlemanly during the interview. Speeking in the
most uncomplimentary terms of your piece and endeavored to
impress me with a due sense of his importance and of the honor
he conferred by aJ.'LoE%‘ anyone to play In his theatre." MSS
at Folger Shakespeare lLibrary, Daly Correspondence.

2The Dalys moved at least once a year from the time
they arrived in New York until this period. They moved from
Brooklyn to Manhattan in 1851 to 22 Ridge St., returned to
Brooklyn the following year and than back to Manhattan in 1853
to 79 Suffolk, 55 Suffolk, 117 Norfolk, 135 Orchard, 132 Or-
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The trip with Miss Jones from Washington to Nash-
ville, recounted in the October 2, 1864 letter, left with
Dely a deep hatred of trains which would manifest itself
when he wrote Under the Gaslight. It also weakened him suf-
ficiently to cause severe illness while in Nashville. The
journey lasted about five days, from Tuesday, September 27
until the Sunday morning of October 2:

Vhat a rough job we had coming. A railraad accident,
too, to add to the enjoyments. It occured on Thursday
night between Columbus and Cincinatti. The baggage car'
and two rear cars ran off and tore up a portion of the
track. No one hurt, although kdd it occured twenty five
feet farther on we should have had a tumble down an em-
bankment. We were detained four hours in the widderness
while the locomotive ran to the next station for repair-
ing stuff——a new trzack was laid down at three o'clock in
the morning.

The railroad accomodations out here are horrid. The
night-trains especially so. Low narrow seats, dirty
floors, no ventilation, brutes and blakkguards in the so-
called ladies car!-——no water--dim lights; f£ilthy stations
and long waits for "connections" are a few of the evils.
We waited for two hours in the cold night air (between 11
and 1 o'clock) for a train at a town called Seymour, be-
tween Cincinatti and Louisville, because the ladies sa-
loon stank so badly, and the "gentleman's" (?) ditto was
crowded with noisy, blasphemous and f£ilthy soldiers and
"conscripts.” We spent five hours in Cineinatti...

Daly was reticent about informing his family of his illness.
He first mentioned that all was not well in a letter on Oct-
ober 9, when he wrote: "I have a mountain on the oudside (un-
der right ear) about as big as a baby's head, as hard as the
heart of a melodramatic cruel uncle and as painful as love's
parting.” The doctor hs saw said it came from a change of
Aktitudes and gave him "some 'fissic' to take every two hours.®
Two days later, Augustin wrote to say he was getting well and

chard Streets and back to Brooklyn in 1858. They returned to
Manhettan in 1860, residing at 362 Sixth Ave., then 133 Al-
len, 135 Allen and 156 E. Houston Sts. until April 1863 when
they shared a townhouse with the J. Guido Methuas at 109+ St.
Mark's Place between Ave. A and First AVe.,payigg $200 of the
$500 annual rent. Then they moved to 128 W. 53rd St in 1864,
quickly moving again to 72 Horatio St., where they stayed

for three years, their longest residence at one address in New
York to this point.
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was advised in return by Joseph to change his socks and coat
when weiland to buy a certain kind of shoe. As playfully as
he could put it, Joseph began his campaign to separate his
‘brother from an entanglement with Miss Jones: "If you get sick
or anything happens to you, mother desires me to say that she
will blame Miss Avonia for it and wishes you to say to Miss
Jones that she is to consider herself held accountable for your
safe delivery home again." This was written on October 15; four
days later, Augustin was confessing to his brother just how
seriously he had been ill:

Had you given me up, again! and were you consulting
the "widely circulated and universally read" Western jour-
nals to see which and which trains were gobbled up--that
might have borne as passenger this distinguished dramatist!
Well, as you may perceive "I'm not did yit"——nor have I
felt any gobble--not a bite. I reached here, safely enough,
on Monday--after a day and a half's precarious travelling
from disgusting Nashville. I shall never remember the place
but as a city of mud and affliction: It rains mud there——
and it poured affliction on me. I suffered much. It was
from the throat which (when I wrote you last) I thought
was getting well. At first the doctor th t it was merely
ngwelled throat" (what a "swell" I was, too)=-but he fin-
ally concluded that it was enlargement of the glands.
That wag'mice. I took medicine every two hours in the day
and as often as I was awakened in the night (that was
about every half hour)--for the purpose of preventing it
"geperating” and humus "gathering." ¥o go. It separated
and gathered. It did just as it pleased. I was nowhere.
There was no one of the name of Daly about-—-there was
only a large throat (Bull size) which neither ate--slept
—or talked. I tasted well of agony for a week. I couldn't
lie down—-I couldn't sleep. I sat up in bed with the
pillows &t my back--gighing for home, and counting the
hours--even the minutes till daylight. The good sun gen-
erally brought me a short respite from the pains. All
this til11 today. Endurance then ceased to be either a
virtue or a penance. I learned of a Homeopathist (Dr.
Walker) as an expert——in St. Iouis—and celled on him. I
wes in his office but twenty minutes—~but in that time
he had examined me, had p: d an "ab " formed,
had lanced me—-I had fainted—-recovered--lost an ocean of
blood and a river of matter——and felt almost cured. I
have new medicines-taking and Flakseed poultices-applying.
I shall be cured in two days. The operation of lancing
was very dangerous--for the gathering was above The large
artery on the right side of the neck. I feel very well
now—as I write. No longer stiff——no longer in the acute
pains of the past fortnight. I have kopes of a good sleep.
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The doctor's fee was $8; Daly did get a good night's sleep
and recovery. When he wrote the letter, he must have been
under medication; he inadvertantly signed it "Jones" rather
than "John." One can only speculate that Miss Jones had been
constantly by his bedside, his nurse and only companion.

If the danger of illness in the Southwest held terrors
for the traveller then,wwhat of the dangers of the war itself?
The trip for Daly and Miss Jones on the Mississippi from St.
Louis to Memphis was to have taken three days; it lasted for
a week and a half. He felt there would be no danger, writing
to Joseph on October 24: "There is no fear of my being fired
into, although that 'fuss' is frequently practiced, for I go
on a private steamer, and it is only the U.S.M. boats that
are molested." Two days later, on a Thursday afternoon, he
hed mixed feelings about the trip, looking forward to My
first 'sail' down the 'Papa of Waters'" with apprehensions
about "this impatient spirit being cooped up all that time.”
He had anticipeted arriving on Sunday when he wrote that; Sun-
day came and he was still somewhere on the Mississippi:

We have had an eventful passage. We have struck snags,
have run on bars and gotten off again, and we have been
fired into by guerillas. This last "item" transpired to-
day while we were at dinner. The shots--about a dozen—
came from a masked battery--and although we had an entire
regiment of U.S. soldiers on board there was not a mmsket
to reply. No injury was done--as the boat is a pretty
fast one and took to her heels for safety.l

The next day the boat ran on a sandbar about 80 miles above
Memphis and Daly and Miss Jones were stuck on it for some 60
hours before a passing ship was hailed and they continued the
jomrney abomtd it, until it got stuck. The passengers remained
on the second ship for three days before they were allowed to
board yet another ship, the St. Patrick ("Howly boat") and fi-
nally arrived in Memphis on November 6. Joseph Daly paints

an almost plastic picture of his brother as an upright and highly
moral individual. Daly's comments on the passengers aboard

the ship and thenoon the people he first met in Memphis may

Toct. 26, 1864. MS, Iincoln Center, Daly Correspondence.
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correct that picture:

We had a very stupid passage-——otherwise; for the pas-
sengers were all staid, moral and upright people. They
were a2ll of the church. Very little smoking and chewing
...and no tippling. The barman was in despeir. He was
almost ready to give away his drynkkes to anybody who
would take them——only to keep his hand in. Even the sail=-
ors were moral. I didn't hear a swear sworn by any of 'em.
Not even a little damn. The Captain too was the mildest
sort of man. I befame so impressed that I was becoming
"a chogsn children" myself, and would have joined the tab-
ernacle of grace if I had remained off shore a day longer.
I reformed so much indeed that one o0ld cove to whom I was
relating an "experience" or two of my travels, deceived
by my churchly menner wanted to know if I was on a journey
in missionary interest! When I told him that I was not,
but on a tour in the interest of drama, he gave a spas-
modic shudder and fled to the secret recesses of his berth
to pray for my sinful, depraved and lost soul.

The immoralities of the town however make up for the
sainted character of the boat and its passengers.

Such wild devils, such drinkers, such smokers, chewers,
such gamblers and uproarious fellows generally I never saw-—-

I was whirled into the maelstrom immediately. Of
course, you understand that I look, listmn, but partake
not. All these people—~the wildest are the influential
ones that I must get interested in the theatre. I am on
the warpath--to conquer, or die.l

Daly places himself somewhere between the "devils" and the
"gaints." He preferred being with the "devils,” of whom, on
November 12 he wrote, it "costs a good deal to keep up the
acquaintance—~but I must do it for the good of the cause.”

In this letter he recounts the rumors that the Confederates
are preparing to take Memphis and tells how he and Miss Jones
had been playing both sides: "If Memphis is taken I shall be
quite safe from my intimate acquaintance with the Secesh pow-
ers (in private) here, or if it is held I shall be equilly
safe from my friendliness with the other powers.” The next
day, November 13, he is more specific:

As you can judge, and as you have learned by this time
from me--1 have not been captured, shot, or imprisoned, sb
your queries on those heads are answered. I have to have
a permit to walk about the city though, and exempt me from
arrest and-imprisonment for""desertion" from the Militia

Thov. 6, 1864.
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duty of the place. In such good odor am I with the auth-
orities though, that I could get a dozen permits if I
needed them.

I am almost like the man in the fable who sat between
the two stools-—only in this instance, the Federal officers
seek me, while it is I who seek the confederates-—of whom
there are a number in town in disguise.

I introduced a Rebel captain to Miss Jones the other
evening and we had quite a treasonable feast of "reason"
together. He is one of the most noted guerilia leaders
of the west.

The war for Daly was no more than a game, an accompaniment to
and an opportunity for his theatrical endeavors. One need only
think of Walt Whitman during this same period tending to the
wounded and to the dying and of Stephen R. Fiske safely at
home writing for the Herald that "New York has never been s0
gay, 8o extravagant, as in these days of 'aa:r"1 to place Daly's
experiences in their proper "middle" sphere. One might wish
him at this point to be committed to something other than suc-
cess, but he was just 26 years old and had not yet realized
that success would not come until commitments: Were made and
kept.

There was another kind of war going on for Daly during
this five-month period-—a war more real for him than the act-
ual fighting around him. This was his unrequited love affair
with Avonia Jones.

$he first reference to a non-professional relationship
between Daly and Miss Jones is;oontained in a latter dated
November 4, 1864 from Joseph to Augustin in which the younger
brother reported denying a rumor circulating in New York that
Augustin was going to marry Miss Jones. It took ten days for
a letter to get to Memphis; Joseph's probably arrived the day
after Augustin wrote this to him: "Miss Jones is about as dis-
appointed as I am when the report of the Post Office is that
there are no letters from you. By the way if you have time
after you get this write her one of your best style. It would
tickle her :l.mmense]q."“ Joseph was more in the mood to strangle

TNov. 13, 1864. MS, Iincoln Center, Daly Correspondence.
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rather then "tickle"™ Miss Jones. EHe destroyed all of Aug-
ustin's letters to him after this until one dated Jamuary
1, 1865. He saw Augustin briefly between the Memphis and
Rochester en ts in New York City and wrote torhim on
December 14, 1864:

I have nothing more to say $o you when you come home
upon the topic you wish to avoid. It was with heartfelt
joy that I read your announcement concerning the rupture
of the engagements you had made as an agent. I felt a
new man because I knew that the coming year should:be de-
voted by both of us to herculean labor in the field of
dramatic literature, because with the new year we should
work for new successes; because I would not find my ideas
going to seed, my best drop of imagination wasted, your
skill unemployed and your time spent in other pursuits
than those you had chosen for a profession. For one whole
year almost we have been slipping away from our foothold
and may perhaps have to work our way all up again.

...you have given everything you had—-your time, your
talent and yourself-——to a service which I deemed beneath

ou.

I felt for the first time the horrible feeling of
jealousy. Yes: that feeling which I have so ofien caused
you and which you have borne so long without a murmur...
fagnd to my mortification that you:hed leerned to do with-
out me...

I take a pleasure in dramatic writing, but apart from
you I would not touch it for an instant, so if you desire
to use me you must feed the incentive to action. I can't
have you running around as an agent while I sell plays.
Thet's too strong.

If Daly had promised his brother that he was finished with Miss
Jones, he hadn't yet informed her. He went on to Washington
with her, leaving open the possibility of his continuing with
her at a later date to New Orleans. His last letter of the
tour to Joseph was written from Washington on Janmuary 15, 1865:

I finish this, the last Sunday which I shall spend
from home—-rather less dreary than most of my Sundays
have been of late. Besides the good sun which is shin-
ing brightly in my room, there is a better sunshine still
—that of Hope, shining in my heart. Penetrating that,

I sorrowfully confess that it has gore into a very dark
place, where doubts, disappointments and reteliatory
feelings have taken up ‘taken up their abode.

I feel that in returning to New York I shall be ready
for stupendous efforts. Iisghall be tied to no likes out-
side of our own charmed ties (or quartette) and with
strength, experience and the will and disposition to ride
over every puny obstacle that our kind literary friends
may oppose to our progress.
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In contiruing, he discussed future plans, among them, “an
episode which might be called 'A Dead Man's Handwriting!'
—Think of one in a trance, being coffined and prepared for
the grave--without watchers--veins opened--wakening up——
bleeding to death again, but leaving behind a writing in his
own blood." If this bloody story expressed his mood at the
time, the next outline hecoffered his brother in the letter
may explain why:

I want to tell the story of a woman, self willed—
beautiful--passionate——independent——careless of conven=-
tionalities—-selfish~-vain-—thoughtless of others' feel-
jings--one who is inately good——but whose pride of Virtue
has made mad—To cap all she is a baby--She is a woman,

t00, who would not when cupid would, end could not when
she would.

Augustin left for home Friday evening, January 20, while Miss
Jones went to Baltimore, expecting to be with him shortly in
New Orleans. She wrote him from Baltimore on February 2, 1865
addressing him as "My dear Brother" and signing the letter,
"Your affectionate Sister.”

A photograph and a drawing of Daly, both made during
1864, carry a bewildered look. His hair is short, cut ap-
parently efter the Draft Riot episode. His moustache is full
and his features are even and blandly good-looking. Fhoto-
grephs of Miss Jones, who was a year younger then Daly, all
portray the same kind of even-featured looks—they could
really have been brother and sister in appearance, except
for the eyes, which, with Miss Jones, were intense and
pained in expression. A biography of Miss Jones is yet to
be written; its theme would come from & number of references
%o her in letters and memoi¥s concluding with the expression,
"Poor Avonia."

Daly was to diseover her secret love-hate relationship
with her father and her father-surrogate husband, translating
them into the character of Byke in Under the Gaslight. Her
father was George Jones, the bogus Count Johannes. Just as
Byke was to teke Iaura to court to gain control over her, so
did the "count" on a number of occasions. Her hmmband was
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the English tragediar, Gustavus V. Brooke, 21 years her
senior, an alcoholic constently in debi. Avonia herself
was too complex for one character and Daly divided her into
Isura and Pearl Courtland. This would be Daly's secret. He
had offered half a dozen explanations about the origin of
Under the Gaslight, each with a grain of truth, but never this
one. A short sketch of Avonia Jones at this point may suggest
more parallels when the play itself is studied later.

Miss Jones was born in Richmond (July 12, 1839), vhere
her father managed the Avon Theatre (hence, Avonia), and was
taken as a child to Boston, where she was educated. Her mother
(Melinda) was also an actress and Avonia was used on the stage
as & child by her parents. She made her first adult appear-
ance at the age of 16 in Cincinatti in the role of Parthenia
in Ingomar. Her second appearaace was in Toronto during June,
1856, and in the following years she toured Canada and the
United States, playing five months from March through August
1859 at Maguire's Opera House in San Francisco before leaving
for a two-year stay in Australia. It was there she met Brooke.
She made her Australian debut at the Princess Theatre in Mel-
bourne on October 31, 1859 im Medea, completing her engage-
ment there on November 19. Brooke had completed his engage-
ment at the Royale Theatre in Melbourne and had aniounced in
the press that he and his wife, Elizabeth (Polly), were re-
turning to England. Before meeting Miss Jones, Brooke had
written to his mother and sister from Tasmenia on June 9,
1858: "It is probable you may nct recognize me when you see
me, as I have grown a tremendously big fellow. Polly is also
stout and preparing herself for Fat and Forty which, with the
addition of Fair, I was on the 25th of April last." By the
end of the year he and Miss Jones were touring Australia and
remained there for a year and a half, leaving for England to-
gether without Mrs. Brooke on May 30, 1861 aboard The Great
Britain. Meanwhile, in Boston, her father had gonz to court
in early February of 1861 asking to be appointed her agent in
a libel case he was bringing agkinst a clergyman there.
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Brooke arranged for her debut at Drury Lane on Nov-
ember 5, 1861, again in the role of Medea. He played Othello
on alternate nights and the two of them performed for a week
together in Iove's Sacrifice opening on November 19. The re-
views were not ecstatic. They toured, playing Belfast in
December, then Glasgow the following February. Brooke, whose
drinking was noted in the Australian press, again found him-
self in trouble, not only for his drinking but for his debts.
He was jailed in Warwick during May 1862 and Miss Jones wrote
a number of letters pleading for mcney to get his release.

She also put up her jewelry as security for his solicitor.

She returned to London alone in August for an engagement at
the Adélphi and then rejoined him. They were married in ILive-
erpool on February 23, 1863, shortly after the death of his
mother. Within a monikhafter their marriage he was in trouble
again, appearing drunk during a performance of Hamlet in Cork.

Miss Jones left him in England and returned to America,
opening her first engagement of her new tour on October 16,
1863 at the Chestnut Street Theatre in Philadelphia. She kept
her marriage a secret. It was during this tour that she first
wrote to Daly for permission to play Leah and to secuwe his
services for new works.

After Daly had informed Miss Jones that he would not
continue the tour with her, he received a letter from her
sister, Mrs. Emma Bonney, written on February 1865; Mrs. Bon=-
ney expressed regret that Daly would not accompany her sister
to New Orleans and then mentioned another incident in which
her father had gone to court to gain something from Avonia:

By-the-bye, the "Count" libels both you and I in
his trial; he says he adapted several plays for Sis
which she played in New York, thereby leaving you out
and he says I told him she would play for him, when:-I
think I never spoke more decidedly in my life, to the
effect that it was no use to.apply to her to grant his
request as it was unbecoming in him to ask it.

Well! strong words could be applied to that gentle-
man's actions, but I wish he would leave us alone, it
annoys us all, me privately as it does Sis publiciyy but
we sghall 211 live it down if {ime is given us.
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The last puff Daly gave Miss Jones in the Express appeared
on February 13, 1865. He didn't mention her again in his
columns until the following year, and then harshly. Miss
Jones continued her tour of the States, then returned to
Iondon in the fall of 1865. Daly cerried a short paragraph
on January 6, 1866, commenting on her buying a critic, John
Oxenford, by having him readapt a version of East e.
Brooke had settled in with another woman when Miss Jones
arrived in London. He decided he had better leave for Aug-
tralia again and died en route when his steamer sank on Jan-
vary 11, 1866. His New York obituaries did not mention Miss
Jones. In Daly's notice of his death, the following refer-
ence is made to his marital state: "Mr. Brooke was unhappily
married, and to that union, early and impulsively made, must
be charged varying bad results to h:Lm."1 The reference could
only apply to Brooke's earlier mistress, Marie Duret, with
whom Brooke lived for eight years; they were billed--when they
acted together—-as Mr. and Mrs. Brooke. ILester Wallack had
acted with Brooke at that time, during the 1840s, and the in-
formation might have been supplied to the New York press by
him. Daly learned the truth shortly thereafter when the Eng-
lish papers arrived in New York. Avonia was ill at the time.
Her reviews in London were bad. She toured the English prov-
inces, decided to return to America, advertised in the Clipper
that she had Charles Reade's own adaptation of his Griffith
Gaeunt and was available to tour in the South. She returned
home to die of consumption on October 4, 1867, two months
after Under the Gaslight had opened. Daly's obituary nbted:
that she had been married to Brooke, left out her father as
a survivor, and assessed her worth as an actress:

«..her chief exeellence was to the force and fire of her
personations; the representation of delicacy and girlish-
ness was not so agreeable to her as that of a hardy and
vehement nature. She was tall and robust in frame, with
piercing black eyes andzagreeable features. Her voice
was attuned to a key, which, though powerful and distinct,

Texpress, Peb. 1, 1866, p. 2.
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had a tinge of monotony. Her understanding of mimic
character wes quick and thorough, and her intellectual
attainments of a high order. Few actresses at the re-
cent day have had so much experjence and received so
mch praise at so early an ags.

Although he may not have realized it at the time, the
most important events occuring for Daly during the five months
with Miss Jones were the times he sat before the actors and
managed their rehearsals of his scripts. He wrote little about
these experiences to Joseph. Yet, the few mentions he makes
of them strongly indicate that he worked intthe traditional
manner of stage management during the period. He was not in
charge of all the productions. Miss Jones herself managed
some of the rehearsals and, when he was in charge, he dir-
ected the others for her benefit. The visual elements of
the theatre were beyond his control at this time. He made
do with what the stock companies had available. But his eye
was sharp to scenic qualities. Passing through Cincinatti,
he stopped over for three hours and took a look at Pike's
Opera House:

It is built something on the Academy and Iaura
EKeene's style mixed. It is about as large as Niblo's
Garden, but the actual stage is very small. More than
half of the height of it being taken up with ornamental
and useless drapery painting. The scenes therefore are
low and squatty.2

In describing Miss Jones' performance in St. Iouis, he also
commented on the condition of the scenery there:

She plays @amea pretty strongly, and sings well, but
her Lesh removes the dilapidated linen off the shrubbery!!!
We are going to try "Judith" in Memphis. Poor Judy! "The
Sorceress” fizzled the first night in Nashville. The
second night however, when I took the prompter's desk it
went well. The last scene was encored three times. But
it is too costly to get up out here. The managers are
"scary" with their "greenbacks" as you call ‘em. With
canvas at 60 and 70 cents a yard they don't see getting
up that "Tournelles tableaux!">

Ypines, Oct. 8, 1867, p. 5.
20ct. 2, 1864. JOct. 26, 1864.
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His comments on the Nashville rehearsals of The Sorceress
were brief: "I am rehearsing the ®*Sorceress.® Much work.
Stupid actors. The last scene will be good--but the French
language has beeniknocked o\rer."1 An incredible amount of
work was expected from the actors then. We can piece to-
gether the rehearsal schedule in Nashville and see Just how
much time they had to mount these plays. Daly and Miss
Jones arrived on Sunday morning there and met with the com-
pany the following morning, probably at 10 a.m. They would
open with Romeo and Juliet that evening. Since it was a
part of the company's repertory, not more than a walk-through
was required. Parts for Leah would be distributed. Miss
Jones would have probably read the play to the cast and blocked
them while Daly was visiting the newspapers and fulfilling his
function as her agent. A second rehearsal of Lesh would be
held on the following day and it would be performed that even-
ing. Two days to memorize and rehearse a play new to the
company! Daly probably conducted the second rehearsal. While
Leah was being performed on Tuesday, Wednesday and Thursday
nights of this week, the daytime rehearsals on Wednesday and
Thursday would be used to correct mistakes in Zeah while
another play new to the company, Gamea the Jewish Mother,would
be under rehearsal. On Friday, parts for The Sorceress would
be distributed, the play read by Miss Jones and then Gamea
rehearsed for atthird time before its opening that evening.
Saturday would be devoted to correcting Gamea and rehearsing
The Sorceress, which would receive another rehearsal on the
following Monday for its opening that evening. The Monday
performance of The Sorceress "fizzled" in Daly's word and he
had to take over the promptetr's desk to rework the play on
Tuesday before its second:performance in the evening. By the
time the company had come to The Sorceress its actors had mem-
orized and performed in two other new plays in less than a
week. When Daly would next direct a play (Griffith Gaunt), he
would spend as much time in the staging as it took to write.

