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CHAPTER I

THE PROBLEM AND DEFINITION OF TERMS USED

In the twentieth century the term burlesque seems
to be synonymous with "burleycue." These words bring to
mind an endless procession of scantily cled women. This
leads to the question, "What is burlesque?'" This thesis
seeks to find the answer to this question. What was
burlesque? What is it today? How did it get this way?
And the most important gquestion from the standpoint of the
study, does burlesque, as it was originally conceived, have

a counterpart today?
1. THE PROBLEM

Statement of the problem. The proposed study will

seek to accomplish two objectives: (1) to give a background
and brief history of burlesque as it originally appeared in
England in the seventeenth century; and (2) to show that,
although burlesque as it originally appeared no longer exists,
similar types of drama can be seen in the twentlieth century.

Importance of the studv. It is necessary to under-

stand the background of burlesque because it developed to

criticize dramatic and sociel conditions., Although the original
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style of burlesque no longer exists, the need for dramatic
and soclal criticism 1s still present. It will be shown that
a good example of burlesque writing in the twentieth century

is the play Of Thee I Singz.

1I. DEFINITIONS OF TERMS USED

If Definitions had been constantly exacted from Authors
there would not havi appeared one hundredth Part of the
present Books . . .

Corbyn Morris, 174l
The problem of definitions is indeed a difficult one.
There are several terms such as burlesque, farce, satire,
parody, and comedy which are not too readily distinguishable
in the abstract. These become even more difficult to deal
with then when they are applied to a body of dramatic
material. It 1s therefore necessary to agree upon some

cormon definitions.

Burlesque. Richmond P. Bond writing in English

Burlesque Poetry 1700 -~ 1750 says that the word "burlesque"

came into the English language from the French, which had

imported it from Italy. In the Italian burla means '"ridicule,

mockery."2

lCorbyn Morris, quoted in Richmond P. Bond, English
Burlesque Poetry 1700 - 1750 (Cambridge: Harvard University
Press, 1932), p. 3.

2Richmond P. Bond, English Burlesque Poetry 1700 -
1750 (Cambridge: Harvard University Press, 1932), p. 13.
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The first essential quality of burlesque is imitation.
Bond gives the following definition for the ward. "Burlesque
consists, then in the use or imitation of serious matter or
- manner, made amusing by the creation of an incongruity

between style and subject."l

This incongruity between form
and content, this opposition between what is said and the
way it is said, brings in the second essential quality of

burlesque, ridicule.

Leo Hughes, writing in A Century of English Farce,

explains ridicule by means of burlesque in this way. 1In
order to ridicule a subject the author dislikes, he compares
that subject with something else which is "grotesquely
ridiculous, and by this action hopes to condemn or even
annihilate it."?

In burlesque there is an opposition between form
and content. This opposition can be accomplished in
several ways. A writer may use material that would ordinarily
be handled seriously and debase that theme by a trivial

treatment. On the other hand, a writer may utilize the manner

of serious composition for a subject of inferior value.

11vid., p. 3.

“Leo Hughes, A Century of English Farce (Princeton,

New Jersey: Princeton University Press, 1956), p. 19.
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Pope, writing in Martinus Scriberus his Treatis of the Art

of Sinking in Poetry in Miscellanies, uses the terms "dimin-

ishing or magnifying" waen referring to the two methods of
handling material in burlesque.l

Richmond Bond credits burlesque with having two
major functions, "criticism and creation."® The critical
function can be seen in the way burlesque can satirize
contemporary manners by representing them in a ludicrous
style or by elevating them to a plane obviously too far
above the matter at hand.

Besides being critical, burlesque at times is
extremely creative. Bond says, "Burlesque as creation
cannot be divorced from burlesque as criticism, but art
may breed beauties not identical with the primary purpose
of satire."

There seems to be much confuslon concerning the
relationship of burlesque to other forms of drama, To
eliminate this confusion other types of humorous drama

will be qualified for this s tudy.