Toct. 11, 1864.
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Daly returned home in late January 1865 a different
man than he had been five months earlier. His writing for
the Bxpress during the year became chastened and bitter for
the most part. He returned o be attacked as a critic by
Fiske, now 'fAriel" on the Leader, whom Daly considered his
chief rival. The only comments on the five months he wrote
for the Express were put into a paregraph in his "waff" column:

Those who remember, in the years that have passed, how
delightful was a trip on the Mississippi, can hardly re-
alize the sad change in the present. TYears of war, of
fraticidal war, have done their work well; and thecities .
in embryo, with their thriving commerce, and pretty vil-
lages that once dotted the banks of the great river, are
now in ruins, their once happy peoples dead or in the
army (which is but snother name for death), and desola-
$ion utter and profound reigns over nearly all of the
great valley. There is not an exception below Cairo %o
The Gulf—all have shared a common fate.l

Iineoln's assassination only prompted the anecdote that Kate
Bateman had been so pleased with John Wilkes Booth's Romeo
that she had considered asking him 4o tour with her in Ion®
don. The defeat of the South also found him silent. A part
of him had also been defeated. He was an outsider at the
victory celebration.

Daly's first-hand experience with the Civil War, from
the draft riots and bogus proclametion to the tour with Miss
Jones, would be followed by a fallow period after which his
ideas would take root and grow. Beginning in the fall of
1866 toithe early part of 1869 he would be expressing his
ideas forcibly in influential journals and would be imple-
menting them in his work as a playwright-director.

4arch 27, 1865, p. 3.
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CHAPTER V

FIRST VICTORY: GRIFFITH GAUNT

Griffith Geunt; or Jealousy, dramatized and directed
by Augustin Daly, wes:presented by Mark Smith and Lewis Baker
at the New York Theatre on November 7, 1866 with themselves
in the cast and with Rose Eytinge as their leading lady. It
was, indeed, what Joseph Daly called it in his review the
following morning, "an event in the theatrical world."! Within
a year, Daly would not only write his major work, Under the
Gaslight, for the same theatre with the same actress, but
would also produce and direct it. Between the two.productions,
he would publish the bulk of his theatre aesthetics as critic
for five newspapers. The year 1867 would be his anmus mirabi-
lis. His theory and his practice would be in tune and the
melody would bring artistic and financial success. The basic
pattern would be set for his long career, which lasted until
his death in 1899.

The production of Griffith Gaunt was the culmination
of several separate events occuring in New York from December
1865 over which he had no control but which found him ready.
These events would center about the novel which he adapted,
the theatre, actors, producers and himself.

The novel of the same title by Charles Reade was ser-
ialized in America, beginning in the December 1865 issue of
Atlantic Monthly. Daly announced the first installment "just
out" on November 26, 1865, and the final chapters "out" on
October 20, 1866. His literary column, which usually ran on
the front page of the Express, contains only one other notice

1%, Hov. 8, 1866, p. 2.
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of the work during its magazine release:

Charles Reade, the great I Am of modern authors, is
a tremendous sort of fellow! he has written a letter to
the Round Table (the Editor of which he calls a Prurient
Prude!) defending the morality of "Griffith Gaunt,” and
attacking that of his editorial opponent for presuming to
question the purity of the great Charles' purpose, matter
and method in that story. The letter is simply amusing
through its absurd egotism. IListen to Charles:

"The case stands thus. I have produced a story called
'Griffith Gaunt; or Jealousy.' The story has ever since
December 1865 floated (sic) the Argosy, an English period-
ical, and has been eagerly read (sic) in the pages of the
Atlantic Monthly. In this tale I have to deal as:an art-
ist and a scholar (sic) with the very period Henry Field-
ing has described--to the.satisfaction of prurient prudes
~-a period in which manners and speech were somewhat
blunter than now-a-days; and I have to portray a great
and terrible passion, Jealousy, and show its manifold con=-
sequences, of which even Bigamy (in my story) is one, and
that without any violation of probability."

This paragraph might be extended into a phamplet, ard
entitled "A Handbook for the critics of Mr. Charles Reade's
story!" But because Mr. Fielding lived in the midst of
"filth," Mr. Reade, having a fellow feeling, must go and
keep him company.

This was printed on the second page of the Express in Daly's
column on October 6, 1866. There are three important points
to notice about it: Daly’gives no indication of having read
the serialization one month before his dramatization was pro-
duced; it was becoming highly controversial and well-publicized;
Daly's official attitude toward its morality was extreme. Each
of these points would contribute to the production's success.
What Daly had not read monthly with the avid and scan-
dalized subscribers to Atlantic Monthly was 2 highly skillful
and romantic cliff-hanger set in mid-eighteenth century rural
England. The first installment introduced three of the major
characters and the theme of the novel. Cool, lovely and Cath-
olic, Kate Peyton is desired by Griffith Gaunt, the brave,
handsome and Protestant heir to Bolton Hall, for {two years her
suitor and now deadly jealous of his rival, George Neville,
young, also handsome, rich and Hiss Peyton's co-religionist.
Both propose. Both are rejected (she prefers going to a con-
vent). But father needs money and she must choose. Matters
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worsen in the next installment. Neville and Gaunt both make
out their wills,leaving their wealth to Miss Peyton, and meet
for a duel to the death. This portion ends with Miss Peyton
erriving at the duel site and hearing a shot. Readersoof the
February issue were relieved to find out that Griffith was
only wounded and thet Kate reconciles the two rivals: she will
marry neither and if one dies, she would hate the survivor.
There is still the convent to consider, but her confessor re-
fuses to allow her this consolation; she must wed. Meanwhile,
0ld Mr. Charlton, Kate's cousin and Griffith's berefactor, had
died and all gather for the reading of the will. This section
ends with Kate, rather than Griffith, receiving the bulk of
the estete and her poor suitor left with a total sum of 2,000
pounds. She is now mistress of Bolion Hall and all its lands.
To shorten matters (Reade does not), Kate marries Griffith and
they live happily for a’year and some until Kate, in the April
issue, is given a new confessor, Brother Leonard, young, pale,
handsome, delicate, brilliant; at the same time, Kate takes om
a new maid, Caroline Ryder, a dark and sensual beauty. EBrother
Ieonard and Kate, in spite of their fervent efforts, fall in
love, sbetted by Caroline, who has her own dasigns on Griffith.
Then, following a series of sensationak incidents, Griffith
discovers Brother Ieonard and Kate in a compromising situation.
He strikes the priest to the ground, but decides to leave be-
fore he kills the pair in a rage. Griffith flees, near to
death from drink, exhaustion and fury, into the arms of Mercy
Vint. Changing his name to that of his bastard brother, Tom
Leicester, who incidentally is in love with Caroline, Grif-
£ith commits bigamy by marrying Mercy. He already had a child
by EKate; he has another.by Mercy. Tom, who left Bolton Hall
because of his unrequited love for the housemaid, meets Mercy
and reveals Griffith's true identity and earlier marriage.
Tom returns to Bolton Hall and tells all. Mercy sendsiGriffith
back to Kate, who, in a pigue, threatens to kill him with Car-
oline present as a witness. He leaves Bolton Eall in the mid-
dle of the night. So does Tom, who incidentally has a mole on
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his forehead just like his half-brother's. Tom leaves after
Griffith, stopping first in the kitchen wvhere he gets drunk.
There is a scream heard from the nearby pond. A shot is fired.
Rumor spreads that someone has been killed. It develops that
Griffith inherits a fortune from a distant relative and is
sought. Foul pley is suspected; the pond is dredged and a
body disfigured by hungry fish is found. Only a mole on the
forehead of the body is distinguishable. Kate is jailed on
suspicion of having hed her husband murdered by his missing
brother. Kate defends herself brilliantly at the trial, but,
because she refuses to reveal Griffith's bigamy, her case is
weakened. Mercy enters with a note from Griffith stating that
he is still alive. Kate is freed. Griffith later returns t6
their home, then her bosom. George, now Lord Neville, is smit-
ten by Mercy's purity; her baby by Griffith dies and she is
freed to become Lady Neville and hawe ninme: other children.

The book was published immediately after the last in-
stellment and the Atlantic Monthly gquite rightly criticized
the ending of the novel it had serialized: "The work, up to
the conclusion of Catharine Geunt's trial, is in all respects
400 fine and.high to provoke any reproach from us; after that,
we can only admire it as a piece of literary gallantry and des-
perate resolution.”

It seems reasonable to doubt Joseph Daly's assertion
that the adaptation of this complicated story had to be done
in a week.2 The doubt remains even after reading E.A. Dith-
mar's statement, presumably from Augustin Daly himself, that
the work was done in four days.3 Yet, two newspapermen of
the period, S.R. Fiske of the Leader and Herald, who was a
friend of the producer Mark Smith, and Paul Nicholson of the
World, who had worked with Daly on Judith, both criticized
Daly for the speed with which he adapted the play, both men-
tioning in their reviews that he took:four days to do it.

Thec. 1866, p. 768. ZLife, p. T1. . ~Memories, p..20.

41eader, Nov. 10, 1866, p. 5 & Norld, Nov. 12, 1866,p.4.
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Daly had worked on The Sorceress for more than a year; Leah
and Judith both took months to adapt. The speed with which
it was necessary to complete Griffith Gaunt forced Daly to
rely heavily on Reade, who wrote the novel with plans to dram-
atize it himself. The incidents and the dialogue were already
dramatic. There is only one scene in the play which does not
exist in the novel. It was the most highly praised scene in
the production. The ending of the novel was its worst part,
long and unbelievable. Daly's ending, eliminating the Nev-
ille-Vint marriage and bringing Griffith into the courtroom
itself was superior to the book's ending. The only other
changes Daly made were in its "morality." Brother Leonard
and Kate are not in love in the play; that is a2 misunderstand-
ing brought about by Caroline. Mercy and Griffith do not con-
summate their marriage; his identity is revealed just after
the ceremonyy; Daly may have been more faithfui to the book
for other reasons than speed andiits quality: it was too well
known and he would be held accountable for any change that
was not for the better. His changes answered the only criti-
cisms of the novel. His addition, the Iancashire fair in Act
III, served as an entertaining interlude within the play as
well as a focal point for many of Reade's incidents to conjoin.

Dely's method of adaptation is suggested in 2 signed
column he wrote several months after the produetion. He ex-
plained, in.passing, how dramatizations were usually done and
then how they should be undertaken:

As a general rule these drametizations, i.e., plays
constructed wholly from the plot and dialogue of the
novels—-are abominable affairs.

For the.most part they consist of slashing out of the
books whole pages of matter, and pasting them on sheets
of writing paper, with here and there bits of original
composition in the way of stage directions...

There is only one proper way to dramatize a novel...

First: Read the book on which you have dramatic de=-
signs. Then make a brief memorandum of the plot of the
story sketched into scenes and divided into acts. Then—
(this is indispensible) forget all about the whole matter
for several weeks.

Meantime write a farce or a couple of tragedies.

Second: When complete forgetfulness has supervened,
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have somebody put the aforesaid memorandum under your
noge; you then read it, and detect in an instant the
obscurities of design and incoherence of purpose, which
with 2 full remembrance of the story you would not not-
ice. Add to your ske‘l:?h the missing links in your chain,
—and write your play.

His actual method with Griffith Gaunt probably fell somewhere
between the "general rule" and the "one proper way." He may
have read the back issues of the serialization after October 6
or the book itself somewhat lateriduring the month. If he had
outlined the novel for dramatization and put it away, when the
commigsion came he most certainly found the paste :pot indispen=
sible.

A second element in this successful production was the
New York Theatre itself. Daly would not only lease it for his
production of Under the Gaslight and pattern his own theatres
on its model after 1869, but would return to it for a full
year after the first Fifth Avenue Theatre burned down in 1873.
Daly's five earlier plays were produced in the large Olympic
and Winter Garden theatres. The New York Theatre had 2 seat-
ing capacity of approximately 90().2

The New York Theatre, located at 728-30 Broadway op-
posite Waverly Place, had been a church prior to December,
1865. It was purchased from Dr. Samuel Osgood's parish by
an actress-manager, Lucy Rushton. Daly was among the press
invited to preview the auditorium:

This place will be opened to the public tonight. It
has been fitted up in sixteen days. Alprivate view was
afforded the members of the Press last evening, which re-
vealed in the new theatre one of the prettiest and most
charming interiorg to be met with in any place of amuse-
ment in the city.

Toitizen, July 20, 1867, p. 3.

2'1.‘here were 27 performances, including two Saturday
matinees of Griffith Gaunt, when Daly boasted in the Express,
Nov. 30, 1866, p. 2, that 24,000 persons had seen the play.
A number of critics commented that the performances up to this
point had full houses.

3E_zgreas, Dec. 23, 1865, p. 3.
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This. sras Daly's first comment about the theatre. He makes
two references to its intimate nature when he criticizes Miss
Rushton's selection of plays: .

She has Been advised to avoid ponderous comedies, and
to devote the limited stage of her charming little theatre
to the presentation of pieces of the Vaudeville class...An
elephant in a parlor would not seem more out of place than
do the heavy antique comedies which Miss Rushton has given
in her opening bills at her petite boudoir.l

The "ponderous comedies" included School for Scandal, the op-
ening play. Miss Rushton produced Douglas Jerrold's comedy,
The Prisoner of War, which Daly th&usht was her only excellent
choice for the theatre. Her company was forced out by the In-
ternal Bevenue Service on April 9, 1866; Daly thought that Miss'
Rushton's management had made failureiinevitable and that she
would have folded soon under any circumstance.

S.R. Fiske urged Mark Smith, who was a member of Wal-
lack's company, to form his own group and ster. Smith joined
with another actor, Lewis Baker, and they leased the New York
Theatre in August 1866 from its new owner, A.T. Stewart. They
planned to teke down the church steeples and continue Miss
Rushton's remodeling, but the house reopened with only minor
alterations on September 3, presenting a farce called Q0ld
Phil's Birthday. Fiske's review of the opening contains a
description of the house:

I always feel good when going to see the New York.
The edifice used to be a church you know, and there is
an odor of piety about it yet. I think the church might
have been built out of the exterior a little more com-
pletely, but the interior is delightful.

Imagine a cosy and elegant box of a place, which looks
as if you could £ill it with a hundred people. The tiny
balcony gaily decorated and gracefully over-hanging the
miniature parquette. Every seat comfortable, and all the
uphostering in excellent taste.

Then imagine a neat stage, supplied with first rate
scenery. Before it a bit of an orchestra...Upon it the
jo].‘liestzcompany that I have seen at a theatre this many
2 night.

1E_x_gresa, Jan. 6, 1866, p. 1.
2leader, Sept. 8, 1866, P. 5.
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The house was perfect for the kind of theatre Daly espoused.
During the last week of the standing-room-only run of Griffith
Gaunt it would be enlarged with the addition of a new family
circle seating perhaps 300 more persons, but the theatre would
remain intimate and suitable for a more realistic kind of
theatre than New York was seeing at the time. All that was
needed now was a company capable of acting in this kind of
theatre with someone capable of directing them.

There were 18 actors in the New York Theatre company
headed by Smith and :Baker, including Mr. and Mrs. Gomersal,
Mr. and Mrs. Humphrey Bland, A.A. (Dolly) Davenport and Saidee
Cole. They had worked together for two months on, primarily,
turiesgues and farces before Daly was hired to direct them.
Jules Eichberg was the musical director and composed an opera
in Bnglish, The Doctor of Alcantara, for the company, but
Harold Tissington would be hired to compose special music for
Griffith Gaunt. Richard Farren was the company's scenic de-
signer, but he would also be helped for the Daly production
by J.E. Hayes, whom Daly thought "the best scenic artist of
America." Some of the titles of the works which the company
performed might give an idea of the kind of actors Dely would
supervise: Fine 01d English Gentlemen, Rum-ti-foozle, Lola
Montez and War to the Knife. (The last play mentioned, accom=
edy, concerns a woman's attempt to retrieve some old love let-
ters.) The company was consistently praised, but the selection
of plays was deplored by the critics. Franklin J.Qttarson was
back on Wilkes' Spirit of the Times as "Bayard" and seems to
have been instrumental in getting Smith and Baker to hire Daly
to write and direct for their company:

As a general rule I am opposed to actor-managers——the
most successful enterprises are those conducted by un-
professional or non-playing directors. The managers
who plays usually tekes the best part--at least, his
company thinks he does and that leads to disaffection.
Manage or play, but don't mix your liquors.l

Toct. 6, 1866, p. 96.
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This piece of advice to Smith and Baker was followed in
subsequent issues by dissatisfaction with "somewhat stale
pieces" and the triviality of War to the Knife.. The man-
agers took the advice in desperation; they not only hired
Daly to dramatize Griffith Gesunt, they gave him complete
control over the production, most importantly over casting.

Daly brought in three additional actors to the com-
pany: W.L. Jamison as Mercy's bumpkin suitor, Paul Carrick;
John K. Mortimer, who had already acted at the New York Thea-
tre with Iucy Rushton, for the title role, and Rose Eytinge,
for the leading part of Kate Peyton. Members from the com=-
pany cast in key roles were Mrs. Gomersil as Mercy, Baker as
Tom Leicester, Smith as the judge at Kate's trial, and George
Metkill as Lord Neville. While all the cast was praised for
its acting, it was Miss Eytinge who shared credit with dir-
ector-writer Daly for the production's success. Her casting
was a combination of fortuitous circumstance and Daly's abil-
ity at thisctime to capitalize upon his luck.

Rose Eytinge was married young to a reporter on the
New York Times by the name of David Barnes. She met her
husbend's editor-in-chief, Henry J. Raymond, and they car-
ried on an affair, simplified by her lover's ability to keep
Barnes busy as night editor of his paper. Barnes discovered
his wife's infidelity and brought a suit against them in
court during March 1866. Daly had not yet met Miss Eytinge
though he had seen her act. He reported the lawsuit in his
"Yaif" column on the front page of the ress on March 17:

A newspaper and theatrical scandal threatens a city
editor, until recently connected with one of the morning
papers and the husband of one of our leading actresses
—-lately playing at a Broadway theatre, has brought a
suit for demages against his Editor in Chief for unlaw-
ful femiliarity with the former's wife.

Raymond, who was also a member of Congress, rushed in from
Washington to hush up . the scandal, missing a key vote on a
Civil Rights Bill he opposed. His wife and four children
had left him the previous year for Europe to avoid gossip.
Although Daly was not aware of it, this affair proved another
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vital link in his career. Miss Eytinge, from the initiation
of divorce proceedings in March, did not act on stage until
Daly approached her for Griffith Gaunt, at which time she was
immediately available and eager to perform. She was not only
eager and rested, but had a wealth of experience with the
finest actors in America and the finest company in New York.

She had made her New York debut in the summer of 1865
at Wallack's Theatre with E.L. Davenport and JamesiW. Wallack
Jr., with whom she had previously been touring. She had played
Nancy Sykes in QOliver Twist that season, against the wishes of
Davenport and both James and Iester Wallack, and remembered
the incident in her autobiography:

When my position in the matter forced them to view
the question seriously, they each in turn, and each in
his own way, placed before me the absurdity of my attempt-
ing to play such a part, and they pointed out to me how,
in every particuler-——physically, mentally, and tempermen-
tally—-I was wholly unequipped for it. The more they
argued, the more positive I became. At last an appeal was
made to Iester Wallack. He simply pooh-poohed my wish and
and also laughed me out of court...

When we were pehearsing, both Wallack and Davenport
never wearied of impressing upon me the necessity for me
to make a fierce, realistic struggle to break away from
Bill Syke's restraining arms, when I should trytto attack
Fagin...

The scene of the fight, which ended the second act,
began, and I had seized the stick with which Fagin hed
been about to best Oliver. Davenport, flinging his arms
around me in a close grasp, kept whispering in my ear:
"Try to break away from me! Try! Try!" I tried, and, lo!

I succeeded. With a vigorous wrench I broke from his arms,
flew across the stage, and with the stick struck poor Mr.
Wallack a sounding thwack on the side of his head; he went
down like a shot, and then he rolled and rolled--almost
into the footlights.l

Such realism was appreciated by the audience and Miss Eytinge

and the role of Nancy were the of the She not
only had broken her line of business by playing the role, she

also offered a variety of types in subsequant performances and
she played these roles with a high degree of realism. This

fhe Memories of Rose Eytinge (New York, 1905), pp.
86-87.
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was the kind of actress Daly would appreciate. Her comments
about Wallack's Theatre are worth reporting:

What a school of acting was Walleck's Theatre! With
the business portion—the front of the house--under the
able mentrol of Theodore Moss, and the stage-management
in the hands of Lester Wallack, courtesy and kindnesss
ruled on both sides of the curtain...

The rehearsals were conducted in the same spirit.
True, Lester would occasionally "let out" if some one or
other were unusually stupid, but the outburst was pretty
sure to be followed by some little gracious act or word
that effectually removed the sting...

I was fortunate enough, while at Wallack's Theatre,
to have an opportunity to play a variety of parts, em-
bracing at times three lines of business...l

Miss Eytinge, in her "memories," chose not to recall her eariy
merriage and divorce or the affair with Raymond. She did not
stay with Wallack's after that summer season as she stated in
her book that she had. She wentiimmediately from there to a
full season at the Winter Garden, playing there from September
1865 through March 1866. Her roles that season, in consecutive
order, were: Mrs. Swansdown in Everybody's Friend, Florence
with George Clarke in Qur American Cousin, May Edwards in
Ticket of Ieave Man, Mrs. Waverly and Alice Devereux with

John Brougham in his Playing with Fire and Flies in Web, Zoe
with George Clarke in The Octorpon, and her final performances,
Marianre in Ruy Blas and Julie in Richelieu, both opposite Ed-
win Booth. In discussing her relationship with Booth, Miss
Eytinge vaguely recalled this season, abruptly cut off by her
husband's lawsuit:

This engagement does not seem to be marked in my mem-
ory by any striking events, but to have covered a placid
period of duty done and salary drawn,--a usually satis-
factory state of things, but possessing no hooks upon
which to hang a narrative. I mey, however, mention one
incident that occurred while we were rehearsing "Richelieun.”
Up to that time it had been the custom for Francois to be
dressed as a courtier...l always felt that the dramatist's
intention was that!Francois should be an acolyte and ded-
icated to the priesthood, and therefore his costume should
be in accord with that idea.2

Booth readily accepted her idea and dressed the character ac-

Ibid., pp. 88-89. 2Ibid., pp. 30-31.
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cordingly. She also recalled another incident during a per-
formance Richelieu:

Booth, patting my head with paternal tenderness, whis-
.. Dpered to me: "There's a smmdge of black on the end of your
nose: be still while I take it off." And while Julie,
convulsed with anguish, lay sobbing on the Cardinal's
breast, he, with a corner of his Eminence's ermine, re-~
moved the offendirg smdge.!

These then were the directors and actors with whom Miss Ey-
tinge had worked before her first rehearsal with Daly in
Griffith Gaunt.

There is mystery and a certain hint of duplicity in
the manner with which Rose Eytinge was cast in the role of
Kate Peyton. Her version of the incident follows:

Daly, having his own fixed ideas of just what sort of
actress he wanted to personate this heroine, had experé
ienced great difficulty in finding her. His offering
the part to me, or rather his suggesting to me the pos-
8ibility that I.might be induced to play it, was accid-
ental, and occured at our first meeting.

One of the actresses whom he was considering for the
part was visitimg me, and Mr. Daly called to see her.nAt
her request I received him. We discussed the story and
charzacter of Kate, with the result that with one of those
gusts of sudden resolution to which he was addicted, he
asked me if I could play the part.2

Miss Eytinge erroneously stated that she had been under con-
tract to Lester Wallack, "but I was greatly taken with and
interested in the serious-eyed,intensely earnest young man-
ager" and promised to consider playing the role if Wellack's
consent could be obtained. "In an incredibly brief time this
man, young, unknown and without influence...returned to me
armed with a note containing the desired pemission.“3 She
agreed to play the role for six weeks: "There was no talk of
terms between us. Indeed, at this simge of the negotiation
there could not very well have been."4

What appears closer to the truth is that Daly hed al-
ready contracted with another actress to play the role and -

TTpid., pp. 31-32. 2Ibid., p. 113.
3ryia. Z%Ibid., p. 114.
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needed her release. That actress appears to have been Kate
Reignolds. A letter from Joseph to his brother, dated Novem-—
ber 3, 1866, just four days before the opening, indicates the
seriousness of the problem:

The matter is so involved that you must send no answer
+i11 I think it out. First--you ought to have copyrighted
yours in four acts and not in five because you mean to play
it in four and as Reignolds has mede her copyright in four
the play at the New York Theatre will be a violation of
her copyright and not a playing ofyyours. This is of
course apart from the abstract question of right.1

That letter may have preceded or followed this undated note
from Augustin to Joseph: "Kzte Reignolds proposes to take a
copy of Griffith Gaunt and pay me $100. What shall I do? Her
lawyer says this shall settle all!" Another undated note to
Joseph, presumably written after the preduction had opened,

has Daly complaining of the action of a theatrical agent by

the name of Rivers, to whom Daly had notified that Kate Reignolds
had his version of Griffith Gaunt. Rivers had the following
card printed and Daly attached a copy of it to his note to
Joseph: "Managers are most respectfully apprized that the copy
of Griffith Gaunt, owned by Miss Kate Reignolds, and offered
in her repertoiie, is the very successful dramatization of Mr.
Augustin Daly." So, Miss Reignolds appears to have been pla-
cated-—she received rights to all performances of the play in
which she performed for a flat fee of $100. The agreement was
similar to that contracted earlier with H.L. Bateman, who owned
a copyright of Leah the Forsaken for $250 plus a benefit per-
formance which netted Daly an additional $225.

At this point, Daly had all the elements of success
going in his favor: he hed a leading actress whose background
was in ensemble and realistic playing, the perfect theatre for
his work, the play itself and a company of actors who had worked

Tene play was first announced as "four acts," World,
Nov. 6, 1866, p. 5, then as "five acts,” World, Nov..7, 1866,
p. 6. MSS to this this letter and the following quoted be-
tween Jeseph and Augustin Daly at LincolncCenter's ILibrery
of the Performing Arts, Del¥rsCorrespondence, I.
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together consistently for two months. All of these strands
met on the first day of rehearsal, Saturday, November 3, 1866.
And Daly was equal to the gift being offered him. The guestion
now is why was he so ready for this moment. His return from
the tour with Avonia Jones had found him at the lowest ebb of
his creativity, craftsmanship and feelings of personal worth.
He wrote no plays during 1865; his journalistic work during
that year contains little worth repeating; his letters and
other writing echo a bitter and disappointed note. A change
in attitude can be detected in December 1865, a change toward
mounting confidence culminating in the production of Griffith
Gaunt.

One can almost hear Daly trying to force himself out
of a depressed mood in his notice for the Express on December
23, 1865 of a circus which had just come to town:

<o.'tis Ho! for the Circus! for the sawdust ring! for the
graceful Mademoiselle Sympre! for the elbborately oiled
ring-master! and O!--above all!--'tis He! for the merry,
merry clown!

Clowns of our childhood! how we linger on memories
of you!
«..Give us and our young friends the old clowns again—
that bring back memories of the oil-lamp days...1

His love of and early memories of the circus (noted earlier
during his visit to Norfolk) would account for the best scene
he would stage in Griffith Gaunt, one not in the novel, the
ILancashire fair. But this dour attitude he was trying to dis-
pel had been noticed by the other critics, among them Fiske,
who commented in the Leader on Saturday, January 13, 1866:
"Daly...is about to be happy once more, for "Lesh," with the
great Batemen as the heroine, will be revived at Niblo's Gar-
den on Monday."

The revival of Lesh with Kate Batemar would indeed
make Daly "happy once more," but would also stir him to action
against the Batemans. More than 200 performances of Leah had
been given in England. Miss Bateman returned to New York with

Tp. 3. 2p. 4.
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London's acclaim for her in his work. The reviews for the
play were as full of praise in 1866 as they had been full
of condemnation in 1863. "Daly's Ieah...comes back to us like
a new drama, after its English success," Fiske explained in
the Ieader.!

Dely could not share in the monetary:gains——he had sold
the rights to Bateman-—but for the past two years he had been
trying to get Bateman to pay him for expenses incurred during
the 3} weeks of public relations work, including the writing
of a memoir of Kate, which Daly undertook in Philadelphia af-
ter Leah's initial run in New York. Daly filed a lawsult
againgt Bateman in early February; it came to trial on the
morning of April 21, 1866. Daly was represented by A. Oakey
Hall, a playwright who was then district attorney and later
mayor of New York. Hall attacked "Shylock Bateman" for mak-
ing "hundreds of thousands of dollars" from the play, while
Daly only received $475 for royalty and from the benefit and
a2 meager $25 2 week for his services in Philadelphia. Among
those testifying for Daly was Frank Ottarson. Daly won the
case and was awarded $410 to cover, among other things, an
oyster dinner he hosted for the Philadelphia critics. Daly
took careful notes at the trial and then rushed to the Express
office to publish them on the front page of the paper's even-
ing edition under the headline: "The Author, the Actress, and
the Manager." Daly was immediately sued in turn by a M. Bien-
ville for translations of Legh and Taming a Butterfly; M. Bien-
ville was awarded $9.

Meanwhile, Daly had learned the truth about Avonia
Jones. He printed one short paragraphy,which gave as ressoms.!
for her separation from Brooke, "his 'convival' and other
habits."? How vindicated Daly must have felt. He was receiv-
ing delayed acclaim for his writing of Lesh and financial re-
ward for his efforts in promoting the play. And he now under-
stood why Miss Jones had rejected him: she was married at the

Tsan. 20, 1866, p. 4. 2Express, Feb. 24, 1866, p.1.
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time, even though her husband had been a drunkard and they
were separated. From this point on, Daly was in rare form.
His journalistic pieces sparkled and his actions all carried
a sense of self-confidence. And he was to become a more im=-
portant force in the theatre as a critic. In September, Moses
S. Beach, publisher of the cheapest (2¢) and the second old-
est newspsper in New ¥ork, the Sun, doubled the size of that
evening paper and added a new lightning press with a capacity
for printing 25,000 copies per hour, with a second press or-
dered to double that capacity. Beach claimed a readership of
250,000 (probably based on an estimate of four readers per copy).
Daly was a part of the expansion plans and was hired as the
dramatic critic, adding a third and more influential outlet
for his views.

A11 these factors engendered a self-confidence and
exuberence, already noted when Miss Eytinge described her
first meeting with Daly. This vital energy, bursting from
print in his journalistic writing, becomes even more evident
and bounding in his actions as playwright-director. A partial
reconstruction of these actions, the writing and rehearsel
schedules of Griffith Gaunt, can be gleaned from a variety of
sources, including correspondence, memoirs and newspaper items/

After their initial success at the New York Theatre,
Tewis Baker and Mark Smith had begmn to feel the effect of
¢friendly" criticism against their choice of works, as well
as their management of them. They had spent a considerable
amount of money and effort in a production of H.L. Byron's
War to the Knife, hoping for a run at last. Iate Monday night,
October 29, 1866, after the opening performance, they knew that
the work was a fiasco and did not need to wait for a verdict
from the morning press. The evening and webkly critics who
remained behind after the show would have erased any doubts
which the general audience may have left. Daly was at that
performance, as his review for the next day attests; he had
no deadline to meet that evening and may have remained behind
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to talk to the company. If so, his commission probably came
out of that conversation. They would be desperate, needing
a new work to replace the failure as soon as possible. Re-
membering Ottarson's advice in the Spirit of the Times to
bring in a non-acting manager (Ottarson was now a good friend
of Daly's and havingwno deadline to meet that evening may have
been there to urge them to consider his fellow critic), the
two actor-producers would see in Daly theirippossible salvation:
the critical and financial success of Lesh's revival was im-
pressive and the series of "advice to stage managers" in the
Express and the Sun for the past two months exudéd.: @ positive
air of ability iu that field. They entrusted not only the
writing, but the selection of leading actors outside of the
company and the direction of the play to Daly. This was Mon-
day night. By Wedmesday he felt secure enough with the pro-
gress of the dramatization to have the play announced for
production "shortly" in the newspapers on the following morn-—
ing. He contemplated remaining anonymous as he had done with
Leah, reporting the coming event as a quotation from Thursday
morning's Tribune to hide the fact that he was connected with
it. During these few days, Daly offered the leading role to
Kate Reignolds. The play would be copyrighted separately un-
der both their names for a flat fee if she would undertake
the initial performance. Friday must have been the busiest
day of the year for Daly. It was the only time during 1866
when not one of his many columns were printed in the Express.
Final scenes of the dramatizetion must have been delivered to
the copyists for reproduction by hand and final copies for
both him and Miss Reignolds certified for copyright before he
would meet Miss Eytinge for the first time, decide that she
must play Kate Peyton, notify Miss Reignolds and the producers
of his change and return to Miss Eytinge to prepare her for
the first rehearsal on the following morning, Saturday, Nov-
ember 3.

Even if the play had been completed earlier, the
company would not have been available before Saturday morn-
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ing for rehearsal. The actors were preparing another play,
Perdita; or the Royal Milkmaid by William Brough, during the
daytime on Thursday and Friday; they presented it on Friday
night, along with War to the Enife. Only Miss Eytinge, John
K. Mortimer and W.L. Jamison would have been free bsfore Sat-
urday.

The four days of rehearsal given to Daly for Griffith
Gaunt was longer than the company had spent on any production
since it had banded together two months prior. The group had
all day Saturday to rehearse before their evening performance
and all day and night Sundey to mull over their parts and mem—
orize their lines. The company would not have rehearsed on
Sunday. On Monday, after half a day of rehearsal with the
entire cast, Daly worked with his leading actors while the
company prepared a familiar burlesque, 0id Phil's Birthday
with Baker in the title role, which they then presented in
a double bill that evening with Perdita. All day Tuesday and
probably after the evening performance as well as all day
Wednesday could have been devoted to rehearsal for the open-
ing at 8 o'clock Wednesday night. The company had changed
bills so frequently they seldom had more than two deys to
prepare a new work; on War to the Knife, they had three days.
And the two leading actors had only their parts to be con-
cerned with during this:.time. A second scenic designer was
brought in especially for the play.

Daly may have had more time than usual, but the pace
was certainly not leisurely. Miss =Zytinge has left a brief
recollection of the first rehearsal:

Mr. Daly interrupted me from time to time, to give me
instructions as to this or that bit of business. 3But

I was feeling my way through the part, and these inter-
ruptions, though undoubtedly judicious and necessary,

made me quite nervous and uncertain in my work; so I

went quietly to him, where he sat at the prompt table,
reminded him that this rehearsal was only a trial,

begged that he would allow me to struggle through the

part uninterrupted. I suggested that he should make notes
of any changes which he wished me to make, and if I piayed
the part we could incorporate these changes in'future re-
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hearsals. To all these suggestions he prompily and
amiably assented.l

Miss Eytinge gives us a clue to the exact date of the first
rehearsal. She said it was a trial; she had not been con-
tracted for the play yet and would not be advertised in the
role of Kate Peyton until the following Monday. During that
Saturday rehearsal, Daly would receive a letter from Miss
Reignolds' lawyer, shoot off a note to his brother for advice
and receive a note back from Joseph stating that he would take
care of the legal metter and for Augustin to do nothing about
it until he heard from him again that day.

It is especially interesting to note that this first
rehearsal had the actors on thair feet working out business.
The company should have been familiar with the story, having
read it serialized in the Atlantic Monthly or in book form or
at least kmowing about it from the many newspaper articles con-
cerning the novel. Daly's approach with an unfamiliar work
was for him to read the script to the entire company, then to
distribute the parts. This was the procedure followed by Mrs.
Wood's company when it produced his Taming a Butterflxz and
would be true of his own company after forming it in 1869. But
now, November 3, 1866, on the first day of rehearsal, he blocked
the entire play and added business.

Miss Eytinge also indicates that Daly sat at the prompt
desk through the first rehearsal. If he really took notes as
she suggested to him, he didn't make a habit of it. Hers is
the only reference to notetaking found in sources referring
to his more than 30 years of directing. Daly's style of work-
ing with actors was to really work with them, on the stage,
pushing them into positions, running to the back of the audit-
orium for an overview, demonstrating what he wished and feed-
ing off them rather than spooning out planned business and
actions.

1Memories, pp. 114-15.

2'J,’H. Stoddart, Recollections of a Player, p. 143: "I
remember his reading the play to the company.”
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A look at the stage directions gives us further clues
4o his work as a director on this his first major verd:u:r:e:1

Is going into the house, looks back pityingly; then runs
to gate, represses impulse and Treturns slowly. (p.6)

Goes off , but stops at the gate, turns and smiles
wickedly. (p. 7

?he co:;:es from curtain--he rushes to her—-they embrace.
p. 15

Enter Gaunt vivaciously, talking as he enters; he goes
%o settee and puts his hat and whip; mistaking Ryder for
Kate, her back being turned to him. (p. 16) -

They indicate "how" an action was performed in general and in
strong terms such as "pityingly" and "yivaciously." They also
jndicate the energy employed in the movement as the characters
either rush or run. ¥ost importantly, they tell us that Daly
wished to convey to his audience a sense of life beyond the
immediate stage setting. Gaunt enters talking. The first
major crisis, occuring in Act I, is staged without dialogue
and was carefully blocked by Daly. This is the duel scene in
which Griffith is shot in the arm and is about to continue the
duel with Neville when Kate enters %o stop them:

She tries to speak--totters toward Neville, appealingly,
and faints in his arms. Griffith drops his pistol, stag-
gers and falls to the ground. Doctor and Ieicester run
%o him. Seconds in C. Scene closes in on picture. (p.11)

This same scene in the novel is handled with dialogue, with
Kate appealing to both men and stopping the duel, fainking
only after she sees that Griffith had been wounded. The tim-
ing necessary to make Daly's scene Work calls for a certain
emount of control from a director. Bach of the act endings
is excitingly staged. The curtain %o Act II must bave had
the audience breathless as Geunt knocks a priest senseless
and is about to strike his wife before dashing out and leav-
ing her to faint in the arms of a servant. But his most un-
usual effect, outside of the Lenceshire Fair, is the ending
of the play itself. Daly used what became a cinematic tech-

SIlloan oo

Tpugustin Dely, Griffith Geunt (Jew York, 1868).
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nique. The scene is a crowded courtroom. Griffith has rushed
in to save Eate from being found guilty of his alleged murder.
As the judge addresses the spectators, his words suddenly be-
come inaudible and that portion of the scene continues in "dumb
show" as Griffith and Kate have the last two lines. If he used
this technigue only in the last scene, it may have called too
mich attention to itself and broken the orchestration of the
play at its ending. Daly used it earlier in the fair scene,
Act III, Scene 3.

The fair scene was admired by all the critics and lit-
erally stopped the show at each performance. It did not exist
in the novel and was created (most of it in the rehearsal per-
iod) out of Daly's circus experiences. It was not only ex~-
citing in itself, but=served as 2 focal point for the action
within the play, much as the fair scene in Woyzeck was used
by Buchner. The following is a description of the setting:

The flat is a perspective of open country, filled
with booths, tents, vaus, crowded with people, etc. Gay
flags, bright colors, etc. Stage set with booths showing
transparency of giants and living wonders. Punch and Judy
show, Gipsy tents R. Booth for Melodrama, Thimble-Rigger's
stand. Refreshment and Drinking Booth L. Greased pole,
with ham at top, C.

At opening of scene the stage is full of knots of coun-
try people, men, women and children. Some are i
at booth L. 2BE. A wretch is playing a drum at the play-
ers booth, and ancther has a horn at the living wonder
show. A thimble-rigger is plying his trade at a stand.
A gipsy is telling a pack of no-such-things to a bumpkin
and his lass, L. All the people are bawling, or laughing,
while lively music is played. (p. 28)

Dely had written a set speech for each of these characters,
the thimble-rigger, touter, second touter and gipsy. One of
them, that of the thimble-rigger, will give an idea of his
accurate and comic sense of dialogue while it describes the
physical action:

Now then, come up, all you near-sighted, far-gighted,
quick-witted ldds, and %ell me under vhich thimble the
pea is. I don't know self, and I want youstéo tell me.
If you tell me true 111 win a shillin'; all the chances
are in your favor. Only 2 penny! I won a shillin' f£rom
myself the other day, guessing at it, and you can all do
the seme. Step up and try! Only a penny! (p. 28)
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The character immediately comes to life; the humor brings a
smile. One has only to remember his attempt at humor in Lesh
("For that are we doctors!™), to fully appreciate the improve-
ment Daly hed made in his writing craft. But that improvement
almost pales when one considers what he did as a director with
his four set speeches:

The scene opens with all this spoken at once. Then each
speaks solo aloud, while the others mutter and the crowd
rushes from one to the other. They =11 shout: "The Sack
Race! The Sack Race!™ and make a space for the men in
sacks to pass across. They tumble on each other and pass
off from L. to R. Then the crowd shout "The Pole Climb-
ers!" and the crowd look at the men climbing the greased
pole and as the last one after reaching the top comes
down, with leg of mutton after him, shouts and laughter.
The touters repeat their jumble in chorus with fair music
playing merrily in the Orchestra. Suddenly all is guiet,
the lively music sinks to pianc, the actors stop talking,
but keep up gestures, the whole of the preceding scene be-
ing enacted in dumb show. Then the orchestra take up
Ieicester's song, to which Tom enters R. &E with peddler's
pack, singing.

Song. Tom Ieicester.
Tom (after song)--aside then to crowd: Now then, lads and
lasses, all that want to buy stand by me. Ahem! First of
all the ugly girls will keep at a distance. (The girls
crowd about him) I knew there were no ugly ones here...

Tom makes his pitch, then the climax of the fair scame follows:

Crowd shouts: "The pig race! The pig race!" Pig chased
by bumpkins who tumble over each other trying to catch it.
Touters resume their calls loudly again and then all
piano, with soft and pretty music for Mercy amd Griffith's
entrance, L1E. She is in wedding dress. (pp. 28-29)

Daly has placed the upper class in context with the people.
The personal love and jealousy of the Gaunts seem to diminish
in the sheer energy and joy displayed by the peasants intghe
play. The pig race--~the live pig used took his curtain call
with the actors—-was taken by some critics as a metaphor of
Gaunt, swinishly trying to escape from society's grasp. Gaunt
enters the scene after the race, a visible bigamist: Mercy is
wearing her wedding gown. Still merried to Kate, he has taken
vows with Mercy. The wedding party comes from the church di-
rectly to the fair, where Tom, Griffith's bastard brother, is
peddling wares. The drawn-out discovery scene in the novel
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is made direct and immediate in the play. The costumes alone
tell us the wedding has not been consummated. But, enough of
the.social and comparative gualities. The scene was a joy
for the spectators--as much fun as the circus Daly remembered
from his youth. This was not a scere which could be thrown
together by a "traffic manager." It was created by a director
from 21l the available elements. Beker, who played Tom, was
noted for his singing voice; hence, Tom's song. The company
had cut its teeth on burlesque and farce and were capable of
the stunts called for, i.e., climbing a pole and chasing a pig.

What separates this particular scene from other spec-
tacles in the theatre of the timewwas its highly functional
place in the unity of the production. Animals were used in
the. Bowery theatres, at Wallack's and in Maggie Mitchell's
Fanchon at this time, but their use was purely decorative and
sensational. Songs, dances, games were common stock in the
theatre, but none had the control which Daly imposed on his
particular scene. His use of mime when he wished to highlight
an important entrance or action and his use of song to create
suspense (the audience is focused on Tom during the song, ven-
Joying his voice and knowing that Gaunt and Mercy will be
coming to the fair shortly) are but two of the methods he used
to keep the "ecircus" in focus with the action of the play.

The impression may be left that Daly gave all his at-
tention to the actors, particularly in the fair scene and the
ending of the play. Rose Eytinge's recollection and the stage
directions should indicate that he was concerned with the act-
ing in the whole play. Another recollection by Morris Phil-
lips of the Home Journalrreveals that Daly did not ignore the
scenic elements: "Mr. Daly asked me to aid him in decorating
the walls. I remember that I loaned him two or three of my
own pictures, and I borrowed some art works."1 The normal

1F:r:om a clipping in a Daly scrapbook at Lincoln Cen-
ter's Library for the Performing Arts. The article was writ-
ten after Daly's death in June, 1899. It vaguely recalls that
the art works were for a drawing room scene in Griffith Gaunt.
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approach at the time would have been for Daly to allow his
scenic designers to paint pictures on the wall. <“he care
with which he realistically furnished his sets when:he had
his own theatres had alreaedy begun in this, his first dir-
ectorial venture.

Four days of rehearsal were not enough for the comsl
plexity which Daly devised. He continued to rehearse the com-
pany and to rewrite dialogue for a few days after its opening.
A1l but one of the major critics went back to see the play
after its initial opening. ZEven that one critic, Nicholson
of the World, acknowledged that it would be a success because
of the acting of Miss Eytinge. Nicholson, who was an early
defender of Leah and had worked with Daly on Judith, complained:

We presume that a complimentiis expected for the cel-
erity shown in the dramatization and representation of a
work which left the presses of Messrs. Ticknor and Fields
scarcely a month since, but in conscience this cannot be
accorded to the extent desireable...a task that to be
well done should have occupied weeks instead of d:a.ys.1

In his usualistyle, Nicholson then told Daly how the play
should have been written and, in commenting on the ending,
wrote: "It is surprising that the author of the Americarn "Leah"
should have contented himself with such a paltry display of
farewell pyr(ﬂ:echnics."2 A few months earlier, Daly had praised
Nicholson as "a sparkling and valuable writer on musicel and
dramatic affairs, who is also one of the lively wits of the
metropolis."3 The flattery did not work, but Nicholson was a
minority of one.

Seymour of the Times could not be bought by flattery
orzmoney and--if one excepts his over-praise of his publisher's
nistress, Miss Eytinge-~his two reviews can be counted as hon-
est reflections of an intelligent man's response to the play:

Made hastily it went slowly lastrnight. Curtailed and
pruned it will become, we think, a powerful drama. In
its present shape it possesses the merit of culmination

Tyorld, Nov. 9, 1866, p. 4. 2Ibid.

Bxpress, Jen. 27, 1866, p. 1.
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--the trial scmne being especially strong and good.
The performance was careful in all respects.

Four days later,zafter seeing the play once more, Seymour
wrote another rather lengthy review full of praise for all
connected with the production, calling Miss Eytinge "the
leading actress of the American sf;a,ge."2 He had high praise
for Daly both as a playwright and director. William Wirter,
who had been fired and rehired: on the Tribune in a few short
weeks, was being cautious. He thought the book was better,
but praised Daly for his dialggue and stage effects. Aythird
of his review was concerned with the depth and psychological
significance of the novel.3 Fiske's reviews were more to the
point. The following morning after the opening he wrote; "The
play is well brought out and the actors generally thoroughly
prepared” and Miss Eytinge was "life-like, natural andccare-
fully avoided over-doing her part."4 His careful analysis fol-
lowed in successive issues of the Leader:

The chief fault of his dramatization is also i$s chief
excellence--hurry. He has made a good acting play out of
a novel that, with more time and study, might have been
transformed into an exceedingly powerful play...a decided
success.

One of the best scenes in it, as all the critics sgree,
is that of the Fair, and this was invented by Mr. Daly
withou? any aid fromithe novelist, which proves that Mr.
Daly is capable of better things dramatically than "Lezh"
or "Paming the Butterfly" or "Griffith Gaunt," although
all of these are clever.5

?Griffith Gaunt" is a managerial success. The costumes,
the scenery and the tableaux are excellent. The attraction
of the piece is the Fair scene. The real hero is the pig
thet runs about with a greased tail and upsets everybody.
When the pig is brought out to make its bow to the audience
the thing is complete. There could be no neater satire.