Farce. Writing in the preface to his Evenings'® Love

(1668), Dryden was the first to undertake the treatment of

1Alexander Pope, Martinus Scriberus his Treatis of
the Art of Sinking in Poetry in Miscellanies, quoted in
Ricamond P. Bond, English Burlesaue Poetry 1700 - 1750
(Cambridge: Harvard Universcity Press, 1932), p. 3.

2Bond, English Burlesque Poetry, p. 1l6.

3Bond, English Burlesque Poetry, p. 17.
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farce as seen In the Engllish literature, yet he seemed more
intent on disparaging than on defining.

Ferce . . . consists Drlnclpally of grimaces . . .
Comedy consists, though of low persons, yet of natural
actions and characters; I mean such humours, adventures,
and designs, are to be found and met with in the world.
Farce on the other side, consists of forced humours,

and unnatural events. Comedy presents us with the
imperfections of human nature: Farce entertains us
with what is monstorous (sic) and chimerical.

Bishop Hurd, writing in his Dissertation . . . on

the Provinces of the Drama (1753), expressed the difference

he saw in comedy and farce. Comedy'!s sole aim was to
excite '"the sensation of pleasure arising from a view of
the truth of characters, more especially their specific
differences." Whereas the "sole aim and tendency of farce
is to excite laughter."2 Laughter could be caused by using
a ridiculous situation which could not possibly have existed
in real 1life,

Farce has only one goal, that of being funny. Mason

Brown, writing in The Saturday Review of Literature, says,

"It [iarcé] is & comedy written with a slapstick rather than
a pen.”3 Here is the point at which the difference between

burlesque and farce becomes clear. Both use exaggeration,

lJohn Dryden, Evenings! Love, quoted in Leo Hughes,
A Century of English Farce (Princeton, New Jersey: Princeton
University Press, 1956), p. 1.

2Bis"zop Hurd, Dissertation . . . on the Provinces of
the Dreamsa, quoted in Leo Hughes, A Century of English Farce
(Princeton, New Jersey: Princeton University Press, 1956), p.

3Mason Brown, The Saturday Review of Literature, XXIV
(March, 1951),

16.
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but in farce there 1is no attempt to criticize. Criticism
is an important quality in burlesque.
Parody. The strict meaning of the word may be

found in the Encyclopaedia Britannica: "parody implies a comic

.. . . 1 . . .
imitation of a serious poem." Parody is defined in the

New Oxford Dictionary as: "A composition in prose or verse,

in which the characteristic turns of thought and phrase in
an author or class of authors are imitated in such a way as-

to make thenm ridiculous."2

This imitation is accomplished
by taking a work by an author, and writing another more

or less closely modeled on the original. The words are
changed to produce a ridiculous effect.

In the Encyclopaedia Britannica the origin of parody

is credited to the time school boys were assigned to write
compositions after the manner of classical poets. It was

an easy step from compulsory imitations of the Greek dramatists,
to critical imitations of contemporary verse.

Parody has no value unless there is criticism, "But
the target aimed at by the parodist is not always the poet
whose dress he wears.“3 Satire of current manners, politics,
or morals may be conveyed by using parody as a vehicle, The

parody represents the reaction of custom to attempted change,

l"Parody," Encyclopaedia Britannica, ed., XVII, 333.

2New Oxford Dictionary, quoted in George Kitchin,
A Survey of Burlescue and Parody . in English (Edinburgh:
Oliver and Boyd, 1931), p. XX.

3"Parody," Encyclopaedia Britannica, 333.