Mr. Daly's work is romgh and somewhat ragged. His
scenes are not connected by ties of dialogue. The adapt-

Ipimes, Nov. 8, 1866, p. 4.
2pimes, Nov. 12, 1866, p. 5.
31‘ribu.ne; Nov. 10, 1866, p. 5.
“Herald, Nov. 8, 1866, p. 4.
5Leader, Nov. 10, 1866, p. 5.
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ation is too strong; the play too weak...Never was a
play more completely produced in four days! Would it
had been rehearsed four months.

T am so, certain of the necessity of frequent re-
hearsals...l

Joseph Daly wrote the reviews for both the Express and the
Sun and both are puffs which do not add any insight to what
took place on the stage. Daly, overwhelmed by the favorable
critical reception, published large exerpts from the reviews
in his column for the Bxpress, including one from the Post
which called the play "a marval of dramatic construction...
mixture of sadness and satisfaction, of pain and pleasure,
whick convinces us we have seen a page from nature, and read
a story of human life, human passions and teaz‘s."z Daly in-
vited all the critics to a dinner at the Westminister Hotel.
Fiske thought the article quoting theceritics "not in as good
taste as his dinner." By November 20, Daly couldn't contain
himself any longer and wrote a piece in the Expresa as the
author of the play:

It is to some extent a sad thing for a dramatist to
sit out the first representation of his play...As to the
play—we can conscientiously inform the World that there
is more in it than was immediately perceptible on the

! first performances.

The clever artists who played in it were all--Bless
their souls! so anxious to make the piece a success that
they sometimes became nervous, and--But who would not
forgive such zwal!

And who can blame an author dissolved in tears of
gratitude at one moment, and dancing a pas d'un ofrner-
vous rage at another.

However, as eech ive perfo smoothed away
the ruggedness fror the new piece, and as time permitted
the author to add a line here, and round a speech there,
which the actors accented with a kind of grace...

It is important now to look at the performances of

TIaeader, Nov. 17, 1866, p. 4.
Express, Nov. 10, 1866, p. 2.
“Leader, Nov. 24, 1866, p. 1.

ress, Nov. 20, 1866, p. 2.
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two of the actors, John K. Mortimer and Miss Eytinge. Both
would be important in Daly's next and major venture, Under
the Gaslight. In his second review for the Herald, Fiske
gave the best of all the descriptions of Mortimer's acting:
He is entirely free from stage traditions and the bluster,
mouthing, strutting and false readings so common now-g-
days to men and women claiming to be drametic artists.
He appears like a passionate, excitable, jealous man, not
like a person employed at a paid salary to counterfeit
nature abominably. He has not much physical power, but
his quiet, long, yet intense, manner recommends him highly,
and we are glad to see him once more upon the boards.!
0f Miss Eytinge, Fiske snidely continued, "She is very popular
and always finds friends." One of these "friends," of course,
was Seymour:

Miss Eytinge playsithe part to perfection...In the
entire conception of the character Miss Eytinge displays
the well-read and cultured artist; the actress who has
studied not only her lines and the necessary busiress
that they involve, but the full intent and scope of the
author's meaning...Miss Eytinge's style in repose is
emirently natural and unconcerned; in excitement it is
defient, sacrificial, but not violent.2

0f Mortimer, Sgymour wrote that "he is euiet and manly, with-
out overdemonstration, but with self-possession that does not
‘touch temeness."  Winter found both of them "two of the best
players in comedy that now grace the New York stage."4 After
Hiss Eytinge left the cast on December 8 to appear with George
Jordon at the Olympic in Master of Ravenswood, Daly reviewed
her in that play and analyzed her acting style:
Miss Eytinge's acting is more emotional than i netive.
It springs fromithe heart, and goes to it...apparent spon-
taneity. It has no semblance of artifice or study...de-
serves praise for never appearing to court it. Nothing
is more injurious to dramatic illusion than the perform-

ers should seem to be cognizant of the presence of spec-
tators.>

Hera1d, Nov. 16, 1866, p. 5.

2pimes, Nov. 12, 1866, p. 5. -Ibid.
4pripune, Nov. 10, 1866, D. 5.

5Qress, Dec. 11, 1866, p. 2. (Eliza Newton replaced
Miss Eytinge in Griffith Geunt.)
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Dely released Miss Eytinge from her contract one week
before its expiration date so that she could play the new role.
Griffith Gaunt had to vacate the theatre the following week,
neut off in the flower of its youth by arrangements previously
entered inmto," 4o put it in Daly's words. During the play's
six-week run, Daly announced that his version was being pro-
duced in Washington, Buffalo, Chicago, Boston, Philadelphia,
Brooklyn, Albany and Pittsburgh. The final performance in New
York on December 11 was a benefit for him as author. Fiske
publicly congratulated Daly for his success: "He is becoming
a very notorious man is gathering in a little money," and
warned him: "Let him take my advice and save his cash. 1Grif-
f£ith Gaunts® do not turn up every day."

Thus far we have seen Augustin Daly seemingly give the
truth to the current image of him as an opportunist without
ideals, whose success came by chance rather than direction,
feeding off the creativity of others rather than from his own
depths——indeed, were there depths 4o him? The immediate ques-
tion to be answered is now posed. If Daly had conviictions
about life and a theory of the theatre with which to express
them, what were they? We must turn %o his next and first
original work, Under the Geslighty to see if an answer to the
first part of the question exists, and then to his critical
writing to see if aidefinite theory had been sgtated by him.

1IT.'ﬁ.d. , P. 3. A production of Cinderella had booked
the theatre, beginning Dec. 12, 1866.

Teader, Dec. 8, 1866, p. 4. As an indication of how
successful Daly had become, Joseph Howard, his companion dur-
ing the draft riots and the anthor of the bogus proclamation,
wrote a bogus biography of Daly in the Citizen, Jan. 19, 1867,
p. 8. Howard, who got drunk at Daly's dinner for the critics
and fought with another critic, Robert Holmes, was probably a
bit high when he wrote it.
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CHAPTER VI
CUIMINATION: UNDER THE GASLIGHT

On Thursday, August 7, 1867, the daily newspapers in
New York began carrying a mysterious advertisement in their
classified sections. It contained two lines only and simply
stated: "The Coming Surprise! Under the Geslight."1 It was
not until Sunday that readers learned the surprise was "a
totally original and dramatic arzangement of picturesque prob-
abilities, with a contemporary love story, in five acts, by
Augustin Daly." and that the "arrangement" would open lMonday
night, August 12, at the New York Theatre, containing such
wonders as: "A view of basement life in New York, Delmonico's,
the Tombs Police Court, the piers of the city and Hudson River
by starlight, a villa at Long Branch and the Shrewsbury R.R.
S‘catiom."2 Even in his own columns, Daly revealed nothing more
than was stated in the ads. One of the basic tenets of his
theatre management--secrecy--was being established. Yet, more
material is available concerning this production than any other
one of Daly's; in fact, there are as many versions as to how
it was written as there are tellers. Each version contains a
portion of the truth and each one offers some insight into
what is generally recognized as the most extraordinary American
play of the 1860s, a play which drew on every innovation of
the Western theatre of its time and blended them into a unified
and coherent whole.

On the surface, Under the Gaslight is a series of in-
cidents calculated to excite and to amuse an audience, a "sen-

World, Aug. 7, 1867, p.6, and other daily papers.
2(35.'l;izen, Aug. 10, 1867, p.8, and other Sunday papers.
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sational melodrama" which caused a member of its first night
audience to shout:"It is the climax of sense.‘l:'j.on,"1 after
the famous railroad episode. It is also a work of serious
intention, as its subtitle, Life and Iove in These Times,
should indicate. Joseph Daly went to great lengths in his
ghost-written review for the Times to point out these inten-
tions. The review, undoubtedly approved first by his brother,
was written before the opening performance and hence is not a
measure of audience reaction or the reactions of other critics.
A third of the review retells the story of Sir Gawain and the
princess imprisoned in an ugly body, because the moral of that
story, it stated, was uppermost in the author's mind. Accord-
ing to the review, the play meant to show a disintegration in
the quality of life and love in modern iimes: "In these times
of sharp business prudence and foresight, Sir Gawain, if he
were a Wall Street banker, would require his ugly bride to
transform herself before he gave her the kiss——for we don't
take anything on credi*t;."2

Once the wildly entkusiastic audience reaction to the
sensational gqualities of the work became evident (tickets were
s0ld six days in advance; long lines were formed for their
purchase; standing room was not even available during the early
part of the run), no implication of the sublimation of melo-
drama was printed again in reference to this work. TYet, the
serious intellectual content exists even though it seems over-
shadowed by the outer trappings of the work.

" Dourly and belatedly admitting its success, and for
the first time not instructing Daly on how he should have
written his play, Paul Nicholson of the World posed three gques—
tions: "Why was this play imagined? Why was it written? and
Why is it p:z-odu(:ed.‘?“3 The "why" is self-evident; the "how" of
each question is more interesting today.

E.A. Dithmar wrote that Daly told him he had been "at

1Dely, Life, p. 75. ZMimes, Aug. 13, 1867, p. 5.
World, Aug. 19, 1867, p. 4.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



122
work on odd intervals for a long while" on Under the Gaslight
and that he had been thinking about the creation of Jjust such
a work since 1863, after first seeing Rosedale by Lester Wal-
lack. William Winter also mentions Daly's being influenced
by Rosedale. One of the characteristics of the Wallack play
which Daly admired was its psychological use of the audience's
imagination to create suspense and terror, rather than the pre-
sentation on the stage of actions to induce them. Another was
the interplay of characters, each possessing his own goal, each
developed sufficiently to interest an audience in these goals.
What Daly wanted to duplicate from Rosedzle was a style of
dramatization; there is no direct correlation between events
or characters in it end Under the Gaslight.

The characters and their goals in the play did not
suggest themselves to Daly until the end of his tour with
Avonia Jones. The first statement which-might be the seed of
the play is that one-sentence outline he sent to his brother
Joseph, which is worth repeating here:

I want to tell the story of a woman, self willede-
beautiful--passionate-—independent--careless of conven-
tionalities--selfish~-vain——thoughtless of others' feel-
ings—-one who is inately good——but whose pride of virtue
has made mad--To cap all she is a baby—-She is a woman,
too, who would not when cupid would, and could not when
she would.T

As Daly's intense feelings about Miss Jones softened with the
discovery of her prior marriage to a drunken and insolvent ol-
der actor and of her trials with a fradulent and bizarre father2
he became freer in his ability to write that play.

But Daly was interested in more than a dramatization
of a modern love; he wanted to transmit his feelings about the
quality of life in the late 1860s, the early years of recon-
struction including the impeachment of President Andrew John-
son and the radical control of Congress in implementing reforms.

1Jan. 15, 1865. MS, Lincoln Center, Daly Borrespondence.

2!Ehe father wrote an obituary of "My Avonian daughter®
in the Clipper, Oct. 26, 1867, p. 288, under the headline, "The
Death Bed of an Actress." -
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The problems of that period which Daly commented on were law
and order, the displaced veterans of the war, poverty and un-
fair taxation, the mechanization of society and the class sys-
tem. Indeed, Daly wanted to pour his life and lifetime into
his first original work, in both cortent and form.

Although he may have kept a notebook and thought about
it much earlier, Daly did the actual writing of the play dur-
ing the winter season of 1866-1867. James Howard had jokingly
commented that Daly was writing a new play in the January 19,
1867 issue of the Citizen. Daly himself had written during
the first week of its run that he wrote Under the Gaslight
"last winter" while Griffith Gaunt "was having its season of
prOSPEri‘ty.“1 Rose Eytinge's memery in 1905 is remarkably
clear about certain details which give her version some ver-
acity:

During its run my serioms-eyed young manager told me of
an original play which he was writing, and which hewiwished
to produce at the close of the run of "Griffith Gaunt."”
This piece was "Under the Gaslight."

At his invitation I went to his home in Horatio Street,
where he lived with his mother and brother, and he read
me the play. Even then his artistic aspirations and long-
ings were struggling for expression. The walls of the
conventional little room, which was fitted up as a sort
of den and writing-room, were coloured a dark blue, and
there were little plaster casts and small pictures scat-
tered about; and everywhere there were evidences of:iRis
reaching out after a literary and artistic atmosphere.2

The story which Daly read to her in his "writing room" at 72
Horatio Street is best outlined by the Daly brothers in the
Times review mentioned earlier. Knowing Daly's conscious in=-
tentions may help in understanding how he went about writing and
directing it.

The plot gives us a picture of a young girl who was found
in the streets at a tender age by a wealthy lady, who a-
dopted her, reared her and introduced her into the best
society. The young lady, who is conscious of her lowly
origins is wooed by Ray Trafford, a weelthy young gent-
leman of the true New York stamp, who professes to adore

1Ci1::|.zen! Aug. 17, 1867, ».8. 2l'ieuu:r:i.es, p. 115.
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her. Just before their marrigge is to take place, by a
most unfortunate incident, he learns her history and re-
solves to break off the match; his resolution fails in
presence of her beauty and intelligence, and he concludes
at every hazard to keep his faith. This excellent inten-
tion would be carried out but for his own imprudence and
negligence, which discover to a crowd of fashionable soc-
iety people the secret, and in the fear of the world's
sneers, and through his own weakness, he abandons the beau-
tiful Laura. She is proud enough to quit forever the scenes
in which she cannot but be insulted, and enters upon a low-
1y and hard-working existence. But she is not suffered
to rest. A depraved ruffian named Byke, who knows her his-
tory, boldly claims her as his daughter, assisted by a
drunken wretch named 0ld Judas, & sort of mother thief.
Laura, terrified by the prospect of going with this man
as he demands she shall, refuses, and he appliestto a .
police justice for assistance. This brings all the parties
before Judze Bowling at the Tombs where the squalor and
misery of New York life, the comic and tragic side of po-
lice trials, and the rigid decrees of law, are fully shown
in a new and sensational scene. Byke's ingenuity, for he
is an accomplished creature, gains the day; but Irafford,
assisted by Snorkey, a returned veteran who has Taken up
the calling of "soldier messenger" and is an eccentric gen~
jus, are resolved to follow Byke and rescue Laura. Peach=-
blossom, a wild girl of a pattern not uncommon in New York,
but whom Iaura has tamed by her kindness, lends her assis-—
tance as well. The efforts of Byke and his pursuers bring
the scene to a novel and exciting locality--the end of a
pier on the North River at night, which is the home and
rendezvous of sundry dock boys, juvenile notion venders,
etc. Here the youthful geniuses, led by an amateur pug,
Bermudas, have nightly "banjo soirees" to the great dis~
gust of the police. In this place occurs a scene of in-
tr:.cate construction, in which, by the aid of the River
Police and the heterogeneous dock companions, the heroine
is rescued and Byke demolished for a time. %his scene,
with its starlight, ferry-boats in the distance, noiseless
police boat, and midnight dances and songs of the dock
population, is replete with incident of an unusual char-
acter. At last Laura is restored to her friends, who have
gone to Long Branch for the hot season and with whom she
lives in retirement. She discovers, however, that Traf-
ford (during her voluntary exile) with the inconstancy of
New York youth, and mankind in general, has made love to
and is engaged to Pearl, her reputed sister, a lovely belle
who is supposed to have "no heart.” Trafford, on Laura's
return, would renew his old love, and is in a very piviful
state, indeed, but that young lady teaches him a gentle
but excellent lesson on the way women should be treated
by men, which lesson comes with double force from her who
has been deserted herself. But lLaura, for Pearl's sake,
resolves again to leave their home, and to do so in sec-
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ret; this resolution, acted upon in the impulsiveness

of fear and love, is exceedingly fortunate because it
leads her to a scene where she has an opportunity to
relieve from awful peril her old friend Snorkey. This
poor fellow, bent on following Byke up, has tracked him
to Long Branch, whither the former is going to finish
with murder the work in which he failed before. But at
the railway station at Shrewsbury Bend, Byke detects
Snorkey's pursuit, lays a trap for him and with fiendish
malignity condemns him to an awful fate, leaving him
‘bound and helpless to count the moments he has to live.
But help is near insthe form of Laura, who is, however,
shut up in the way-master's hut. By her own heroic ex-
ertions she frees herself and Snorkey and they then both
wait for the Down Express Train to Lorg Branch, in order
to forestall Byke, who is bent for that destination to
rob and murder. The dreadful disappointment that ends
this scene and the mechanical effects introduced belong
to the thrilling incident of modern plays. After all
the physical persecutions of the heroine are surmounted,
there are still left her deeper misfortunes to be allev-
iated--the loss of lover, home and station; and this is
acgimplished, we imagine, to the satisfaction of the
audience.

The reading of the seript to Miss Eytinge took place
sometime in February when it was completed. She agreed to
play the part of Laura and Daly proceeded to attempt its pro-
duction. He offered the script to Mark Smith and Lewis Baker,
"but they could see nothing in it."2 Contrary to the then cur-
rent press opinion, they were having financial difficulties;
the New York Theatre potential gross was apparently not equal
to the expensive productions they were mounting. Daly had
said he offered it then to another manager who also refused.
This was probably his future father-in-law, Duff, owner of
the Olympic Theatre. Duff was in the pracess of looking for
a lessee and had half-promised the theatre to Hayes, who was
only interested in producing English pantomimes there. Daly
even considered leasing a theatre of his own at this period
and had his brother negotiate with other attorneys on his be-
half. Smith end Baker had decided to relinguish on their
lease and the New York Theatre was available; the asking price,

pimes, aug. 13, 1867, p. 5.
2nimes, April 22, 1888, p.2.
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$22,000 a year plus license fee and watchman hire, was more
than Daly could consider at this time. The New York Theatre
was leased to the Worrell sisters and they, in turn, rented
it for a short period in August fo Daly.

During this period of waiting, Daly dashed off The New
Ieah to avoid copyright difficulties with the Batemans and an
adaptation of Sardou's Nos Bon Villageois as Hazardous Ground,
both for production in Brooklyn at Mrs. Conway's Park Theatre.
He also accepted the positior of music ard drama critic for
the Times and the Citizen and he managed out-of-town produc-
tions for Miss Eytinge in Newark and_Washington as well.

Daly not only took more care and time in writing the
script for Under the Gaslight, he was also determined that
the rehearsal period would be more sufficient. Indications
are that he had the full cast for day rehearsals over a period
of at least two weeks. Miss Eytinge and C.T. Parsloe, who
was to play Bermudas, were both in another original production
at the New York Theatre called Black Sheep. Miss Eytinge
withdrew suddenly from the cast of that play, effectively
closing it, on Wednesday, July 24. Kate Reignolds, with 24
hours notice, mounted her production of Antony and Cleopatra
to £ill in the rest of the week while she rehearsed her com-
pany, including J.K. Mortimer, for the following week's pro-
duction of Nobody's Daughter. Miss Eytinge and Parsloe would
have been ready for rehearsal on July 25; Mortimer would"be .
available to play Snorkey in rehearsal on July 30, when the
morning reviews and the previous night's audience reaction to
Nobody's Deuchter indicated that it would hold the stage even-
ings for the next two weeks while Under the Gaslight was being
prepared. A.H. (Dolly) Davenport, whom Daly had cast as Ray
Trafford, was available at any time; he had not acted in New
York for the past three years. Davenport was nervous at the
prospect of appearing again before the metropolitan audience
and critics; he tried to excuse himself from the production
during rehearsals. He sent the following letter to Daly on
August 7, 1867T:
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I am much worse, indeed so ill that I cannot leave my
bed-—and I fear I shall not leave it for some time. I
am more than sorry to disappoint you, and my sickness
is the occasion of a much greater annoyance to Dr.
Spalding...with regard to our own matters I send you
the part with great regret but trust it will not cause
you great trouble as there are five days yet and the
only trouble will be new rehearsal—-!

Dely would have been better off if he had accepted this poor
excuse and let Davenport off the hook, but he persuaded or
threatered him out of his "sick bed" and back into rehearsals.

The only backstage incident connected with the pro-
duction, as reported by Miss Eytinge, concerns Davenport. The
incident will give us an idea of what Daly had to contend with
ir rehearsal before we turn to the script itself for an indic-
ation of how he conducted these rekearsals:

I confess I do not remember the story. I only remember
that the situation of the piece is where I breask down a
door with an axe which I opportunely find, and rescue
somebody who is lashed down on a railroad track, and
that this "business" was preceded by my frantic exclam-
ation, "The axe! the axe!"™

The exclamation beceme a sort of catchword, and
Davenport, who was an incorrigible guyer, used to serve
it up to me on 21l possible and impossible occasions,
with the result that there was a great deal too much gig-
gling and guying during the performance.

Nr. Daly, who was then the same watchful ubiquitous
manager he always was, tried every-a¥eilable means 10
check us, with, I am sorry to say, very little success.

One night, in sheer desperation, he threatened Dav-
enport, upon whom—with how much justice I will not say
—-he looked as the ringleader, with immediate discharge
if he #id not on the following night and at every per-
formance thereafter play the part seriomsly.

The next night Davenport made his appearance dressed
completely in black, even wearing black kid gloves
throughout the entire performance; and he played the part
throughout without a smile, investing it with unbroken,
lugubrious gloom. The result was that every scere in

TMS, Folger's Shakespeare Library, Daly Correspondence,
which erroneously dates it 1864, because of the similarity of
another letter dated 1864 in which Davenport asked Daly to cor-
rect an impression, in the Courier, of his professional behav-
jour. He was being accused of drinking and performing; he
claimed his bad performance was due to illness.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



128

vwhich he appeared, even the most serious ones, went with
shouts of laughter; and the more the audience laughed,
the more solemnly serious Davenport beceame.

Vhen the final curtain fell, Daly appeared and fairly
and frankly gave up the fight. EHe begged Davenport to
doff his suit of solemn black and play the part as he had
always played it.

The magnanimous action of our young manager had the
effect of making us all feel heartily ashamed of ourselves,
and from that night, by unanimous decision, there was no
more guying.l

The guying did not take place during performance as Miss Eytinge
remembered, but at rehearsals. Davenport wore his black outfit
and serious mien on opening night, one of the three things t6
happen that evening, each which would have killed most other
plays. The other two occurences on opening night were the
falling apart of the railroad after the climactic moment on
stage and the drunken behaviour of the actor playing Judge
Bowling, Ben Baker.

The audience present opering night included A.T. Stew-
art, owner of the building, and the Worrell sisters, who had
subleased it to Daly. What they saw when Davenport and Baker
were on the stage must have set their minds to thinking about
the next tenant. This is how the critic of the Spirit of the
Times commented on Baker's drunken behaviour:

His hopeless attempts to carry on his dialogue were re-
ceived with shouts of laughter by the house, and it is

a matter of extreme wonder that such a:maudlin exhibition
did not thoroughly damn the piece at the outset. I have
seen nothing more humiliating since the inauguration of
President Johnson.2

and on Davenport's guying:

Dolly Davenport, as Rey Trafford, had about as much
idea of the character he is called upon to represent as
Ristori has of the Albany lobby. In dress, manner, ges-
ture, and tone of voice he was utterly and painfully at
fault. Had he been billed as a young orthodox preacher,
he would have been heralded the following morning as a
triumphant success. There was not the faintest scintil-
lation of the old fire in him, and his many friends in
the audience wondered at the change which had come over
their favorite of the past.3

2

TMemories, pp.116-17.  2Aug.17,1867,p.480. ~Ibid.
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Joseph Daly reported the:mishap with the train sequence: "The
intensely wrought feelings of the spectators found vent in
almost hysterical laughter when the 'railroad train' parted
in the middle and disclosed the flying legs of the human
motor who was propelling the first half of the express."1

The opening night should be considered the first dress
rehearsal in modern terms. Most of the critics then considered
the difficulties in the first performance and returned a second
time if the production they were reviewing seemed promising.

It is time now to look at the scriptf' and study the
stage directions for examples of what inspired the critic on
the Ieader to praise Daly's "most perfect familiarity with
managerial details...extracting the most perfect climaxes out
of every extension of his plcﬁ;.“-2 Even a perusal of the dir-
ections reveals ar amazing attempt to create the illusion of
reality, not only within the stage picture, but outside in
the environment beyond what the audience can see.3 A11 the
phgsical actions of the characters reveal their psychological
motivations.