7

to complacency, to adventure of the mind or senses and to
the established political end social forces.t
Antoine Lea Motte, a French poet and critic, said,
"Far from degrading truth by ridicule, parody will only
strike at what is degrading and false; 1t 1s not so much
a piece of buffoonery as a critical exposition."2
Burlesque and parody have several things in commoh.
They both strive to criticize through imitation. Parody,
however, :ollows the poem or story much more closely, and
often word for word., Burlesque may meke specific reference
to lines from another play, but for the most part it is‘a
specific dramatic genre which is imitated. Another distinction
is that burlesque, as the term 1s used in this paper deals
with drama; parody is most commonly thought of in relation
to poetry. Because it often 1s done in poetic form, parody

"if well executed, has this merit, that it pours criticism

swiftly into an unforgettable mold.">
Travesty. Richmond Bond writing in English Burlesque

‘Poetry describes travesty as a form of humor which lowers
a particular work by applying a jocular, familiar, and

undignified treatment.h Travesty amuses the reader or

lGeorge Kitekhin, A Survey of Burlesque and Parody
in English (Edinburgh: Cliver and Boyd, 1931), p. ix.

2Thid., p. xvii.

3"Parody," Encyclopaedia Britannica, 333.

uBond, English Burlesgue Poetry, p. L.




audience by showing what can be done with a stated piece
of writing by expressing the same subject matter in diction
that is often highly famlliar and coarse.

Reverend A. G. L'Zstrange made the following comment
concerning travesty: "In travesty the object is always to
throw contempt on the or:l.ginal.”l

Travesty is a form of parody. The distinction
between the two 1s a matter of degree. Travesty is defined

in Vebster!s New International Dictionary of the English

Lanzuage as a "grotesque likeness of something else,"?
Travesty 1s more severe or crude in its imitation than is
parody.
Burlesque and travesty differ in that travesty is
a more direct imitation of subject matter than is burlesque.
A travesty 1s a play written using another play as a model,
A burlesque play derives its source of inspliration from
nany works.3
Satire. Broader in 1ts scope than burlesque or

parody, satire is almost as old as literature. As each

people in turn developed a literature, they developed satire

lRev. A. G. L'Estrange, History of English Humor,
Vol., II (London: Hurst and Blackett, Publishers, 13876), p. 3.

2William Allan Neilson, ed., Webster'!s New International
Dictionary of the Bnglish Language (2nd ed.; Springfield,
Massachusetts: G. and C. Merriam Company, 1961l), p. 2697.

3Burlesque drama in England during the nineteenth
century became largely a travesty on one show, but continued
to be known as Surlesque.
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also. t 1s defined in the Encvclopaedia Britannica "as the

expression in adequate terms of the sense of amusement or
disgust excited by the ridiculous or unseemly."l Satire

has two important qualities other than criticism. First,
hunmor must be present, and second, the piece of work must

have literary form. The cormment is made in the Encyclopaedia

Britannica, "Without humour, satire 1s invective, without
|!2'

literary form, it 1s mere clownish jeering.

Satire seeks to ridicule a situation taken seriously
in daily life. It shows the human or individual vices or
folly, or abuses or shortcomings, and often hopes to
provoke amendment.

Satire is not just another form of drama which seeks
to ridicule through humor; it is the main channel in which
are found all the previously mentioned types of drama. All
contain some element of satire.

Efforts have been made to distinguish among the
various types of humorous and critical forms of literature
by understanding their purposes and literary styles., Perhaps
Leo Hughes had the best idea for distingulshing between
farce and burlesque. Hughes! criterion is the laughter

evok.d from an audience. "The laugh, the smile, the smirk,

l"Satire," Encyclopaedia Britannica, ed., xx, 6.

2Ipid,
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with which an audience receives high comedy or the laughter
tinged with scorn which greets the Jibes of the burlesque
writer differ appreciably from the nonrelflective guffaw with
nl

which the antics ol the farcce are received.

Conclusion., Burlesgue, farce, parody, and travesty

are all forms of satire. With the exception of farce each

of these forms of drama seeks, to a certain degree, to
combine criticism with humor. Burlesque drama contains
opposition between form and content., Farce is written for
the sske of humor and not criticism. Parody is the imitating
of & specific play., Criticism is an important part of
parody. Travesty lowers a particular work by applying the

familiar and the coarse, to formal works.

III. PROCEDURES

Limitation of the Subject. There are several types

of burlesque literature: plays, poetry, and novels. This
paper deals only with burlesque drame in England and America
since 1660, Likewise, the term burlesque itself has come

to have several meanings, Unless otherwise specifically
noted, the definition given in this chapter is the one with
which this paper is concerned,

Orgenization of Thesis, Chapter II will be concerned

with the history of English burlesque from the sixteenth

century to the nineteenth, and of American burlesque from the

lHughes, English Farce, p. 19.
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nineteenth to the twentieth century. This development is
important because, as burlesque evolved and changed, it in
turn influenced other forms of drama., Some burlesque
qualities are present 1in contemporary dramna.

Chapter III centers around the eighteenth century

burlesque, The Beggar!s Opera. The chapter will study not

only the play itself, but also the social, political, and
drematic customs of the time.

Chapter IV will be similar in form to Chapter III,
This chapter will be a study of the twentieth century

play, Of Thee I Sing. An examination will also be made

of the conditions which fostered its writing.

The final chapter, V, will contain a comparison
of the twec .ys, attempting to determine in what ways they
are similar and dissimilar, An effort will be made to
discover whether any of the burlesque elements present in

The Bezgar's Opera are to be found in Of Thee I Sing,




CHAPTER II
. THE HISTORY OF BURLESQUE

The history of burlesque drame is indeed a long one.
The purpose of this chapter is to trace briefly the history

of English and American burlesque.
I. THE HISTORY OF ENGLISH BURLESQUE BEGINNING IN 1660

The year 1660 has been chosen as the seminal
point of this history; it was then and the drama of the

period which produced the burlesque style of humor.l

First Burlescues. V. C. Clinton-Braddeley, writing

in The Burlesque Tradition in the English Theatre after 1660,

gives credit for the introduction of burlesque into England
to Sir William Davenant. Davenant was in exile in France
for a period of time. His burlesque writings were influenced

by French drama.2 The first stage play to claim the name

lFor & history of burlesque before 1660 refer to
V. C. Clinton-Braddeley, The Burlesgue Tradition in the
Ernglish Theatre after 1660 (London: Methuen and Company,
Ltd., 1952).

2v; C. Clinton-Braddeley, The Burlesgue Tradition
in the English Thestre after 1660 (London: lMethuen and
Compeany, Ltd., 1952), p. 29.
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burlescue was included in Davensant's mixed entertainment,

The Play-house to be Lett (1663).

George Villiers, Second Duke of Buckingham, The

‘Tirst major burlesque work of the seventeenth century was

The Rehearsal by Buckinghem. Herolc tragedy was very annoying

to Buckingham. Because of his dislike for heroic tragedy
Buckingham led the most noteworthy attack against it.
Dougald MacMillan and Howard Mumford Jones, editors

of Plays of the Restoration and Bighteenth Century, make the

following comments concerning The Rehearsal,

The Rehearsal was not, in its original, a versonal
attack on Mr, Dryden, which it later became . . . .
Originally they [the authorsl intended to ridicule
Sir Williem Devenant, Sir Robert Howard, and

Henry Howard, particularly The United Kingdoms (a
heroic tragedy by Henry Howard,)l

Buckingham conceived of the idea. for The burlesgue
a long time before he actually wrote the play. By the time

The Rehearsal was finished many references were made to

Dryden.