In Act I there is a visible street lamp which is 1lit
and seen beyond the window of the Cortland parlor. Dialggue
is caryied on with those outside the stage picture. Sounds
of sleigh bells, laughter and "good nights" are heard. Byke
is first sighted by the stage characters through the window
by. the light of:the street lamp. In the following scene at
Delmonico's, characters enter carrying umbrellas and shedding
outer garments, brushing their heir and arranging themselves
in the lobby before entering the dance hall. In both scenes,
the terror lurking outside is brought within, creating feariin
the audience before it is actually seen. The final scene and
the act end with a civilized waltz stopped, with society's
veneer stripped as the dancers group together away from Laura
and Peerl and from Ray to isolate and condemn them.

1ife, p. 75. 2aug. 17, 1867, p. 5.

Samuel French still has in print the 1867 Wemyss
acting edition, which is used in the next few pages for gquo-
tations.
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The second act opens in Laura's basement apartment,
which also contains a window looking out into the street. The
scene opens with Peachblossom (the young prostitute whom Laura
has reformed with her kindness) singing as she polishes the
stove. The stage direction describes her as "a slip-shod girl
a la Fanchon."1 Daly's description of Maggie Mitchell's Fan-
chon will show us how he directed Mrs. Skerrett in the part:

Have we not all seen just such a little witch? Do we not
recognize the untied shoe, the headlong run, the making

of ugly faces? To play the cricket is easy. Many act-
resses could perform it with spirit and whimsical force——
but Maggie Mitchell does more——She is a child with the
character, an impudent little soul, a tearful giri] a sauey
minx, a noble heart. TYou have to look at her with a little
bit of your soul before you can appreciate it as it ought
to be regarded.2

The song she sings as she works "a la Fanchon" is about a knight
and his fair lady. 0ld Judas is seen at the window before she
enters. When Laura comes home from work, she takes off her
shawl and outer garments, opens a package and reads her meil.
Peachblossom gets clothes and basket from wall hooks and closet
as Laura digs into her purse for shopping money and the details
of her new home life are sharply contrasted with that at the
Cortland house. The act contains only the one scene so the
"humble" furniture can include a stove and other accessories
to depict her new daily living conditions. The ending of this
act is truly exciting. Daly has been careful of his stage
time, so when Laura tells Peachblossom to rush and open the
door, thinking Ray is there, the audience senses it is too
soon for him to return. Byke's entrance is a shocking sur-
prise, but one which has been carefully planned.

A crowd is buzzing, talking all at once, when the
curtain opens on the third act, depicting the Tombs Police
Court. The crowd is silenced. A policeman is handling people
roughly and his action is commented upon. Sam is carried off
screaming. Ray is sent for and asked to bring an ebony box
with him. Stage time is motivated again by Ray rushing in

2Sun, Oct. 17, 1866, p. 4.

Tp. 15.
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without the box, explaining his haste. ILaura writes in a
notebook items which Byke has to describe accurately. Ray
is held back by a policeman as Laura is led off by Byke. The
scene shifts to the exterior of the Tombs and business is
motivated by a peddler's stand supporting a string of sheet
music. Snorkey inspects the music, ther later helps take
down the songs and pack up the cart. The third and final
scene of the act is at the foot of a pier projecting into the
North River. There is a view of Jersey City in the distance
and.space for boats to be taken across the stage or fastened
there. 014 Judas enters the scene smoking a pipe. Byke takes
out a flask and drinks. A police sergeant enters the scene
ir a patrol boat. There is an actual fight on stage with
Snorkey striking Byke with an oar. ZILaura is actually thrown
off the pier and Ray leaps into the water after her. But the
most exciting piece of stage business in this scene is the
banjo music and dance by Bermudas and the .boys, effectively
contrasting with the waltz scene at Delmoricoa's. The stage
direction is rather simply stated: "Music, ard dance by boys,
ensue--given according to capacity and talent. At the end of
it, a general shout of jubilee...“1 Of course the audience is
expected to join in on the "shout of jubilee" and Daly managed
to keep the flow of the show moving by having a policeman shout
from offstage for quiet.

Tow life in:a police court, music and dance, a strug-
gle and water rescue-—where could Daly take the action of the
play from here? The fourth act moves very quietly, first to
an elegant summer place at Long Branch depicting society at
play for another sharp contrast. The second scene is almost
a hush, taking place at night in a wooded area near the Shrews-
bury Station. The final scene is the railroad station and the
wait for the 10:30 p.m. down express train, the most semsational
of all nineteenth century stage effects. Daly was not the first
to put railroad tracks on stage. This had beern done in an un-

Tp. =1,
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successful English play, The Engineer, at the Victoria Theatre
in London, 1863. But the physical train itself on stage was
not the great effect Daly had created. His effect, the one
which caused such fantastic excitement and terror in the aud-
ience, was created in the imagination by sounds. Snorkey, a
thoroughly likeable character who had suffered without self-
pity, is tied to the tracks. Iaura is nearby in a shed, try-
ing to get out to free him while the sounds of the train get
progressively nearer:

Taura. (In agony) O, I must get out! (Shakes window
bars) VWhat shall I do?

Snorkey. Can't you burst the door?

Laura. It is locked fast.

Snorkey. Is there nothing in there?--no hammer? no
crawbar?

Laura. Nothing! (Faint steam whistle heard in the
distance.) 0, Heavens! The trair! (Paralyzed for an
instant) The axe!!!

Snorkey. Cut the woodwork! Don't mind the lock.
——cut round it! How my neck tingles! (A blow at the
door is heard,) Courage! (The steam whistle heard again
—-nearer, and rumble of train on track. Another blow.)
That's a true woman! Courage! (Noise of locomotive
heard—with whistle. A last blow; the door swings open,
mitilated——the lock hanging--and Laura appears, axe in

énorkey. Here--quick! (She runsianrd unfastens him.
The locomotive lights glare on scene.) Victory! Saved!
Horray! (Laura leans exhausted against switch.) And
these are the women who ain't to have a vote!

(As Laura takes his head from the track, the train of
cars rushes past with roar and whistle from L. to R.H.1

It was the fear of the metal animal bearing closer and the
hopes of Laura's getting out of the shed in time—-yes, in the
nick of time--that caused "thrill running up and down my spine"
to be written by James L. Ford remembering the moment as a boy
in the audience.2 Joseph Daly, after commenting on the near
disaster on opening night, also pointed out: "Had the effect
of the scene depended not upon the suspense and emotion created
by the whole situation, but upon the machinery the piece had

Yop. 42-3.

2Forty 0dd Years in the Literary Shop (New York, 1921),
p. 92.
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been irretirevably lost; but the real semsation was beyond
the chance of accident.™

The final act is really a very short scene, one filled
with silent action. The staging could have been-—and probably
wag--lifted and used in the manner of a silent movie. The
setting is an elegant boudoir in the Cortland cottage in Long
Branch. Pearl "en negligee" is brushing her hair. She reads
a letter and then another one, turns down the lamp and settles
herself on a love seat for a nap. Daly cells for a "pause"
at this point. Then, moonbeams fall on Byke who appears above
the balcony. He gets over the rail and enters. He goes to 2
table inside, picks up a delicate handerchief and wipes his
face. He sees Pearl in the seat and:looks down on her, takes
out a phial of chloroform from his pocket and saturates the
handkerchief with it, then applies it to Pearl. He goes through
clothes hanging nearby and finds money in the pockets; he finds
jewelry on the boudoir table. He puts them into a bag and
hands them to someone over the balcony. He is breaking open
a drawer with a2 small crowbar when a shout and the sound of
a wagon is heard from outside. He jumps, catching the bureau
as it falls over. Pearl is awakened. He pulls out a kmife.”
She runs; he pursues. The door bursts open. Ray and Laura
enter. Byke runs to the balcony. Snorkey and Bermudas are
there to stop him. He is seized and bound in a chair. Later,
the cords are unbound and Byke exits.

This, then, is the play as Daly staged it. It now
reads somewhat differently from the synopsis offered earlier
in which Joseph tried to tell the story from a literary point
of view.

The questions about how it was imagined, written and
produced can best be approached further by turning to an art-
icle which Daly wrote within five days after the play opened.
In it, one is impressed atiike same time by the implications
of a deersr significence in the play. After all, there may

TLife, p. T5.
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be more here than the exciting series of events just depicted.
The seed of the play may have been Daly's traumatic experience
during the Civil War; the flowering came during a time of great
upheaval for the nation, the reconstruction period in American
higtory. Was Daly really able to ignore the life and problems
about him and devote himself to such a thing as pure stagecraft?
He didn't.ithink so. The play held the stage for several dee-
ades as a serious work, satisfying audiences for all that while.
Perhaps there is more to it than sensational melodrama alone.

The most obvious key to unlock the play is the railroad
sequence. It is important to note agzin that it was not the
physical railroad on the stage, but the psychological use of
it which made the scene important. It was this use of stage
machinery that was origiral with Daly and the courts recognized
the fact when he sued Dion Boucicault for employing his effect
in After Dark.

Where Daly got the idea for this scene has concerned
critics unduly. Joseph Daly merely says in his biography: "As
we walked home one night, discussing the need of a culminating
incident, my brother said: 'I have got the sensation we want——
a man fastened to a railroad track and rescued just as the
train reaches the spc'c. ! Bdvard A. Dithmar called it an

a:fter-thought. Allston Brown indicated that Daly stole
it from The E_ngeer. Marvin Felheim sees it primarily as

a topical capitalization of the expanding railroad system in
America.4 Marion V. Michalak says it's impossible to tell
from available sources.

1Zl';ife, PP. T4-5.

Memories, p. 20. Dithmar wrote that Daly was looking
for "a perfectly simple yet unexpected device" when the idea
came to him.

33:.5 ory of the New York Stage (New York, 1903), p.384.

“The Theatre of & tin Daly (Cambridge: Harvard Uni-
versity Press, 19567 .

ment of A tin Daly's Stock Com 1869~
1899 (Ind:.a.n.a University, 1961). p. 32, an unpublished doctor-
al dissertation.
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Daly tells us himself how the idea came to him. Since
he had to sign his column in the Citizen, he was unable, he
confessed, to write 2 puff of his play under an assumed name,
so he devoted one particular piece to "how it came to be writ-
ten and how it grew from a little seed to a big five act plant.”
He continued, explaining that he was working at night trying
%o get an idea for a new play when...but let's read it in his
own words:

As I live near an abominable railwey terminus, my thoughts
were contirually disturbed by the screaming whistles,
clanging bells and thundering echoes of the great iron mon-
sters coming and going in endless succession.

I tried:to close my ears--vainly.

I began to hate the crashing engines and the lumbering
cars; my fancy grew morbid; I seemed to bring little inno-
cents of ideas into being only to see them run down, caught
up, whirled and dashed to pieces by the grim enemy swooping
down its iron road! Oh! for the power to stay the inevit-
able death! to cheat the senseless executioner of its prey!
to see its victims bound to the track, condemned to die,
and then to snatch themifrom the fearful doom!

I gloried in the victory! I--well!—I tied Snorkey to
the track, and untied him,——as you see it done in my play.

That was how I revenged myself on the railway depot
and its abominable noise.l

After revealingly telling us that the play grew from the in-
cident rather than, as his brother stated, finding a central
incident to finish the play, Daly went on to show where the
other incidents came from and how the play developed. They
were, of course, waiting in his mind or notebook to be devel-
oped.

What makesithis piece of writing even more interesting
is the light it pours on the meaning of the play. Byke is the
villain only in the conventional sense. In the climactic
scene, no one thinks of Byke. The villain is, as Daly intended
it to be, the train and what it represents. We will see other
villains like the train as this study progresses. And, the
intent here explained may also serve to clarify the ending of
the play in which Byke goes free.

Perhaps we are supposing too much based on one short

Tpug. 17, 1867, p.8.
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article. We know Daly was capable of telling an untruth or
at least shading facts to suit his purpose. There were some
35,000 miles of railroad lines laid out and in use during the
Civil War in America. Daly and Miss Jones traveled agood
portion of them during their five-month tour. As his letters
to Joseph reveal, he.came to dispise railroads (in American
literature, they have evoked both blame and Praise as subject
matter). He did not have to g0 beyond his own experience for
the climax as well as for the "seed" of his play.

But, of course, the play as a whole does not represent

Daly's frustratior with the railroads of America. The ddea
would be ludicrous to suggest. The railroads were only one
part of the whole system of life in 1867 that disturbed him.
They are more likely representative, though, of his criticism
of American society. It may prove interesting to see what he
had to say about another facet of that society; namely, law
and order.

In the same article explaining how he came to write

his play, Daly also notes that one incident does not make a
play, adding:
I turned my thogghts on things about us which we see every
day and pass over without special notice; for I always
felt that the most thrilling rommnces were enacted and re-
enacted daily in the simplest concerns of city life and
municipal existence.

Howooften we pick up the paper to read of the hundreds
who struggle, who fall, who find a miserable rest in the
cells of a prison! The crime is committed; the free men
is a prisoner; the stern judge interrogates—

Come to a full stop there!

Visions of the placid but stern Police Justices deal-
out the hourly dooms of guilt rose.

I rose up, collered my vagrant fancies, and arraigned
them before the Tombs Police Court.

I have often seen the remark, when a particularly dar-
ing criminal metthis just deserts, that "had his talents
beer turned in the right direction, he would have been an
Grnament to society and a very great man."

In the same spirit of comparison it has occured to me
frequently that some of our novelists would have made ex—
traordinary criminals if they had not become brilliant
romanticists.

He clearly indicates a somewhat unusual sympathy here with crim-
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inals. He asks that we look at root causes, at crime as
the result of enviromment or society. Perhaps his years
as a newspaperman gave him greater insight into the crim-
inal mind and into the possibility that he, himself, could
have made a wrong turn without a2 piece of luck or help. A
few biographical notes might be in order here. His father,
Captain Denis Daly, died when Augustin was three years old.
He was raised by his mother, first in Norfolk then in New
York. There are a number of references in Daly's letters
to his brother in whioh he calls himself a "little rapscal-
lion" and refers to their "little pilferings." Their mother
had refused aid from relatives and took lessons in sewing to
earn money for the family. Augustin also helped support the
family, working as a clerk while attending night school until
he was 16 years old. It was not until 1859, by sheer luck,
that he walked into the office of the Courier and was hired
as a general reporter. There, he wrote the sympathetic ser-
ies on criminals, "Shackles and Chains," and a feature art-
icle, "A Ghost in New York," which dealt with "the revolting
reality in city life" and described the horrors in a tene-
ment building where a ghost was claimed to be wandering (the
horrors though were not the supernatural but the liwing con-
ditions there: "Who can wender that here disease and death...
vice ‘and crime find (permanent abode?").!

These experiences early in life help to explain Daly's
attitude toward crime as expressed in Under the Gaslight. The
nominal villains in the play are Bykelwnd Old Judas. fheir
crimes include baby-snatching, bribery, theft and attempted
murder. Snorkey, over-hearing them plot their next dastardly
deed, comments: "What's to be done when you're hard up? Steal!
What's to be done if you're caught at it? Kill! it's short and
easy, and he lives up to it like a good many Christians don't
live up to their 1aws.“2 In short, Daly connects the process
by which crimes grow with the hypocrisy of society which feeds

Tgourier, March 17, 1861, p.1. 2Geslight, p. 39.
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that growth. He does the same thing earlier when he has Ber-
mudas, caught at selling mud for polish, rotten shoe strings,
etc., exclaim: "Well, how am I to live; it ain't my fault, it's
the taxes. Ain't I got to pay my income tax and how am I pay
it if I gives you your money's worth? Do you think I'm Stewart-
—Sa—a.—y?"1 The obvious attempt is for humor, but the exagger-
atiorn only points up the difference between a petty thieving
merchant and Alexander T. Stewart, founder of the largest dry-
good business of the time as well as owner of the New York
Theatre building.

The most vivid account in the play or the breeding of
criminals comes in Pearl's description of how Laura came to
be adopted. It is not so much in the following speech: "Stop!
said my mother. What are you doing? Trying to steal, said the
child. Don't you know that'it's wicked to do so? asked my fa=-
ther. No, said the girl, but it's dreadful to be }:m.ugry."z The
impact is stronger in the casually tossed line said earlier by
Pearl: "The usual crowd of children accosted them for alms."3
When Ray, shocked at the story, says: "Laura, an outcast--z
thief!" Pearl answers for Daly: "No, that is what she:might
have 'been."'ﬂr

The scene in the Tombs Police Court shows hew Daly
handled the meting out of justice in a number of cases before
Byke enters with Iaura to get the court to abet him in his
villainy.

In the script, Judge Bowling is immediately presented
in a sympathetic light. He was patterned, according to Joseph
Daly, after Judge Dowling, a personal friend. When the scene
opens, an officer is roughing up the people arrested and the
judge orders him to "treat those poor people decently."5 The
officer drags the first "defendant" to the judge and tells
him the boy was caught pickpocketing. The boy, Peter Rich,
makes no defense and is sentenced. Rafferdi, a comic Irish-

1 2

p. 17. P. 9. 3;p. 8 (my italics). 4p. 9. 5p.23.
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man pretending to be Italian, is next brought up to the dock.
4 petty, unscrupulons lawyer gets to him first, gouges him
for all the money he has, 50¢, and winsrhis client freedom
by amusing the judge. The %hird character brought before
the judge is Sam, a Negro accused of drunken behaviour.

How Daly handled the short episode with Sam not only
indicates Daly's feelings about law and order, but also his
view of the place of the black in American society. The two
questions were cornected then; that is, law-and-order meant
put-the-black-down, as it obliguely does even today.

Daly describes the character in the cast list as "a
colored citizen, ready for suffrage when it is ready for him."
Sam appears earlier in the play in Act I, Scene 2 (the coat-
room at Delmonico's) as coat attendant, boot black and gen-
eral menial. Sam is contrasted favorably in that scene with
the other characters who appear: Demilt, "one of the rising
Wall Street generation;" Windel, "his friend, 'sound on the
street';" and Ray, one of the New York "bloods." During the
short scene, Demilt reveals his plans to commit adultery with
Mrs. Van Dam. Ray has already revealed his cowardice as a
Union deserter and his weak character in the prior scene by
his wavering attitude toward Leura. On entering the coat room,
Demilt is rude and uncivil: "Sam! Where the dickens is that
darkey?" “Wheh-letters fall accidently from the pocket of his
coat being taken off by Sam, Ray called him stupid. Sem is
conscientious about his work. He utters only one complaint:
the inclement weather is bad for business. We next see him
in court on the drunk charge and are to infer that he picked
up the "vice" from the gentlemen at Delmonico's.

Splinter, the lawyer who amused the judge into letting
Bafferdi off free, takes Sam's pawn tickets as payment to re-
rresent him. He appeals that if Sam were'white the charges
would not be brought up and that since the Negro has gained
equality he should not be treated any differently than a white
man. The immediate response from the judge is a verdict of
ten days in jail. Sam protests, citing theiCivil Rights Bill
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and his status as "one of the Bureau niggers." He accuses
the court of corruption and delinquency and calls out for
Thaddeus Stevens as he is dragged out of court.

I+ is of more then casuzl interest that the charge
against Sam was "drunk and disorderly," both in the context
of the play and in the United States of 1867.

The villein Byke is intoxicated throughout the play
and, needless to say, disorderly is an understatement for his
conduct. He mekes his first entrance in fet I drunk; his con-
dition is commented on three times during the first scene.
After Byke leaves the courtroom, getting & favorable verdict
from the judge, we next see him on stage taking a flask out
and drinking as he plans his next foul deed. Daly must have
meant for his audience to infer even more than this contrast
between Sam and Byke. Impeachment investigations of President
Andrew Johnson had been initiated by Congress earlier in the
year. Two of the charges which prompted the proceedings were
drunkeness and disorderly conduct. Known as the "drunken tai-
lor," Johnson could be a frightening figure on the platform
when he was crossed. During a speech in the fall of 1866 in
Cleveland, he had been heckled by 2 spectator and piled in-
vective on the unseen men'in a steady flow. Daly mekes note
of this behaviour when he has Peachblossom say that, if she
were as good and pretty as Laura, she wouldn't be frightened
by anyone, not even the president. Thaddeus Stevens, a rad-
ical Republican, was one of the more vocal opponents of John-
son. Their major disagreement concerned the place of the free
Negro in American society. Johnson thought the blacks were an
inferior race which had shown less capacity for government
than any other race of people and he tried to halt the efforts
being made to integrate them into American society. These
efforts were best expressed by Stevens, who contended that
every man, no matter what his race or color, had an egual
right to justice, honesty and fair play with every other man.
Stevens wanted the law to secure these rights: “"The seme law,"
he once said in a typical speech on the subject, "which gives
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a verdict in a white man's favor should give a verdict in a
black man's favor on the same state of facts."

It would be helpful before going further to keep in
mind Daly's prfvate rather than his public opinion about the
Negro as expressed in his letters to Joseph from the South in
1864, using such terms for them as "black vermin." Either a
mejor conversion took place within the three years to justify
Daly's sympathetic portrait of Sam (reedless to say,played
by a white actor) or we must look elsewhere for an explanation.
Daly was very clear in his letters that he fook no sides dur-
ing the war and even boasted that he was welcome in both camps.
The explanation mey be an economic factor. Stevens had warned
that the Northerners would be "the perpetual vassals" of the
free trade South without Negro suffrage. Another radical,
Elizur Wright, was more specific: "I could easily convince
any man, who does not allow his prejudice to stand in the way
of his interests, that it will probably make a difference of
at least $1,000,000,000 in the development of the national
debt, whether we reconstruct ontthe basis of loyal black and
white votes, or on white votes exclusively."2 There are a
rumber of references to Daly's complaints about high texes,
not all delivered with the humor of the already-quoted com-
plaint by Bermudas.

If Under the Gaslight speaks out for Negro rights, it
shouts a cry for woman's suffrage. Snorkey only articulates
a point of view which the whole play demonstrates when he says
of Laura's bravery in freeing him from the menacing train:
eand these are the women who ain't to have a wro*i:e!“3 Giving
women the vote was a controversial subject raging at the time.
It had been sparked by the participation and bravery of women
in the war, principally as nurses.

Dely seems to have married a docile woman for her
money, but the women he loved and admired-—from his mother

1Qm.)'l:ed by Kenneth M. :Stamp, The Era of Reconstruction
(New York, 1965), pp. 96-7.

21pid. P, 43.
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to Avonia Jones and Ada Rehan-—were strong and independent
women who could defy society and hold their own. The roles
of the sexes seem reversed from the norm of nineteenth melo-
drama in Gaslight, reflecting Daly's admiration of strong
women. The only occasion given to Ray to perform an act of
hepoism is, oddly, not depicted. ILaura is thrown off the
dock by 0ld Judas and the scene ends with Ray leaping into
the water after her. A completed rescue would have shown him
as a hero, if Daly wanted to depict him as such; for all we
really know, Laura may have had to save him from drowning.
The major heroic action of the play, the railroad incident,
is performed by Laura, who not only wields an axe and chops
her way out of a locked door to untie Snorkey and take his
head off the track, but she is only "exhausted" by the effort,
not using the occasion to faint. Ray is a prisoner of society.
Laura doesn't hesitate to reject sociedy, go out on her own,
find new lodging and work. She sees through falsehoods, is
quick to understand a situation and capitalize on it. She
survives without self-pity--making a joke ofsher inability
to cook and being proud of her achievements in earning a sal-
ary--a characteristic she sheres with Snorkey.

To mention Snorkey is to lead into the next problem
of the times which Daly touched on: the returning veteran and
his place in society. We first see Snorkey working as a mes-
senger, barely eking out an existence, but ready for any kind
of work offered him. He is hungry, yet can joke about "taking
a light supper off a smali too‘tzl:l.piclt:."1 He remembers others
when he is offered food and drink. His arm had been cut off
during the war and yet his reference to it is in the form of
light humor. He remembers having seen Ray in the service on
the occasion when Ray decided to desert the Army and Snorkey
still understands why Ray left: "Real fighting wasn't funny,
you thought, and I began to think so too at Fred.ericks'burg."2
The obvious intent of thiszmement in the play is a criticism

2,6, 22, 6.
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of the government, which had not given the veterans a proper
mstering-out pay, help in rehabilitation or finding work.

A11 these issues are treated like newspaper headlines.
If one searches for more solid matter, one must turn to the
play as a whole and see how these issues, i.e., poverty, jus—
tice, equal rights, all meet at the railroad station at Shrews-
bury Bend. Consideration of the characters might suggest a2
pattern of thought. A clue was given by Daly to his readers
in the Courier article cited earlier:

Do you ever try to think who and what they were: the
homeless who desire no home; the happy, who never under-
stood the true meaning of the texm; the myriads of human
beings capable of good and desiring good, but working out
obscure ends in the obscurity which philanthropists and
missionaries never care to penetrate?

If you have done all these, you will understand why I
gave the Lost Tribes of New York form, voice and individ-
uality, and set them before their refined and gentle
brothers and sisters as subjects for contemplation.

The members of high society in the play—Mrs. Van Dam, whose
husband has lost his money, but continues to spend and not vay,
is the high priestess with Sue Earlie and Lizzie Liston described
as her echoes and Ed Demilt and Windel as their male counter-
parts--are compared to a devouring pack of Siberian wolves by
another member, Ray Trafford. Ray, himself, is characterized
as lazy, frigid, easily led and not really very bright; all

he seems to have in his favor is a yearly income of $60,000
and, one must assume, 2 modicum of good looks.2 The "under-
crust" is represented by Bermudas, whose main occupation seems
to be selling newspapers and getting ready to be a boxer, but

Taug. 17, 1867, p. 8.

2Daly's cheracterization of high society comes from
a novel, Delmonico, which was serialized in the Courier early
in 1866. Daly may have written it. He mentions the novel
and quotes a paragraph from it in the Merch 3, 1866 issue of
the Express in the literary notes on the front page. He called
it "a vehicle for photographing Society in New York as it ex-
ists (or is alleged to exist) in the present season of 1865-
1866." He quotes: "Lovely Mrs. Var Dam...gifted to attract
dangerous eyes...Happy in the 2ttention of many young men who
would not love her if there were no Mr. Van Dam.”
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who sells useless pins and polish, sheet music, plays the
banjo and dances, gets the good guys to Pearl's rescue on
time arnd helps capture Byke. He is allied with Snorkey and
Peachblossom, who are paired off by the end of the play. The
others on the lower scale of society are also sympathetically
represented and irclude the signal man, Peanuts, Sem, Peter
Rich and Rafferdi. The judge and tworpolice officers are de-
licately balanced. 0ld Judas and Byke and then Pearl and
Laura make up the rest of the cast.

Before the end of the play we learn that Pearl is the
daughter of 0ld Judas and that Laura is the real Cortland, the
two having been exchanged as infants by 0ld Judas. Laura, six
years later, is adopted by the Cortlands without their know-
ledge of her real birth. Should one really take this seriously?
Is it simply "birth will tell"™ and-Laura is the genetic heroine?
If this were the case, what do we meke of other blue-bloods
in the play, Ray and Mrs. Van Dam? We are led to believe from
the very first scene that Laura is born from the under-crust
of society--that is the strong impression we receive, nobility
having nothing to do with birth. The following quote from
Stevens might further clarify Daly's thinking for us: "Strip
a proud nobility of their bloated estates, reduce them to a
level with plain Republicans; sendithem forth to labor, and
teach their children to enter the workshops or handle the
p].ow."1 Stevens was talking about the Southern aristocracy;
but he states what Daly does to Laura in the play. He sends
her forth to labor in the streets until the age of six, then
once again in her adulthood. Might not that be the point,
that it is good for the blue-bloods to labor and to see life?
Pearl, who is the "base-born" of the two, has led the aristo-
cratic. life and her unhappiness during the play would tell us
that joy has little to do with birth, but more with having an
occupation and a purpose other than pleasure. Pearl must fall
into the camp of the high society idlers, rather than with that

TQuoted by Stemp, Era, p. 108.
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of Snorkey, Bermudas and Peachblossom, who find their hap-
piness in industry. At the very end of the play, Ray real-
izes what his past life has been and becomes despondent: "It
is always night for me." But Iaura immediately tells him
there is hope. There is hope in this play, not only for Ray,
but for Byke, who will emigrate to start a new life.

Why is Byke allowed to go free and 01d Judas to die
after a pang of conscience? The lagt time we see Old Judas
we hear her express:cconcern for Pearl and then, alone, regret
for her evi_'l.:"i begin to shiver. But it must be done or we
starve." From the moment Old Judas' death is announced to
the final curtain, Pearl remains silent. While Byke is a
frightening figure most of the time, he is equally witty and
clever—-using the law to abet him in his villainy being the
prime example. If he had turned his resources to good, he
would have had a great deal to contribute to society--if soc-
iety would have helped him. In the end, the new society formed
~—Snorkey, Peachblossom, Bermudas, Ray, Laura and Pearl--gives
him that chance.

If we want to use the train as the symbol of the old
society crashing in on the new, keeping it tied to the tracks
for its destructive purposes, we have a metaphor which can
hold the play together in its social, economic and political
implications. If we wish, we can infer one possible meaning
from this metaphor, that Daly believed the old society was
bent on destruction, that its wolfish ways would destroy it-
self as well as the sturdier members of the lower class unless
it was stopped by members of its own class, the only people
with the money and power o do so. A rew society must be
formed, one based on industry rather than inherited wealth
and name. These ideas formed quite a radical doctrine in 1867.

The views inherent in Under the Gaslight and the
methods Daly used to write and direct the work were the cul-
mination of thespersonal and professional observation and ex—

o 79.
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perience which began in 1860.

His feelings about life of course stemmed from child-
hood, but they were forcibly impressed on his mind as a Jjourn-
alist reporting the sharp contrast between a conspicuous dis-
play of wealth and an appalling poverty in the working class,
a poverty his family had escaped by stubborn hard work. Every
newspaper he had worked for (except the Times, where he wae
employed after completing the play) had catered to the work-
ing class and expressed a politically independent stance and
a radical viewpoint on most economic end social matters. The
folly of theuwar, for both Daly and his newspapers, was only
surpassed by the madness of reconstruction. ILife inkAmerica
was dangerously close to meeting the 10:30 p.m. down express
train.

The tools which he used to express these ideas were
also schooled in the press. Daly saw the changes taking
place in Western theatre almost nightly in New York City as
a critic. Whatever was beingkproduced in Germany, France and
England was duplicated in America with astonishing speed. His
taste was developed by observation, but his appetite was only
increased by the unfulfilling productions he had participated
in until Griffith Gaunt. After that production, he knew that
vhat he wanted was possible. Under the Gaslight satisfied
the possibilities, not by chance, but--in each step of the
way--by deliberate choice and execution.
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CHAPTER VII
CRITICAL THEORIES

In the tt nds upon th nds of words Augustin
Daly wrote for the five newspapers where he was employed
during the 1860s, one would hope but not expect direct state-
ments of a theoretical nature. After all, he was covering
not only plays but opera and concerts and wrote not only crit-
icism but fiction and general reportage. Yet, in fact, such
statements do exist; not in abundance, mostly in asides to
the productions he was reviewing. From these asides and sev-
eral "philosophical pieces" or "feuilletons," Daly's vision
of the theatre, his drametic theory, can be constructed.

It is important to restate that Daly considered the
script to be only one element of the theatrical experience
and most of his critical writing reflects a form of theatre
in which each part had its importance. As an introduction to
his theory, the following excerpt attempts to sum up a dis-
pute about what can be classified as high art ard includes
his views on management (producing and directing) as well as
on acting and playwrighting:

The authors who, by tact, discretion and invention,
present novel and ingenious productinms on any subject,
and the actors who give life-like representations of any
character, 21l maintain that their efforts illustrate
the highest reach of art.

While good critics positively assert that unless the
themes of the writer and the personations of the actor
are confined to the lofiest emotions of the soul or his-
toric existence, and the most remotely classic periods
and events, they are not entitled to be deemed creatiors
of High Art. This narrow idea must be false.

If the stage presents us=a picture of Antony address-
ing a mob over Caeser's remains, and a picture of Snooks
haranguing a mob at one of our social elections, the first
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of these productions will be called a specimen of high
art, and the latter will be condemned as a low bid for
popularity; and if the author gives us 2 tragedy on the
subject of Virginius, and a drame of everyday local life,
the first will be declared a high art creation, and the
latter a jumble of sensations, marufactured to suit an
assumed low state of public taste.

Yet the condemned plays may alike reach the true stan-
dard of art--faithfulness to nature--while the extolled
productions are at best but guesses at scenes, the truth-~
fulness of which can never be determired.

The_truth would seem to be that all art is lofty which
most nearly resembles what is natural and that there is
70 art where nature is imperfectly portrayed.

Judged by this standard, where are the stilted and
impossible declamations and allegories, fates, furies
and divine machinery of the classic tragedies, compared
with the easy flow of language, the netural ard varied
incidents in the local scenes of modern plays.!

One can sense that Daly here is feuding with another critic;
the guess could be accurate and the critic, no doubt, is Wil-
liam Winter, now (1867) safely perched on the:Iribune for the
rest of the century. Winter had attacked Under the Gaslight
as well as The Black Crook and other works which he deemed
bastard art forms. In an earlier article, responding to Win-
ter, Dely had defended The:Black Crook and added: "Theatrical
performances aim, and ought to aim, at the amusement of the
public, not at an inflexible conformity to certain arbitrary
theories of what is 'legitimate drama. 2

From his very first feuilleton in the Courier in 1860
4o his last piece of the decade in the Times, Daly presented
himself as the champion of nature and the foe of tradition.
These two words, "nature" and "tradition,":; are the keynotes
to his critical writing. That which adhered to nature was
good; that which blindly followed tradition was bad. If his
earlier pieces were vague in definition, they became less so
during the Civil Wer and, after the conflict, they became as
specific as they had been loose.

Just what did Daly mean by "nature?" Was theatre to

1gitizen, Aug: 24, 1867, p. 8.
Citizen, Aug.. 17,.1867, p:-1%
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be a slice of life, a photograph in motion? No, this is not
what Daly meant at all. He quoted Shakespeare's definition
and appended it for his own when he stated: "The end and aim
of stage representation is 'to hold as it were the mirror up
to nature.' No play constructed on another principle can live."‘l
Theatre was then an illusion of reality, not reality itself.
A play that was a false illusion, one that distorted the image
of reality too much, was doomed: "Fine scenery, dashing
dresses, slang 'humor' and fast talk, may lend it attractive-
ness for a brief time, and to a limited class of people, but
it cannot endure...As no architectural decoration can make a
house substantial which is built of bad materials, so no skill
of actors can give strength or vitality to a2 drama which is
built of bad stuff."2

"Pradition" was responsible for a good deal of the
"bad stuff" and the conventions of the stage had become so
rigid through constant repetition that, he said, it would
take a revolution to dislodge them. Daly welcomed the rev-
olution. "In nearly 21l plays of any pretension to merit,
and in every drama of inferior order, there are to be actions
and incidents which are strained, artificial and commonplace;
a succession of unnatural phrases that the dramatist employs
in fault of ability to give a correct idea of human manners."
The "unnatural" was so commonplace on the stage that writers
and artists no longer questioned-them, but observed them with
respect. In playwriting, three conventions which he cited
were "The Start! The Aside! and The Sudden Pain!" His meny
examples of the three are fun, but a brief selection from
each will entertain and elucidate his complaint:

Have you seen a romantic drama in which the high-
born Lady Percy is introduced at a ball to the Unknown
--who is no other than her long abandoned husband?

1E_xw, May 27, 1867, p. 4.
2pimes, May 22, 1867, p. 5.
Citizen, Aug. 10, 1867, p. 8.
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“Allow me," says Lord Percy (her second husband) "to
present to your ladyship the distinguished traveler, Sir
Crumpled Horn!"™
Ledy P. (with a start)--"Great Heavens!"
Sir C.H. (with a start)--"'Tis she!"
Lord P. (with a sbart)--"Ha! They know each other!"

Sir Rogers (regarding the child for a moment, then
aside)=--"Her very i 1

Or take the right royal "go to" style of acting, such
as: “Prince Edward (eyeing the fearless hero, then aside)
~="The rascal's boldness pleases me!"

Deceived Wife--"You say you saw my husband?"

Faithful Domestic—-"Yes, ma'm—-walking on the cliff
with Lady Lyle."

Deceived Wife—-"Ah!" (staggers.)

Faithful Damestic—"You are ill! You are faint! I will
call for help!"

Deceived Wife--"No, no! 'Tis an old complaint--z Sud-
den Pain; 'tis gone!"™ (Aside), "Oh, Henry, Henry, etc.

In actual life it is probably that the Deceived Wife
would have hurried after her gay deceiver and inflicted
the Sudden Pain on him, instead of enjoying it herself.
But in plays there must be Agony, and it is a popular
idea that the choicest kind of that material is produced
by smothered grief.l

The actors were as bad as the playwrights, exaggerating the
absurdities instead of trying to make them lifelike.

The bulk of Daly's criticism centered about the art
of acting, or rather, the lack of that art, "the slovenly
manner in which native actors prepare to represent characters
wherein the public expect to see nature photographed, and not
roughly sketched..“2 His early complaints were against the
personality actor who played himself, rather than the character
he was supposed to portray. If the actor had whiskers, each
character he portrayed would have whiskers. If an actress was
praised for her dialect or beauty, each character she essayed
would have the same dialect and the same beauty. The whiskers
would remain even if the actor were portraying a boy and the
beauty would shine through the role of a hag. Writing in
March 1863 after his debut with Leah, Daly likened this sit-
uation with a plague that had reached epidemic proportion.

2

T1bia. 2Courier, March 15, 1863, p. 5.
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He then explained:

The Nature we are given on our stage, however, is
merely the nature of the actor or actress who stalks
before us.

If they have been praised for their Force, in 2
forcible part, they will disjoint a2 sentimental part
to retain thaet estimable quality. If they have been
lauded for peculiar Piguancy, they will afterwards
burlesque tragedy. If for Elegance, they will after-
wards blunt the edge of passion. If for Beauty, they
will meke Apollos and Venuses of Tyrants and Hags. If
for Grace, they will limp becomingly for you in every-
thing they do...

And 211 to preserve what, perhaps, they are aware
is their only recommendation.

I am not disposed always to attribute this to too
much vanity, but to a lack of Semse. A Sensible actor
never seeks any end but identification with his pert,
and is content to have the public recognize him in each
new character by his genius alone.

The feult emong us...is the went of study and pre-
paration. Your grace sir, and your beauty madame, as
your moralists have told you--must soon pass away. It
is better to write yourselves down for Posterity not as
the Elegant, the Beautiful, the Stern, or the Comic,
but as the clever embodiment of these creations of the
Dramatist which were made for you to illustrate and not
to illustrate you.!

Daly consistently lamented the lack of a school of acting, an
academy in which the art could be exemined and studied. With-
out such a school, the successful actors looked at life about
them and attempted to duplicate that life on stage, while the
unsuccessful actor looked to other actors and imitated their
means of portraying emotions. It was the latter, of course,
the traditional actor, who had to be schooled and tradition
itself overthrown before the new age of theatre could blossom.
The traditional use of gestures and interpretations of certain
types of roles was as deadly to nidentification" as the act-
ors who played themselves or that portion of themselves which
they thought would please a public. The traditional method
had become so ingrained in the theatre of the time that it
was looked upon as an inevitable evil perpetuated primarily

1Ipig.
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by actors of the stock companies. The great actors freed
themselves from.what he called their fetters, while the en-
slaved actors were no more than puppets doomed to 2 senseless
and lifeless role re-enacting another age. Daly gave several
detailed examples of what this breed of actors had been doing
on the stage. His accourt is sc vivid, it brings that aspect
of the nineteenth century theatre to immediate life and throws
into relief the magnitude of his own efforts to change it:

Take, for instance, the actor who has beer enslaved
for years in the hands of custom; Let us look at him as
he appears in the character of Sir Suttel Fawn
and mekes his treacherous overtures to the young (and
high-minded) Percy Arlington--"A-zh! Percy! a-ah-come
hither-~I a-ah have a word to say!" and the traditional
Sir Suttel advances hesitatingly (traditional steps)——and
looks at his fingernails——then glances at Percy smilingly,
and then at his fingernails again.-—Again, let us look in
upon the same actor as he personates Mr. Fopley Fop—a
fashionable exquisite. He wears a traditional wig of curly
light hair, and traditional gloves of bold yellow. He
walks with the traditional swagger, with short steps taken
very wide apart, ( estive of a brace between his legs
keeping them asunder, ;—He holds his head so high that it
falls over his shoulder, and he says from his stomach:—-
"Aw!-~yaws! Box jauve!" When our traditional friend plays
Harry Halfheart, the hero of light comedy, he puts his
hands in his pockets, rocks up.and down on his toes, stands
withthis legs stretched two feet apart near the footlights,
combs all his hair on to the top of his skull and drops
it over one eye, makes love by winking an eye at the aud-
ience and one at the lady, and never hurries no matter what
the haste of the scene may require--But more traditional
than ever is our traditional friend in the character of
Sir Gouty Gruff--the comedy father as guardian. See how
traditional is his spasmodic steps as he gets over about
two inches at each pace and is an imitation of no natural
human walk. Behold his distended paunch, belying the phy-
siological certainty that bad temper decreases corpulency!
Witness his guttural exclamations, his boisterous tongue,
which roars in a drawing room as if it were on a deck,
which bawls at friend, foe and daughter alike! IListen to
his multitudinous damns and his legion of devils! The
traditional actor in the part of "a polished villain" is
indeed traditional. The "studied" ease of the fashionable
monster is depicted by an habitual shake of the entire
frame while walking, a swinging of the eye~glass with the
elbow crooked constrainedly into the ribs, raised eyebrows
and shrugged shoulders. But our traditional friend in the
character of Peter Plumbago, the first comic man in the
glorious farce, reaches the height of triumph. Not a step
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not a sound, but what is the echo of what hundreds of
comic men, in similar glorious dramatic works, have said
and done before. He blows out his cheeks to express rage;
he steps back, lifting one foot like a sprained horse, to
express terror; he wears large patterns in clothes, always
pretends that his breaches are too tight to permit him to
sit in them; opers his mouth wide enough to swallow an ap-
ple to express astonishment; keeps the lady on the scene
waiting in embarassed suspense, while he pretends to be
at a loss where to put his hat; slaps every person, except,
for a wonder, the ladies, in the back; evinces his suspi-
cions as to what Old Dobbs was saying to That Pretty Girl
by poking Old Dobbs in the side. He always holds a stage
baby as if had never seen 2 natural one, and, after bear-
ing it a few minutes, runs about the stage in great ap-
parent distress, trying to get rid of it; gets drunk in
exactly two minutes aféer drinking colored water out of
a small wine glass; when drunk runs after the waiting maid,
mekes love to the married ladies, and staggers up and down
before the footlights; gets sober in a2 second, when the
farce comes to a close and steps down to the front, hopes
"our kind friends before us will," et?., ete.

211 threadbare, stale and stupid!

What a marvelous study Daly has left for 2 modern actor wish-
ing to burlesque such roles!

The above represents one extreme of what was happen-—
ing in the theatre during the decade of the 1860s, which re-
flected the major transitions taking place in almost every
facet of American life. The actors and playwrights enbalmed
in tradition were no more reprehensible to Daly than those
who leaped helter-skelter at any novelty or fad and used it
in the theatre for its own sake, for mere sensationalism. It
was not the actors and playwrights so much who were guilty,
but the manager-producers who were lured more by cash receipts
than by art. Daly did not object to the novelties such as
circus features and what was then considered nudity, but to
the exploitation:of these features:

The managers of our first class theatres have always had
a hankering, as they say in Vermont, for circus features
——and they have introduced horses and donkeys into their
pieces, upor the most absurd excuses--while a fair scene
or merry-making never failed to provide the engagement
of:half a dozen gymnasts.2

Sun, March 11, 1867, p.4. 2Sun, Jem. 16, 1867, D.4.
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His sallies against the "skirtless ballet" or "drema en dis-
habille" or "the naked plays," as he called them a2t various
times, were not against the nudity itself. After all, "the
exhibition of women's limbs" was "the most profitable thea-
trical business of the period,™ he wrote in his summation of
the theatre during 1866.' It was only when the ballet was
introduced without any effort to integrate it into the work
that he objected. Vulgar language also did not disturb him
—he wrote out the word "darm" in his columns. Again, it was
the use of language for shock value ornly to which he objected,
as his review of Chloroform; or New York in 1967, a burlesque
of life one huddred years later, might indicate: "Occasionally
the dialogue goes beyord the limits of modesty. However, a
public which is not 'shocked' at indelicacy of dress upon the
stage will not we suppose, be squeamish about a little free-
dom of speec] ."2

There seems to be a contradiction in Daly's defense
and attack ofvsensational melodrama; these seemirg contradic-
tions disappear if one remembers that it is the excess .and not
the form being rebuked. Nature and tradition are still the ruler
with which he measured the theatre of his time. As with any
2esthetic guide, definitions tend to be persoral with the user.
To what degree Daly meant for the theatre to reflect nature
and divorce itself from tradition is partially ascertained by
his non-theatrical life. Dely was a political centrist and a
moderate in almost all his personal endeavors. He was very
careful in his reviews of specific productions to state the
degree of reality needed to give a performance or production
artistic validity. His review of E.L. Davenport in St. Mare
at the Olympic Theatre stated: "There is heart and soul in his
part, and'to each, like a2 true artist, holding the mirror of
nature, he gives full play." Of Kate Hewton in the same play,
he wrote that her performance "would be improved if she would
throw a little—only a little—-—more feeling into the emotional

'Sun, Dec. 31, 1866, p.4. 2Suny Jan. 4, 1867, p.4.
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passages-—-so as to enable one to forget the actress, at
times, in the soldier's wlv:i_‘fe.“1 Davenport gave the exact
emount called for in the part--enough so that one could at
times forget one was in the theatre, but not so much that
the theatre itself was ignored. His most specific and detailed
piece on the subject of realism followed a performance he saw
at Wallack's Theatre of It's Never Too Late To Mend. He men-
tioned in his review that there were "real gems of stage il-
lusion" in the production: ™A real pump and real water--a real
horse eating real hay--and a real dog staring at everything
about him with real surprise--a real prison with real prison
discipline--and a real cascade of water--these are the novel-
ties presen‘bed."2 He was disturbed by.the production. After
some reflection, two weeks later, he sat down and wrote a rather
lengthy essay on the subject and headlined it, "The Vincent
Crummles Drama." It is his most important theoretical piece of
the period. (More than a year later, he would reprint portions
of it in the Times.) It is worth quoting in full:

There seems to be a growing tendency on the part of
theatrical managers to introduce into the mimic scenes
presented at their theatres certain Realities, which in
our judgement, might be dispensed with. Tkat this pro-
pensity has never been foreign to the managerial dispo-
sition, we may gather from the satirical notice it at-
tracted from Dickens in "Nicholas Nickleby," wherein the
Real Pump and Wash Tub of Mr. Crummles forms a theme for
quiet but caustic hits at the folly of players who think
that the more.of:common every-day life they present on
the stage, the more delighted the audiences will be. It
was always a favorite trick of the Bowery managers to pro-
duce an actual donkey in any piece that would permit it,
and the Broadway managers, deeming=the standard of thea-
trical taste to be the same in all parts of the city, are
now enthusiastically following the original lead Maggie
Mitchell, in "Fanchon," first hazarded a real chicken,
which tied to a string, flopped about the stage, until,
obedient to the guiding hand, it fluttered on the clock
in the cornmer; then, in another piece, she exhibited a

largeccollection of live fowl, in order to make the aud-
ience realize the truthfulness of her delineation of a

1:.‘52ress, Jan. 16, 1866, p. 2.
%Bxpress, May 8, 1866, p. 2.
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poultry-dealer. Then Mr. Wallack in "Never Too Iate To
Mend," brings out a real pony which munches real hay at

a reel rock, a real dog which crouches in a corner, and
half a dozen real pigeons, which appear to be perching

on the roofs and caves of out-buildings, but which, being
cruelly tethered by the leg to a2 fixed spot, flutter about
occasionally in an agony which is only too real indeed.
Then Mr. Wheatley in "Belphegor" exhibits a real horse and
cart, for no other purpose than to show that such an ani-
mal, and such a conveyance may be had for money.--(Reality
has gone so far at the Olympic that two of the characters
in "David Copperfield" come upon the sta§e in naked feet,
and with their legs naked to the thighs!)