When Buckinghem produced The Hehearsal, Dryden's

Conauest of Granada, the greatest of heroic plays, was on the

crest of its popularity. In The Rehearsal Dryden was repre-

sented as a fool and a knave who stole the ideas of others,

and who kept & mistress, making no secret of either offense,.

lDougald Macltillan and Howerd Mumford Jones, Plays
of the Restoration and Eighteenth Century as they wsre acted
at the “heatres - Royal by Their Majestles'! Servants (New
York: Henry Holt and Company, 1931), p. 51.
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Clinton-Braddeley creaits Buckingham with two
important contributions to the evolution of burlesque.
First, Buckinghem established critical parody. Second,
he originated the eighteenth century style of humor out
of which the tradition of English theatrical burlesque

was gradually built.l The Rehearsal may not have brought

about the downfall of heroic tragedy, but it at least
exposed the characteristic weakness of this genre.

Thomas Duffett. A writer of burlesque who seems

rather unimportant today is Thomas Duffett. Nevertheless,
he made contributions to the development of burlesque. In

July, 1673, The Empress of Morocco was presented. In

November Duffett presented a burlesque of this work. This
was to happen several times., Thomas Shadwell presented the

Tempest., Duffett presented the Mock-Tempest. Again

Shadwell produced a play, Psyche, and Duffett burlesqued

it in Psyvche Debauch'!d. Duffett introduced the idea of

burlesquing one particular show, author, or actor.

There was little development of burlesque for some
time after Duffett. There seem to be several reasons for
this. Between 1680 and 1690 the national controversy was
political and religious, not literary. Also the tﬁo rival
theatres, Drury Lane and Covent Garden, had merged. There

was no competitor at whom to poke fun and criticize.

lClinton-Braddeley, Burlesgque Tradition, p. 31.
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Joan Gay. The next burlesque to appear was The

Bepoerts Opera by John Gay in 1728, t was one of the

brightest things of the age, burlesquing politics, society,
music, and literature.

The influence of The Beggar'!s Opera was wide and

powerful, The play was the first truly successful comic

opera in English. The Beggmar'!s Opera was also the first

ballad opera to use existing ballads instead of having new
ones written. This Type of play retained popularity until
it was replaced by the works of Gilvert and Sullivan,

Henry Fielding., The next important burlesque writer

was Flelding, Perhaps his best work was Tom Thumb. Unlike
previous writers, Fielding wrote in mock-heroic style, and

his work was & burlesque which utilized the reductio ad

absurdun device. He used this absurdity for exposing
the extravagance of the stage of his time.

Fielding was not a true parodist, but took bits
and pleces from other works. Tom Thumb is a collection of
material from many plays. Although he used other people!s
ideas, Fielding was able to bring these lines to perfection
in his works, and he created a vogue for burlesque which
lasted in that form into the 1730!s.

Henry Carey. The only writing which approached

Fielding's in burlesque style was done by Henry Carey, who
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is best remembered Ifor Thes Trazedy of Chrononhotonthologos:

Beinz the Most Tragical Trogedy that ever was Tragediz!d by

any Compeny ol Tragedlans. The title is a clue to one reason

for the play's popularity--the author's delight in pure
extravegance., Also Carey's works were enjoyed because they
made fun of bombastic drama without being cruel.

Carey's burlesque, Clinton-Braddeley notes, was not
as carefully constructed as Gay's or Fielding's, but because
of the author's comic vervosity, the work long remained a
model. Clinton~Braddeley credits Carey'!s work with being

an obvious ancestor of the Bombastes Furioso written in

1810, and George Bernard Shaw even borrowed from it in

The Admirable Bashiville.>

Richard Brinsley Sheridan., The interval between

Carey and Sheridan saw little of value produced in the way

of buriesque. The Critic written in 1779 by Sheridan was

a masterpiece of green-room humor because Sheridan had
been both author and manager, and he had had an opportunity
Yo detect the characteristic absurdities of the stage.