This mixture of the real and the unreal on the theatri-
cal scene is degrading to art and only serves to confuse
the people instead of pleasing them.

We know that the houses orn the stage are only painted
cloths, the golden goblets are gilded paste-board, and
the sorrows and tears and passions and merriment are only
false and simulated counterfeits! Why then are the real
dog, arnd the real chicken introduced?

Is it to persuade us that all the other items of the
scene are real?

To our mind:since the art of acting is to make what
is not actual seem so, it would be more artistic to carry
out the effort in all particulars and try and meke coun=—
terfeits of nature appear like the reality. At best the
sensation produced in any audience by these Real Intro-
ductions, is only that of surprise, and the genuine feel-
ing is that they are designed for practical jokes.

No pleasure certainly is experienced by a sensible
man in beholding an unwilling brute tortured before glar-
ing footlights in pursuance of this new theatrical idea.
217 dumb creatures have their alloted part to perform in
life, and Heaven nows that they do it willingly enough,
Without being degraded——(and it is degradation)-—-for the
slight amusement of mankind whose will they obey so im-
plicitly, whose power they acknowledge, and whose merey
and ‘iove they piteously solicit. The Christian slaves who
were forced to perform for their pagan masters in the am-
phitheatre were not a bit more cruelly used than the dumb
animals who are thus led out to raise a laugh or a ges-
ture of surprise from us!

The objections we urge.to this growing practice do
not exist to such an extent in those performances wherein
the dumb creation have some allotted duty to perform in
which extraordinary sagacity and the fruits of long tui-
tion are exhibited——(though these latter may not be al-
together commendable) but what we think deserving of spec-
ial reprobation is the mere introduction of a horse-~be-
cause it is a live horse, or a chicken because it is a
real chicken.

For in such cases we hold it to be in keeping with the
theory of theatrical representation to produce cunninrgly

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



157

contrived imitation of the original-—-so that we should
have to admire both in:the actirng and the accessories of
the scene the same ingenious counterfeit.

We know of course that in_any play which professes to
give an idea of prison life, the public would be loathe
to see the introduction of real convicts who should.have
to.suffer tortures in the sight of the audience! TYet, why
not that reality--if the real horse ard the real bird?

And it would be as monstrous to replace the blunt dagger
and the sirmulated wound by the real weapon and the deadly
thrust, as it.

Indeed theatrical ers ought to-:consider that in
this march of improvement i?) they must stop somewhere and
that the best proof that their effort is.futile and rid-
iculous is to be found in the fact that it can never cul-
minate in a legitimate way, i.e. in a scene wholly real!

Therefore, since this new and reprehensible rractice
mest be confined to the lowest realities of Nature, it
ought to be discontinued altogether.

Theatrical clouds must always be rmuslim and flights
to heaven always be accompliskeéd by rope arnd pulleys.

The pleasures a theatrical manager feels when the
mimicry of his stage is hailed as life-like, is far more
genuine and deservedly so, than it is at the silly laugh
induced by the appearance of the terrified horse, the
shamefaced dog.

The character of recent plays and the success of the
age is to abhor any ideality intthe drama itself. Blank
verse or rhythmic prose in being adverse to the realistic
spirit of the day, and strongly indicative of "boredom,"
would appear to be especially distasteful to managerial
ears and the popular palate, save when recommended by a
time~honored name. And yet it is not improbable that, if
a series of strong stirring incidents were contrived, metre
might also be accepted as a chip in the porridge..if no
attempt is made to restore the tragic kings and gueens
of former time, it is not impossible that the "sensatioral
melodrama® may sublime itself to be tragedy in a country
where dramatic forms are not strictly prescribed.

Daly has carefully defined his aesthetics here--the creation
of a lifelike art and the elimination of 21l that calls at-
tention to itself and away from the thematic statemernt of the
production. His phrase in the last paragraph, "that the 'sen-
sational melodrama' may sublime itself to be tragedy,® should
should be underlined. It sets up Daly's artistic goal. EHe
aimed for the creation of a new form from the popular theatre

1mress, May 23, 1866, p. 2.
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--a form more suitable to his time and place. It is a goal
that our best theatre people have had, sanctioned in our time
by such a critic as Eric Bentley in Life of the Drama, 1964.

Having examined Daly's general principles, statements
stemming--but still separated——fromihis writing on specific
performances and specific advice on how to realize these prin-
ciples, we must now look at their application to playwrights,
actors and, most importantly, managers or directors. This
application of theory to the practice of others should even
more clearly define Daly's ideas.

Daly's favorite playwrights included Douglas Jerrold,
Tom Robertson and Dion Boucicault--all English. He thought
the French playwrights were too immoral and the Germen drem-
atists too dull; though the works of both nationalities were
highly suitable for adaptation.

During a revival of Jerrold's Black-Eyed Susan, Daly
took the occasion to compare the acting version with the or-
iginal work, written in 1829. All but onerrole hdd been whit-
tled down to meke it a star vehicle for the actor playing Wil-
liam, the sailor-hero. Daly objected to the severe cuts as
w21l as to the metive for them. Plays that were tailored for
stars ceased to present either a diversified world or a uni-
fied work of art. The audience became engaged in the actor's
technique and the brilliance of the playing rather than in
what was being played. Daly wrote that the stars who played
the role of William "slaughtered Jerrold and deprived the pub-
lic of the enjoyment of the whole play" and that if the script
were restored, "it would put money into the purse of a manager."1

Wallack's Theatre probably had the orly company in New
York during the mid-1860s capable of producing the plays of
T.W. Robertson. Society, OQurs and Caste were:put before the
New York public there within months efter the Bancrofts had
produced them in Iondon. Robertson's next two plays, Play (1868)
and Dreams (1869) would be the first two productions of Daly's

oourier, Feb. 18, 1866, p. 4.
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Fifth Avenue Theatre in 1869. (The first season would also in-
clude a revival of Caste,) In a review of Caste, Daly praised
the dialogue, "raised to the dignity of epigram...most agree-
able to listern to," and its excellent characterizations, plot
construction and believability—-"spiced with just enough of
romantic adventure to please the fancy of our extremely lit-
eral public, without taxing their c::edul:l.ty'."1 There were
two other points which Daly foundccommendable, Yits freedom
from conventionality" (by which Daly meant the incidents were
fresh observations from life rather than from other plays) and,
"not the smallest of the meny merits of the piece is the skill
with which the author, without the least attempt at sermoniz-
ing, has worked out the moral of his story."2 Daly's reflec~
tions on Caste led him to a definition of its genre:

The object of true comedy being not only to illustrate
the manners, but to expose to censure and ridicule the
vices and follies of mankind, the inchlcation of a sound
moral is a matter of greater importance than any other
description of dramatic composition.3

Daly continually commented on the need for the theatre to
present strong moral viewpoints without being dull. One of
the mary faults he found with the Bowery theatres was that
they attracted an audience of "eager faces of young and im-
pressionable boys...who greedily listen to and lustily ap-
laud" which needed "better mental food...than they get."4

Daly considered Dion Boucicault the major English
playwright of the prior decade. In the’'plays written after.:
Colleen Bawn (1860), Daly felt that Boucicault had ceased to
take his craft seriously, that he was repeating himself to a
good extent. Only Arrah-na-Pogue (1865) had merit:

As a panorama of Irish characters, of some Irish
habits, and of Irish inciderts, "Arrah na Pogue" is an
eminent success. The struggle to make a different but

Toitizen, Aug. 10, 1867, . 8.
2pines, Aug. 6, 1867, D. 5.
Times, Aug. 22, 1867, p. 5.
45un, Feb. 18, 1867, p. 4.
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as good a play as the "Coleen Bawn" is, however, pain-
fully evident...
In preserving the unity of "time" Boucicault tri-
umphs to a degree, in this piece, which must delight
the ghosts of those ancient Grecian dramatists...in a
sensation melodrama, this is a wonderful accomplishment.
...he has strung incidents enough together to make
an exciting piece, and crammed variety enough in it to
meke a successful play, and probably that is 21l he cared
for. Long occupation of the temple of fame has made abode
in it n<1> novelty, arnd further residence there no desire
to him.

Daly felt the play would succeed (ard it did) because of its
music, scenery, dancing and crowd sceres as well as its pic-
ture>6f Ireland. He had rothing but disdain for two other
plays by Boucicault, How She Loves Him (1864) and FlyingiScud
(1867). Of the earlier play, Daly wrote that if Wallack's
Theatre had rnot mangled the script, since the author was not
present at rehearsal, then it was the worst play he had seen
by ‘en experierced dramatist:

There is a deplorable want of anything like art in
the construction of the play. Nore of the characters
act like natural beings. There is rot a single incid-
ent in it which could have occurred irn real life, and,
as a necessary conseguence, none of the actors knew how
to represent theiriparts naturally...

The audience were continuelly bothered by seeing - -
the éramatis personae perform actions without a cause.
No rule of probability, nor of possibility even, governs
the comings and goings of the characters...

Of course the piece is expected to survive all the
defects of formation by the wit of the dialogue. The wit
is not always of the best or cleanest sort...The only
peculiarity of Vacil is that he stutters. Yes, this
disgusting defect is introduced to create a laugh, and
render the hero of the piece acceptable.2

By the time Daly reviewed Flying Scud, he had little patience
with Boucicault and rejected the play as, "the kind of piece
which a reckless author would put before an audience of whose
intelligence he had doub1:s.“3 Pasteboard horses racing and
jockeys dancing to a hornpipe were the two novelties for which

2zpress, July 13, 1865, p. 3.
Zg" ress, Dec. 13, 1864, p. 2.
3T:'.mes, April 29, 1867, p. 5.
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the play had been written and were its only recommendation,
he added.
Daly maintained that the artists of the theatre should
never condescend to their audience:

Mr. Brougham has written some of the best comedies
ever seen in our times; but he has never produced a melo-
drama that will be remembered.
He seems to have bestowed extraordi peins upon the
former, and to have scribbled off the latter class of
plays as though he deemed it wholly bereath his dignity.
Fow this thing is certain: that whatever is worth
showing the public, is worth cere and labor in composition.!

Daly had no use for critics or artists who looked with disdain
at melodrama as a valid theatrical form. It has already been
noted that he thought a rative tragedy could grow out of melo-
drema. In reviewing a play at Wallack's Theatre, Pauline, he
amplified this view:

It is the crimes and mysteries of life that stir the
depths of humar character and bring into play all the
passions, and if plays and stories turning with strong
interest upon incidents of crime are to be put down as

"gsensational," let us bury Shakespeare at once, and burn
half the romances in our language.2

In this same review, though, Daly found serious defects of
structure and sentiment in therplay under discussion: "The
story of the heroine's living burial by her husband and his
bethrothal within a few months with her relative, is improb-
able even to the verge of impossibility, and thermorality of
the piece is more than questionable...”

One of the many reasons Daly was so successful as a
theatrical producer was that he maintained a code of ethies
in his plays. He could serve up controversial subjects but
he seldom was more than a helf-step ahead of the morality of
his times. Mothers could feel safe in bringing their children
to his theatre. If Pauline's morality was questionable, that
of Victor'Hugo's Angelo was an "apotheosis of Illicit I.ove."3

Toitigen, Aug. 31, 1867, p. 8.
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Hugo was guilty of excessive sentimentality and dangerous in
that he "flattered the courtesans of his native land" but not
its "virtuous cl:smes."1 Adelaide Ristori, who played the cour-
tesan, gave Daly the impression that she was embarassed by the
role. He found it awkward to praise her, considering her rep-
ertoire, especially when she played the "repulsiveness of the
appalling pasgéions of that dreadful heroine,* Med.ea.2 Another
pley in which Daly found the morality questionable was The Child
Stealer by Charles Gaylor in which 2 mother pretends to be
drunk in order to save her child's lover. It was apparently
the first time a New York audience had seen "a tipsy woman"
on the stage, even though the act was simulated. YThe incid-
ent however painful is nevertheless netural and unforced, and
has the merit of novelty,"3 Daly concluded.

Some other flaws he fourd in playwriting were verbos-
ity and lack ofccomic relief. Maggie Mitchell's famous ve-
hicle, Fanchon, was far too long a piece: "The characters all
preach too much. Iife is too short for us to listen to the
long discourses they indulge in." Aproduction of Marie An-
toinette was also too long, but the "fatal defect"™ in it was
"that it makes no allowance for the good or bad habit that an
American audience has of looking for something on which to feed
its appetite for the :a.'z)su:rd.“5 He went on to theorize that
even Shakespeare did not disdain the use of a fool "to break
the chain of crime and terror in his plays."

There were two other plays which drew from Daly sig-
rificent statements toward a theory of the drama: Rosedale
by Lester Wallack and his.own work, Under the Gaslight.

Rosedale first opened on September 30, 1863, running
for 125 performances. Daly's review.of that production has

1E_x_gress, May 7, 1867, p. 2.
2pimes, May 18, 1867, D. 4.
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not survived. The play was revived on March 9, 1868, with
Rose Eytinge in the cast. What Daly praised in this revival
were the transitions of mood, the exciting climaxes that were
not dependert on stage effects, and mostly that “"every char-
acter is prominent on the scene at some time or other...it is
thoroughly a 'character play."‘1 In his later notices of
this revival's run, he commented on how at least half the aud-
ience had seen the play already and were enjoying it as much
a second or third time. Daly was later to claim that_Rosedale
had the strongest effect on him as a playwright and that its
dramaturgy irspired his workx on Under the Gaslight.

Daly signed his own name to his cclumns in the Citizen
and spoke directly to his readers about Geslight, which ke
compared to a fine meal. He wrote that if he were able to
praise it under an assumed name he would have singled out
these ingredients: "Characters strongly drawn--highly colored
—hand of a master--fund of genuine humor--mine of invention
--neat dialogue~-attic sa.].’t:!“2 These tight phrases reveal
Daly's intentions as a drematist. He meant for the characters
in Gaslight to be as fully drawn as in Rosedale, rather than
as props for a star vehicle. By "highly colored" he meant to
create an effect of reality or lifelikeness from the use of
concrete dialogue, dialect and vivid actions. "Hand of a2 mas-
ter" may have been wishful joking, but it does indicate that
he aimed at a serious work, probably a "modern" tragedy "sub-
limed" from sensational melodrama. He wanted his humor to
grow-out of character and situation, his incidents to come
from imagination rather than conventior, his dialogue not only
terse, but tasteful and clear and all this seasoned with Attic
salt or delicate wit.

. Daly wrote from personal experience when he criticized
other playwrights; his acting experience, however, was limited

Tnimes, March 10, 1868, p. 4.
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to the two roles he had Played in his youth. When he crit-
icized actors, he ceased being the "cook" but became the
"gourmet," to contirue his own metaphor. His taste was cul-
tivated during a true golden age of acting in America. If
there were few playwrights of note during the 1860s, their
lack was more than compensated for by the many fine performers.
Edwin Forrest and Edwin Booth were the major stars of the cen-
tury. Daly admired them, but his interest was engaged else-
where. They did not f£it into his polemic. He was out to des-
troy tradition and make way for a more natural theatre, a con-
centration on the life of the play rather than the actor. The
actors who best fulfilled his defense of a new theatre were
Joseph Jefferson and Rose Eytinge.

While there was no real love for Forrest and Booth,
there was admiration. "It is a great merit of Mr. Forrest's
later acting that:it takes cognizance not only of the sterner
and more tempestuous but of the fonder and more tender ezno‘l:j.ons,"1
he wrote in one review of 1867 and then a week later noted: "It
is one of the marvels of the time that this actor should suc-
ceed so well."2 Daly appreciated Forrest's originality, but
had difficulty in defining it. Commenting on Forrest's style
in 1868, Daly wrote: "In the desire, probably, to feel that
he may make others feel, he pauses on his words too long, and
the result is that he seems to act on the theory that all per-
sons who speak under strong emotion speak very slowly, or, to
be plain, ci.z-aw:l.!"3 Daly used the same yardstick to measure
Booth: "His voice, although sorely tried, is still soft, pli-
able and persuasive. Without disturbing the steady march of
the lines, he gives to the poetry a personal interest."4 Booth
was the greatest Shakesperian actor irn the world for Daly. He
appreciated the melodramatic qualities of Booth's Shylock, "sar-

1%, Sept. 3, 1867, p. 5.
%pines, Sept. 9, 1867, p. 5.
Spimes, Oct. 30, 1868, p. 7.
“Dimes, April 20, 1869, p. 4.
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donic, malignant--utterly unworthy of pi‘l:y.“1 In other Shakes-
perian roles, though, Booth did not present "a distinct, well-
defined form or type of an :'Ld.ios;y'nc‘.rasy."2 He defined his
acting as "essentially pictorial, not plastic."3

Forrest and Booth were virtuoso artists and their
style, even at its best, depended on the peculiar personality
of the actor himself. Such a style was inferior to the
method of realism which Daly found in the acting of Joseph
Jefferson. While a good number of actors drew praise from
Daly, Jefferson attracted the most enthusiasm. Daly's review
of a revival of The Cricket on the Hearth in 1866 suggests
theprinciple of the fourth wall:

It is produced now, principally to give Mr. Jeseph Jef-
fersorn an opportunity of reconquering the admiration
which years ago he won in the character of the Little
Toymaker. This is one of those impersonations that drive
the theatre entirely out of view, and impress the lookers-
on with the notion that they are invading, with too cur-
ious eyes, the sancitity of some private home. From Jeffer-
son's first entrance, with his odd, short, half-run, he
realized the little meagre, thoughtful, dingy-faced man,
with the dreamy wandering eye that was always projecting
itself into some other time and place, no matter what he
said. There does not seem to be a solitary effort made
for the unusual effect by the actor, and the triumph he
accomplishes is the triumph that simple truth always con-
quers. While the touches of pathos in Jefferson's tones
strike on the heart like a knocker and summon sympathy 6
the threshold, there is not a semblance of that mawkish
sentimentality with which others have invested their voice
in the hope to catch a stray tear or two.

.‘.}.such a performance as he gives is not often to be
seen.

Dely's description of the audience at an earlier performance,
one of Our American Cousin, reveals that he was not alone in
his love and appreciation of Jefferson:

The revival of the comedy called together last night
one of those touch-and-go audiences (so hard now to find,

sun, Jan. 30, 1867, p. 2.
2pimes, April 20, 1867, p. 2.
Tbid.

“Sun, Oct. 19, 1866, p. 4.
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so splendid when found), which blagze into roars of laugh-
ter at the gentle friction of a joke. Breaking into a
conflagration of mirth over the illusion to "Jarsey light-
nring," and when Asa suppressed Lord Dundreary's hair dye,
with the knowledge that it would "turn red tomorrow."

The people in the theatre fairly flamed with extasy when
"our cousin" 1lit his cigar with the will that gave him
$100,000, but would have beggared the girl he loved.l

The following season, Jefferson opened with his familiar pro-
duction of Rip Van Wirkle. Daly took advantage of the famil-
jarity to comment on Jefferson's growth as an acior since he
had made his debut on Broadway, as New York professional thea-—
tre even then was called:

He was an actor then whose force lay in exciting the
risibilities of mankind to an uncommon degree. Since that
time he has shown that he possesses a far worthier and
greater power--that of moving the bsholder to tears as well
as laughter. In the "Quack Doctor," "Digory" and his wide
range of burlesque parts he is comic without the suspicion
of being pathetic. In Caieb Piummer he is pathetic with-
out giving a hint of his humorous ability. In Rip Van
Winkle he evinces all his abilities and sounds the gamut
of all quiet and natural emotions. He is no doubt the
best comedian America has yet produeced...His face and body
were formed to inspire mirth, and this lernds additional
force to his rendering of pathetic parts. In Rip, for ex-
ample, the smile excited by his scarecrow figure actually
forces more quickly the tear we bestow on his misery. That
subtle union between the emotions of pleasure and of grief
...There is always in true delight a mixture of sadness;
both feelings have a common source, and one cannot flow
forth without permitting in some degree,the escape of the
other. It is impossible also not to be struck with the
fluency andiunconventional character of Mr. Jefferson's
acting, and the intimate familiarity with his dialogue
which-heddisplays...in acting, the first object to be ach-
jeved is a thorough knowledge of the words. Mr. Jefferson
appears to speak without the least study or the ieast hes-
itation, and as if upon the inspiration of the moment...2

Reading Daly's description of Jefferson's acting and the qual-
ities for which he praises him makes it difficuit to remember
that the piece was written in 1867. These qualities became a
part of Daly's theatrical canon: a combination of humor and

Tsun, Oct. 5, 1866, p. 1.
Times, Sept. 10, 1867, p. 4.
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and sadness or a totality of life rather than one shaded as-
vect of it, a concentration on an action rather than the effect
to be produced, each word spoken as if it were "the inspiration
of the moment."

Rose Eytinge had similar qualities with the addition
of intensity, intelligence and, of course, sensual excitement.
Following Daly's first review of Miss Eytinge's gqualities as
an actress in Griffith Gaunt in November 1866 through to his
last one in May 1868, one can sense a definite growth in her
powers. As Kate Peyton in his own adaptation, Daly found her
"charming" and praised her because she "caught the author's
conception” and "in scenes of rage, she is never noisy, but
always :‘.mpressive."1 Her next role was in Master of Ravens-
wood and Daly found her acting "more emotionsl than imaginative.
It springs from the heart and goes to it.“2 He noted her "ap-
parent spontaneity...It has no semblance of artifice or study"
and added that she deserved praise for never appearing to
court the audience, that is that she played to other actors
rather than to the spectators. He next reviewed her in the
title role of Boucicault's Jeanie Deans:

Miss Zytinge, in this character, was at once a2 pretty
picture and an instance of artless art. In this part
was particularly noticeable her freedom from staginess.
She represented what is seldom portrayed successfully--
tearless sorrow--in the pathetic scenes. Her counten-
ance, which was never hidden, in convulsive stage par-
oxysms, was the index of 2ll the emotions which the heart
of Jeanie might have felt; and the restless movement, the
trembling fingers, the uncertain gestures which are the
perfection of natural terror and dismay, were perfectly
represented by this lady.