Frederick Tupper and James W. Tupper, writing in Representative

English Dramas, 1700-1750, had this to say concerning the

subject of Sheridan's burlesgue:

Like Buckinghem, Sheridan ridicules the awkwardness of
many a dramatist in caveying necessary information to
his audience, the lack of connection between the two

11pia., ». 71.
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viots of many tragedies, the mixture of the love motive
with the historical without regard to dramatic unity.
He ridicules stock situations, as when a deadlock is
suddenly broken, & hidden identity is revealed, a
disgulse is thrown off . . . . He brings in scenes of
splendor and mad scenes of utter gibberish, and he ends
with the usual spectacle of a battle, in which on this
occaslion, the enemies of England are routed,l

The effect of Sheridant's work can be seen in this

erticle written in the Critical Review, published in 1781.

"Certain however it is, that since the exhibition of The
Critic, tragedy, which a celebrated writer has declared

to be one of the greatest exertions of the human mind, is
fallen into contempt; it will be some time at least before
ne

she can recover from the blow.

Clinton-Braddeley, places The Critic at the end of

the era of tragedy.3 The place of tragedy was filled by
romantic and sentimental drama which continued from the
end of the eighteenth century to the beginning of the
twentieth century. Clinton-Braddeley summarizes romantic and
sentimental drema in this way:
Plots became darkly entangled; theatrical effects
brilliantly complicated, characters more than ever
clear-cut, white and black. Sentimentality directed

the actions of the just; implacable hatreds corroded the
hearts of the proud.

lFrederick Tupper and James W. Tupper, eds., Representa-
tive English Dramas 1700 - 1750 (New York: Oxford University
Press, 1l9ll), p. 293.

2Critical Review, 1781, quoted in Clinton-Braddeley,
Burlesque Tradition, p. T2.

3¢1inton-Braddeley, Burlesque Tradition, p. 79.

brpid., p. 79.
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Jd. R. Planché. Planchée was not so much a writer of

burlesgque as extravaganza, but he 1is the link between the

old burlesque and the new, Clinton-Braddeley states that
Planché's writing could be called burlesqgue without an

object, & whimsical entertalmment centering on old stories
such as fairy tales, Shakespeare, or myths.l His writing

for the most part had no critical purpose. The only burlesque
element to be found in his works was the wide contrast between
what was salid and the way 1t was said. Planché wrote merely
to amuse, and this was the type of burlesque which was popular
in the United States from 1828 until 1868. An example of
American burlesque written in the style of Planchd was lMuch

Ado About a2 Merchant of Venice.2

W. S. Gilbert. Gilbert was an important figure in

the history of burlesque., Although he was an extravaganza
writer, deriving his style directly from.Planché, his works
carrlied elements of burlesque. This can especieally be

seen in Trial by Jury, H. M. S. Pinafore, and Ruddigore.

Clinton-Braddeley calls H., M. S. Pinafore a "classic of

burlesque’ because of Gilbert'!s treatment of sailor humor

and his amiable abuse of operatic convention, ">

lBernard Sobel, A Pictorial History of Burlesaue
(New York: G. P. Putnam's Sons, 1956) p. 1l.

2Tbid.

31piga., p. 118.
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The growing lack of criticism in burlesque may heave
been due to the increasing size of the audience and the lowering
of the audience's genereal educaticnal level. In the original
" burlesgue the enjoyment and understanding of the play was
due to a Tamiliarity of the greater part of the audience with
the play or preveiling mode which was under dissection.

By the time of Planch€ the things that the audience
really avplauded in burlesque were the love of the fantastic,
the Impossible, the exaggerated, and the patently absurd.
Most burlesqgue existed for its own ridiculous qualities, and
many scripts had little connection with the original play
or story travestied, Allardyce Nicoll, writing in A History

of English Drama, 1660 - 1900, said, "To turn a pair of

doves in a would be poetic simile into a boar and a sow
implies criticism: to make Romeo speak like a navy Céié]
and Cleopatra like a Coclkmey flowergirl show only the
desire to be openly absurd, "t

As the nineteenth century closed, burlesque also
came to an end. In 1660 Fielding had written to criticize
an existing form of drema. This type of burlesque had
continued for a hundred and fifty years, but gradually it
changed. Burlesque no longer sought laughter as criticism,

Its goal was laughter for its own saks,.

lAllardyce Nicoll,
1900, Vol. IV (Cambridge:

iistory of English Drama 1600 -
un

A
The universicy Press, 1955), p. 148,

Le
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The efforts and eccomplilishments of burlesgue are
presented in the following poem by H. J. Byron:

Though scme may scout 15, . . .