In addition, her accent for the role was perfect. In the

next review of Miss Eytinge in a play called Black Sheep at
the New York Theatre, Daly wrote that she used "a glance of

1Exgress, Nov. 20, 1866, p. 2.
Express, Dec. 11, 1866, p. 2.
3pimes, March 3, 1867, p. 5.
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the eye, a quiver of the lip, a thrilling tone of the voice,
a mere look, or even a minute gesture of the hard...giving

forcible, fervid and picturesque utterance to what she has to
:say."1 After her performance in Under the Gaslight, in which
Daly praised her "intuitive knowledge of human na'bm’e"z and
the simplicity of her art, HMiss Eytinge joined Wallack's com-
pany. It was there that she apparently did her finest work,
first in the title role of Pauline:

...in so finished 2 manner does she depict the decay of
will and the flight of reason under the pressure of un-
interrupted terror. Assisted by her most natural acting
the revolving bookcase absolutely reveals a cavernous
depth, and Pauline's fears seem neither groundless ror
ludicrous. Miss Eytinge certainly possesses the gift of

ing her audience believe, for the time passing, the
scene she may be engaged in--a reazlity.>

and then as Margaret in Love's Sacrifice:

Miss Eytinge's capacity as an actress, and the best
actress in New York, is now so fully reeognized that it
is hardly necessary to say that she is singularly good
in these phases of deep feeling. Her best charackeristic
is that she isiintensely womanly, whether in her devot:.on,
her sacrifice, or her hatred. To find anyone natural in
these days—-largely, humanely, sobbingly, even violently
natural, is a rare thing...Miss Eytinge, with the art which
conceals art, and does not brag about it, responds to a
mood and interprets it with the intensity of the feminine
nature, without effort and consequently without exageration.4

and finally as Peg Woffington in Masks and Faces:

Most readers of theatrical history have their own types
of this celebrated heroine, but few can conceive an ideal
from that presented last night by this exquisite artist.
The transitions from the face of the aching heart to the
mask of the mocker are most frequent throughout the char-
acter, but those moods were never batter fitted with in
this instance. Affection almost fierce in its impetuosity,
dr: in the violent delight of a sudden found friend
with a thirsty eagerness that overbears everything marked
the interview with Vane; and jealous rage, with blood at
2ava heat, is the emotion she pictures during the dumb sur-

' Tnines, July 16, 1867, p. 4.
2gitizen, Aug. 17, 1867, p. 8.
3pimes, Feb. 12, 1868, D. 4.
“Dines, May 7, 1868, p. 4.
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prise into which she unconsciously falls when the man is
tricked intouacknowledging his wife before her. The ten-
derness and endurance which she exhibits in the interview
with the starving poet's family is as intense as all the
rest...an impersonation soffull of grace and passionate
naturalness...Miss Eytinge's physigue and temperment, as
indicated by her acting, enable her to express with fem—
inine grace a harmony of look and action, and grace, a
delicate subtlety and a reality of emotion, for a parallel
to which we may search our theatres row in vain. We mean
this praise to be emphatic, because we feel, with that
strong conviction which only long study of an art can jus-
tify the critic in trusting that it is observed.l

Most readers of Raymond's Times were aware of the parallels
between the situation of Miss Woffington and that.currently

of Miss Eytinge and what Daly not so subtly implied here is
that the actress went directly to her own life to find aipar-
allel truth to portray. Raymond didn't want his mistress'
physique or jealous rage or passion described in his own pap-
er and he forbade Daly to review Miss Eytinge again. But the
qualities Daly admired in an actress had been stated and the
method to acquire these qualities had been implied: simplicity,
intensity, sexuality--zll attained by a deep study of the char-
acter and situation, by finding life parallels and by conceal-
ing the art which creates them.

Daly did not confine his remarks to leading players,
but also addressed himself to those he termed the "Little
People of the Stagey" the fourth-rate or utility actors. He
attacked the Bowery Theatre, which changed its bill nightly
or semi-weekly, as destructive of potential talent:

What ambition can an actor have under such circumstance.
It is worked out of him. He studies a dozen clap-trap
speeches and they last a season, with the names and places
changed to suit the play of the night. And the pieces
themselves are rejuvenated mummies.
He commented on the performances of individual minor actors
and in one article, sympathized with, praised and advised the

best of them. The following remarks serve as a direct bridge

pines, May 8, 1868, p. 4.
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to Daly‘s views on stage menagement:

...give as much time to your dressing as a great actor
gives to his...Always ask yourself what such or such a
character would be apt to do in real life and govern
yourself accordingly--never forgetting that in real

life the simple message of a servant conveying important
news is always as impressive as the circumstences justify
...since there is no school of acting, each must tutor
himself at home...don't be afraid of "stars"...use dili-
gent observation and thought.l

Dely's comments on stage management are more important
today because of the rarity with which critics mentioned the
process by which a play was then mounted. And it was through
his stage management that Daly.would .attempt to reform the
acting and playwriting he espoused in“his theory. He early
established a credo: The first duty of a manager is the belief
that nothing is too good for the public. The manager was
responsible for maintaining a clean, pleasant and safe house.
Daly attacked theatre managers for lack of ventilation, for
aisles blocked by seats and for fire hazards. He praised
others for redecorating ard maintaining safe and clean audit-
oriums. He also commented frequently on the type of audience
a manager attracted, not only by the plays presented, but by
the conduct he allowed in the theatre. There are a number of
articles attacking such practices as calling actors for bows
during a scene within the play presented. His reviews noted
211 the details of costumes, mekeup and scenery. He would
praise a menager who would have actors playing an ugly char-
acter made up to look ugly-~or poor. If Olive Logan playing
a poor woman wore $1,000 worth of diamonds, Daly would be
sure to note it in a review. But these were basics for him.

It became apparent to Daly rather quickly that no
matter how "posh" the theatre, no matter how careful and. good
+he individual acters were, if the entire process of marage-
ment were not directed toward ensemble acting and the illusion
of reality the theatrical experience for an audience would only

1&"‘ ress, June 5, 1866, p. 5.
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be a fragment of its potential.

After praising Maggie Mitchell's acting in an 1866
production of Franchon,"who can look at her impersonation
without crying out Nature! Nature! at every movement," Daly
found the rest of the company and the staging inadequate and
specified some of the duties of a stage manager:

...there is a general inattention to that neat business
of the . seene, so charming in other theatres where the
stage menagement is as strict as it is competent. It is
not only necessary that actors should be perfect in the
words of their parts, but they should also have some no-
tion of the characters they are playing...to the manage-
ment behind the scenes we advise a more thorough .super—
vision of the actors, the stage, and everything about.!

Wallack's Theatre was one of the few in which Daly felt that
the management was competant. But even there he found that
Lester Wallack had trained his actors too precisely, giving
the productions a slick but unlifelike quality:

...the only fault we discover in the representations is
one that most people (perhaps) consider their chief merit:
that is to say, the clock-work precision with which all
the players act their parts.

These comedians will play...two or three times a week,
or a season, and to a dot, with the self-same motions,
looks, walks, gestures, expressions, all puppet-like, done
at the same relative moment tonight as they were on the
previous occasion. You will see the elegant and gentle-
manly lover (Mr. Wallack, for example) as he softly mur-
murs, "dearest girl!" embrace the heroine by putting one
manly hand carressingly on her diaphragm and the other in
her dorsal region, not a whit more coolly, or tenderly,
or lower down, or higher up, or an instent sooner or later
than he did when you last saw him! You will see the old
comedy father (Mr. Gilbert, let us say) slam his cane
down at the identical "sirrah!" as last night, and say
his first "Damme, Sir!" at precisely three quarters past
eight as he has done since the many years he had "damme'd"
on that stage. You will hear the same bit of choice in-
delicacy uttered in the same soft tone, with the same
deprecating glance upward, as if the actor would shoot it
up to the gallery and get it safely over the circles for
whom he conscientiously believes it was not intended. You
will see the lovely heroine (Miss Gannon, or Miss Henrigues)
pout the same pouts, flirt the same flirts, throw the same
languishing glances, nestle in her lover's manly bosom,

Tsun, Oct. 17, 1866, p.4.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



172

shake. back her ringlets, be unconsciously kissed--all
Jjust the same as she has been doing it for years and

years, and particularly the other night, when you saw
her last.

That exactness and adherence to our course of play-
ing each piece--which we admire in a pantomime (and which
is necessary in such a performance) can never be praised
in a comedy, where the language permits almost numberless
diversities of gesture.l

There could be no real life on the stage unless actors were
allowed to improvise moments and react to what was happening
about them, giving the impression that the dialogue and action
were taeking place for the first time. Daly advocated getting
gestures and readings, drawing the best, from the actors them-
selves, rather than dictating strict interpretation and move-
ment. He believed that a manager who was also an actor was
not capable of doing this well. The actor-manager combination
was at fault with most of the bad productions he reviewed. The
flaw in this combination was most apparent in Edwin Booth,
whom Daly considered the greatest Shakesperian actor of the
decade and possibly the worst manager.

Daly's review of Booth's Merchant of Venice.agreed
with the melodrametic interpretation of the actor, described
the costumes as "eccentric," the scenery as "extravagant" and
the declamation of.the rest of the cast as "wretched." The
production had been advertised as a revival: "Considering the
undying nature of his works, the term is a mistake; Shakes-
peare is always lively for those that seek him." Interest-
ingly enough, Daly found that Booth's acting, "his living,
breathing personation," was the true revival of the play and
not the use of ponderous scenery, costumes and props. Daly
thought the production elements the worst that Booth had ever
m:—z.na.gt—:d..2 When Booth anncunced that he was building his own
theatre, Daly issued his strongest statement to date against
the actor-manager and the star system:

TSun, Dec. 7, 1866, . 4.
2Sun, Jan. 30, 1867, p. 4.
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It is stated that Mr. Booth is about to build a thea-
tre up town to be "managed by himself." That would be
very well if he is to be a manager and not-an actor. 3But
is it not time that theatres should seek something more
than to-furnish occasion for the histrionic displays of a
single individual? The "star" system has discouraged and
nearly destroyed everything like good dramatic performances,
in which all the parts should be well represented and re-
gard paid to the author's conception as well as to the
leading actor's vanity. The theatre in this city has been
nearly exhausted and ruined by false management...Even in
the only theatre where an attempt is still made to keep
up the traditional style, fine dresses, pretty faces and
gorgeous scenery are regarded by the management as the
main attractions. ¥hy will not lovers of the art combine
to build a theatre where good pieces can be well played,
instead of making everything subordinate to personal van-
ity and ambition?!
Daly's obsession with Booth was simply that the great actor
had the power and talent to destroy the kind of theatre to
which Daly was committed. Daly had his own throne, that of
the second mest powerful newspaper in New York, the Times,
and he fulminated his barbs against Booth's management prin-
ciples from that sphere until April 20, 1869. On that morn-~
ing, his latest attack had gone too deep and perhaps too
cruelly; he cited Edwin Adams, who played the lover in the
first production of Leah, now playing major roles with Booth,
as being a prime example of the rot which he believed infested
the Booth management. Raymond read the following article that
morning and then wrote to Daly telling him that his services
would no longer be required on the Times:

There is gererally a lack of force in the company
which does not disappear in the changing of scenery or
the splendid surroundings of a gorgeous theatre. The
adjuncts, indeed, rather increase the distance between
artists and scene painter and make the contrast greater.
By force we mean a concert of actior, suggesting as such
is apt to do, a clearly-defined ideal. Neither the ladies
nor the gentlemen of Mr. Booth's company are afraid to use
their voices. But they falter in the greater necessity
of using their brains. Zveryone seems to be depressed with
the notion that he or she is playing a star part, and to
be profoundly conscious of its importance. In one or two

"pimes, April 30, 1867, p. 4.
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instances it may be difficult to eradicate this tendency,
for where an artist has merged into a star it is almost
impossible to translate him back to the better profession
of an actor.

This is particularly the case with Mr. Edwin Adams,
whose natural gifts we a2ll remember with pleasure. It
is quite impossible to tnink they have been in any way
improved by his various provincial trips and engagements.
His manner has become overwhelmingly grave, and his voice,
although rotound and good, has lost much of the richness
which formerly was its most pleasing characteristic. There
is not a particle of repressed passion in Mr. Adems' read-
ing of this part or any other. It is the brozdest sort
of scene painting, and manufactured from tradition, just
as conspicuously as are the grooves and trap doors and..
other pieces of stage carpentry. It is in the business
of the stage that actors are constantly belittling them—
selves. The theory that I must go there and do something,
and you must go somewhere and do another thing, simply
because it has been customary to have these things done
in the days of Garrick, or some other thinker who invented
them, is broad enough in one sense, but it narrows down
an actor's individual invention to the smallest point. It
is well known that nearly all the business of the stage
is patented or copyrighted or otherwise preserved. Mr.
Edwin Booth comes rightly by the "business" of his father,
but Mr. Adams comes rightly by no business at all. He
ought to think for himself and not imitate. The country
towns where "stars" are most in vogue are hotbeds of imi-
tation. Everyone says to himself So-and-So has made a
hit here; he was a vile imposter, whose name should never
have appeared on the bills. I must show the people that
I, too, can make a hit--and he does so--by imitating his
predecessor. In this way is witnessed the dreadful spec-
tacle of a good actor becoming thoroughly bad. Every
word is an unvocal and unnatural effort. In straining at
2 gnat he swallows a camel, and judging from the fearful
tones which generally ensue the animal must have disagreed
with him. We have selected NMr. Edwin Adams as the peg on
which to hang these remarks, not because they all apply
to him, but because he is by far the most prominent young
actor of the day. It was with no ordinary pleasure that
we attended the first performance of "Romeo and Juliet."
We had not seen Mr. Adams for many years, and naturally
anticipated a great treat; for as our memory served us
there was no character in the range of the drama which,
by reason of its genial gallantry and unselfish partisan—-
ship, so became the gentleman as that of Mercutio. We
were disillusioned. The Queen Mab speech did for us.
That bright and gossamer-like fiction was recited with
convulsive gyrations of the body. The first line was given
in the voice of a clergyman giving out a text. The rest
was in the tone of a Parish beadle. It was a humane act
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on the part of Tybalt to dispatch this deep-throated
trifler. Indeed, when both were disposed of there was

a flutter of relief throughout the house. We are dwel-
ling too long on a single topic--and that somewhat tech-
nical--but we must still add a word more. Mr. Adams has
not only wronged himself during his absence, but he is
the cause of wronging others. As we had occasion to re-
merk when writing of the "Marble Heart," the gentleman is
burdened of imitators. Our purpose being simply to direct
attention to a fault which is becoming painfully apparent,
we shall not more directly refer to people who may be in-
jured by harsh criticism. Mr. Adams may if he. is so dis-
posed take a hint, but we are certain he cannot derive
any injury at our hands. Before ceasing, we may remerk
that Mr. Booth is comparatively free from the faults we
have referred to.

And so Daly's critical voice was stilled. His theory had been
fully stated, though, and before the year was over, he would
begin his 30-year-period of management in which the theory
would be put to practice.

Tpines, April 20, 1869, . 4.
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CHAPTER VIII
CONCLUSION

It seems strange that Daly, who had so much to say
about the theatre, should be cornsidered today to have said
so little. So many of his views on the subject are as val-
id today as when he wrote ‘them--perhaps more so. His state-
ments are not earth-shattering; the times have caught up with
them. They are part of an especially American viewpoint about
the theatre. That viewpoint could not have been inculcated by
any set of theories. It came from consistent practice of ex-
cellence. American theatre could have gone in a number of
directions from the 1860s. Wallack's style, more English
than not, was the standard of excellence then; Booth's style
was considered the apex of fine acting. Daly came along and
challenged them and then dominated the theatrical scene for
two decades. It was his practice which influenced the Amer-
ican theatre, yes. But how foolish to have assumed that such
practice existed without any theoretical basis!

A reduction of his thousand-arnd-some pieces of dram-—
atic criticism poses the obvious dangers, but there is a need
to sketch them out in a manageable form. An organon of his
ideas can be constructed as follows.

All art is lofty which most nearly resembles what is
natural. It is more artistic to meke counterfeits of nature
appear like reality than to present-the reality itself. The
true art of acting is to make what is not actual seem so.

Theatrical performances aim, and ought to aim, at the
amusement of the public, not to certain arbitrary theories.
At the same time, they should present a moral view of life.
The characters in them should not preach, but contain their
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moral in their deeds and in the action of the play itself.

It is not impossible that the sensational melodrama
may sublime itself to be tragedy. It is the crimes and mys-
teries of life that stir the depths of human character and
bring into play all the passions and if plays and stories
turning with strong interest upon incidents of crime are to
be put down as "sersational," let us bury Shakespeare at once,
and burn half the romence in our language.

The object of true comedy being not only to illustrate
the menners, but to expose to censure and ridicule the vices
and follies of mankind, the inculcation of a sound moral is =
matter of greater importance than any other description of
dramatic composition.

Whatever is worth showing the public, is worth care
and labor in composition. People spend their money and time
to see 2 melodrama as well as a comedy or tragedy. The first
duty of a manager is that he believe nothing is too good for
the public, i.e., the theatre must not only be safe, clean and
pleasant, but the entertainment itself must always be the best
the manager is capable of producing.

Probability should govern the comings and goings of
the characters on the stage. ZEach character should be allowed
a life of its own and not used as a mere foil for a central
or star role. Nudity, vulgar speech and intoxication can be
used on the stage if they are probable and done naturally in
an unforced way; they should not be used for purely sensational
reasons.

It is not only necessary that actors should be perfect
in the words of their part, but they should also-have some
notion of the characters they are playing. An actor destroys
his talent if he puts it at the service of trite plays and
shoddy management. Even the minor actors must ask themselves
what the characters they are portraying would be apt to do in
real life and govern their portrayals accordingly.

The best art conceals art. Great actors like Joseph
Jefferson appear to forget the audience and by their concen-
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4ration on the scene invite that audience to look into the
homes and souls of the characters they pcriray. They also
spezk their lines as if upon the inspiration of the moment
and make the audience believe that, for the time passing,
the scene they are engrossed in is a reality.

These are the major tenets which Daly held and re-
iterated and used to judge other artists of the theatre. The
theory and his practice had merged by late 1866 when Griffith
Gaunt and, in the following year, Under the Gaslight were
directed by him.

The use of certain realities upon the stage to which
Dely objected was primarily the-display of animels, sometimes
cruelly, for the pure sensation of seeing e horse, chicken or
dog on the stage. Daly's use of an enimal, the pig in the
fair scene of Griffith Gaunt, did create a sensation. It was
the first time a live pig had been put on the stage in New
York. Daly wanted his sensation but he also wanted it to be
an integral part of the work. He used the animel as the dram-
atic symbol of the play, as noted by S.R. Fiske in the Leader.
When his dramatization was burlesqued, it was called Griffith
Grunt. If this is true of his dramatization, the use of the
railroad in his original work served an even greater dramatic

purpose, as well as being the most exciting of all his sensa-
tions. In the English production of The Engineer, railroad
tracks and 2 mechine crossed the stage in a complicated at-
tempt to duplicate the reality. Daly's train consisted of
4wo men holding set pieces and walking across the stage. He
tried by aert rather than literal duplication to create his
illusion of reality. In both of Daly's plays, the semsation
employed reflected the moral of the piece: the pig was rather
a simple and direct metaphor of Gaunt's swinish behaviour and
the train was a more complex image of the society Daly created.
There is no direct preaching in either play; both certainly
convey strong moral views on life. There was an attempt in
both plays to elevate the melodrsmztic form they used.
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Four days in composition and four more days in dir-
ecting Griffith Gaunt were not enough time and Daly would
have censured any other writer-director for such haste. In
this case, he was an opporturnist with a2 good deal of luck.

With Geslight, Daly had control as producer as well
as playwright-director; time and labor were spent to see that
the production came up to his theories. Ekose Eytinge tells
us of Daly's despair with Davenport, who spoke the lines but
mutilated the character in mien and costume. Preparation was
so solid that the play succeeded despite him and other opening
night mishaps. The critical reception totthe production in-
dicates that.Daly was able to make the audience believe that
scenes within the pley were a reality, but for 2 time passing.
He had other moments tc remind them that they were in a theatre,
such as the songs and dancing--well integrated into the plot
line, but enjoyable for their own sake. Probability did gov-
ern the comings and goings of the cheracters. Daly was not
only careful to specify time on stage, he pointed out arti-
cles which had to be used at later times, such as the hand-
kerchief in the boudoir scene. "En negligee" was considered
nudity, "damn" was vulgar language and 0ld Judas not only
smokes a pipe, she is even described as being always drunk
and Mrs. Wright, who portrayed the character, must have acted
"tipsy" on the stage--but all three sensations were done nat-
urally as part of the play's action. Also, there were no
shocking elements that distracted from the play by their nov-
elty; the three sensations named had been used before. Some
form of nudity was almost considered de rigueur by 1867. Both
the skirtless ballet and vulgar language were used in Chloro-
form (January 3, 1867) and a tipsy woman was simulated much
earlier in The Child Stealer (February 19, 1866). No doubt
Daly dipped into both these plays for more than the sensations
noted; as their titles indicate, the use of chloroform and the
theft of a child were also not original with Daly. What was
original was his use of them.

Although Daly wrote and managed a number of plays after
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Under the Gaslight--A Legend of Norwood (November 11, 1867),
Pickwick Papers (Januery 22, 1868), A Flash of Lightning (June
10, 1868) and The Red Scarf (October 12, 1868)—-they were un-
der the aegis of other producers. He had learned that he
needed to have total control if he were to present theatrical
performances up to the standard which he had set as a critic.
In a birthday note to Joseph on December 3, 1868, Daly wrote:
"We are emerging from our dark time of loss, loss and loss;
the future may be made brighter and richer if we direct it
according to our past exper:'.ez:xce.“1 By the summer of 1869,
the past experience had been codified and tested. With the
availability of the Fifth Avenue Theatre, Daly would be able
to put them to use, knowing exactly what he wanted and how to
go about getting it.

The first four plays Daly produced at his new theatre
were not selected by chance as it has been suggested. Daly
opened with two of his favorite playwrights, T.W. Robertson
and "early" Dion Boucicault. The pattern for the succession
of leading ladies Dely managed had been set with Rose Eytinge,
who did not become a star until after her work with Daly. His
dislike of the "lines of business" had been inherent in his
theory from the start and never more strongly stated than dur-
ing the actor-manager strike of 1864 when he wrote:

The actors by some of the ridiculous conditions adopted
at their meetings, on the contrary, are robbing themselves
of our sympathy. Among their resolutions is ene.proposing
2 revival of the o0ld system of engaging for "special lines
of business," and never deviating on any consideration.

We regret this disposition on their part to return to
a system which was a2lways inconvenient and injurious. It
was injurious to menagers, because every actor set himself
up a2s the judge of what character was in his "line," and
obstinately refused to take this character or that, as his
fancy...might dictate. It was injurious to actors, be-
cause when they were engaged for certain lines of char-
acters they never advanced beyond them, and many excellent
opportunities for progress in other branches of their
profession were lost. It was injurious to the public be-
cause from both the above operations of the system, the

TMS, Lincoln Center Library and Museum of the FPer-

forming Arts, Daly Correspondence, I.
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audiences were deprived of the best renditions of many
characters of the drama.

Even D2ly's style of directing had been set in theory and in
practice before 1869. Although Clara Morris' description of
the rehearsal of Jezebel is probably the first recorded in-
stance of a rehearsal being stopped to motivate a cross, Daly
had stated the need for such motivetion in his theory and had
used it in his direction of Under the Gaslight. Miss Eytinge's
recollection, substantiatec by the reviews, proves that Daly
had attempted discipline and sought finished performances from
his actors. Davenport's "sick letter" tells us that rehearsals
were well underway five days and, from other indications, at
least two weeks before the opening of Gaslight. Miss Eytinge
described Daly before the Griffith Gaunt rehearsals as being
"perfectly equipped for his work, concentrated in his methods,
self-contained and self-reliant, krowing exactly what he
wanted to do and how he meant to do it"zand during the rehears-
als of Gaslight: "Mr. Daly...was then the same watchful, ubi-
quitous menager he always was."

After this journmey of ten years in the life of Daly,
it seems so zpparent that:the man had formed his ideas 2nd
technique with which to implement them before he started his
three decades as a producer-manager, that the guestion re-

mains as to why not even his closest associates during these
years of success were aware of his convictions. Why was he

s0 enigmatic to so many people, really even to his brother,
wife and mistresses. Perhaps the following letter he wrote

to Fanny Davenport in 1877 might shed some light on the mystery:

I grieve me to the very soul, and I feel that 211
these years of intimate association have not sufficed
to reveal to you my real character--or show you how
willingly I would strip my very back of its rags to
pay my honest debts, and how first of all I would care
for you who have been most faithful, most devoted, most
generous.to me in my past painful struggles: most of all

Tsxpress, July 30, 1864, p. 2.
%Memories, p. 112. - Memories, p. 116.
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showing it in your latest truly princely loan, which
with God's good help you shall have back early in:the
new season with more than a money interest, and in ways
you will be able to appreciate.

I have been roughly worked up, by all this. £im
troubled with my old ailings, too, and I am worried over
my play--so I fly from the wretched theatre a while to
strive to finish the piece for tomorrow's rehearsal.

Forgive me--and believe me honest at least to you.

Forever!!

What a mixture of passion and calculation; what a striving
outward for sympathy, love and understanding and at the same
time what 2 proud, self-centered, cruel touch he adds. Daly

had learned how to create joy, excitement, tenderness for
others, but not for himself. If theatre is a form of commun-
ication, then here was one of the great communicators unable

to transmit his real character. It was forever behind the scenes,
overshadowed by the image of success and artistry he wished to
project to his public as a manager-playwright.

1'O‘n«:la'l:ed MS, City Museum of New York, Daly Collection.
References earlier in the letter to the current repertoire
at his theatre place it in 1877.
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