Burlesgue 1s like the winnowing machine:

It simply blows away the husks, you know

The goodly corn is not moved by the blow.

What arrant rubbish of the clap-trap school

Has vanished - thanks to pungent ridicule

What stock stage-customs, nigh to bursting goaded,
With so much "blowing up" have been exploded!

Had our light writers done no more than this
Their doggrel efforts scarce had been amiss.l

Conclusion., Burlesque was introduced into English

by Sir William Davenant. He was followed by a number of
writers: Buckingham, Duffett, Gay, Fielding, Carey,
Sheridan, Planche’ and Gilbert, Burlesque as it was originally
conceived was a critical form of humor, but gradually
as the years passed burlesque began losing its critical
purpose.,
III. DEVELOPMENT OF THE AMERICAN STYLE "BURLESQUE"
"The history of American burlesque begins with
Greek classics and ends with a leg show."2
Before beginning a study of burlesque in America,
a brief survey of the origin of American drama will be made,

The first fully professional American touring company was

the Murray-Kean Company from England.3 This company was

lH. J. Byron, quoted in Clinton-Braddeley, Burlesque
Tradition, p. 219.

°Ipid., p. 9.

3Hugh F, Rankin, The Theatre in Colonial America
(Chapel Hill: University or North Carolina Press, 19065), p. 30.
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organized in 17.9 and continued until 1752, The Murray-Kean
Company's procedure was to play in a city at a time when the
most people were likely to be present, such as at state
capitols during the sessions of legislature, or resorts or
race tracks during their busy seasons. This company 1is

important to our study because they introduced The Begger!s

-

Opera to America as part of their repertoire.*

The next theatre company of importance was founded
by Lewis Hallam and played in Williamsburg, New York,
hiladelphia, Charleston, and Jamaica from 1753 to 1758.2
The company left the country during the Revolution,
Following the war the company returned headed by the son of
Lewis Hallam, From 1785 until the end of the eighteenth
century this company had what amounted to a monopoly of
the American theatre. After this monopoly was broken,
there was wholesome competition emong acting campanies in
this country.

Burlesque probably began in America in 1828 when the
English production of Hamlet by John Poole was imported.
This travesty originated what Bernard Sobel, writing in

A Pictorial History of Burlesgue, termed, "legitimate

3

burlesque,"” and created a great demand for travesties.
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Some of the travesties on literary and historical themes

were: rMuch Ado About a Merchant of Venice, Pocshontas,

and Columbus, John Brougham, author of Pocahontas, or

The Gentle Savage, was an iImportant author of American

. . 1 .
historical burlesque. Grand overa was also travestied,

Scme of the works used were The Bohemisn Girl which became

Bohea Man's Girl; Norma became lNormer; Friech'utz developed

into rried Shots and Her Nanny was based on Hernani.

In 1868 the Worrell Sisters produced Field of the

Cloth of Gold, and this show marked the decline of legiti-
mete burlesque. This had begun due to the popularity of
tights which were introduced by Lydia Thompson and her British

Blondes in the play The Black Crook.

The scandal of tights was the chief enticement of
purlesque in America. The innovation of tights began in
1827 with the obscure Mlle. Hulin and reached new heights
in 1861 when Adah Isaacs Menken displayed herself in
tights while strapped to a 1life horse in a play derived from
Byron's poem, "Mezeppa.'

The inclusion of a stranded ballet company in The

Black Crook by Charles Barras in 1866 shocked reformers,

The ballet costumes turned a rather dull plece into an

lArthur Hobson Quinn, A History of the American Drama:
From the Beginning to the Civil Wer, sec, ed. (New York:
Apelton-Century-Crofts, Inc., 1951), p. 273.
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Afmazon parade of legs. Because of public interest, managers

got busy and created plays like The White Faun and Humpty Dumpty.

Legs became so popular that in May, 1869, Olive
Logan made the following speech before the Women's Suffrage
Convention:

No decent woman can now look to the stage as a career.,
Clothe her in the dress of an honest woman, she is
worth nothing to a manager. Stripped as naked as che
dare, and 1t seems there is little left when so much
i1s done, she becomes a prize to her manager, who knows
the crowds will rush to see her.l

Denunciation of this sort did wonders for box'office
returns, and the managers guickened their purchases of
tights. It is interesting to note that by today's standards
the women showed little of tTthemselves, The legs were
covered with tights and over them was often worn a foot
length skirt of thin material,

The American burlesque show is a compilation of
gseveral forms of drama, Michael Leavitte, a piloneer producer
of American burlesque credited Lydia Thompson with introducing
the kind of entertainment which served as his model, but he
also borrowed from other forms.

One source for his burlesque was the minstrel show.
The first Minstrel shows began on the Southern plantations
and were popular until the 1890's, The show was made up of

three parts: the songs and gags, the "olio," which was a

condznsed variety show, and the song-and-dance finale called

IOlive Logan, gquoted in Sobel, History of Burlesque, p. 1l2.
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a "general ruckus' or ‘walk-around," This last part was
used in burlesque shows as the grand finale by the entire
comipany. The later burlesqgue productions also borrowed
the first part of the minstrel show, the songs and gags.

Another source ol ideas for burlesque came from
variety shows. These began about the time of the Civil Var,
and gradually worked their wey up from shows for men in
beer halls to mixed audiences in music halls. The new name
for variety was vaudeville, Sobel credits the birth of
vaudeville to Tony Pastor in 1881.

The pattern of burlesque show developed by Leavitt
lasted until about 1890, bubt could still be found in some
burliesgue shows of the twentieth century. Just as the
pattern of burlesque stayed the same, so did the acts within

the pattern., Bernerd Sobel states in A Pictorial History

of Burlesgue that '"the audience loved the same old thing,

welcoming back the same stars, laughing again at the famiiiar
wheezes, stage business, by-words, aﬁd double entendre."l

The whole burlesgue show had a certain delightful
flavor to it, Before the perlormance began, the candy
butcher would come to the front of the house. He would sell
pornographic literature and pictures, and his pitch was

designed to get everyone in the proper mood for the show.

1Sobel, History of Burlesaue, p. 49.
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Next the orchestra leader would enter. From that time on
he was pert of the show, not only with his music, but by
exchenging lines with the performers.

The opening chorus of the burlesgue show consisted
of girls and songs, monclogues, songs and dances, and other
"pits." This would be followed by the intermission where the
candy butcher would sell boxes of candy for a nickel. The
olio camo next featuring wrestlers, jugglers, and contortion-
ists. The "Added Attraction" was a customer bait. It might
be "hootchy" dancers or s retired pugilist.l

The closing of the show consisted of the prima donna
surrounded by the entire commny. This led into the grand
finale which was quite a display. The dancers maneuvered
themselves into a straight line, "forming a blazing display
na

of bosoms and legs known as the Amazon parade..

Contributions of American Burlesgue. Burlesgue

had many good points. Perhaps the best was that it was a
training ground for comedians. If a performer could hold
the attention of a rowdy audience, he at least had to have
a poweriul voice. The star comedian was called the "top

banana® and then there was always someone to feed him the

lHootchy-kootchy was introduced to America by "Little
Egypt" at the Chicago World's Fair in 1893.

2Sobel, History of Burlesaue, p. 60.
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lines, a "Chink," "Dutchman,’ "Jew," '"Dude," or "Nigger."

Another important part of burlesgue numor was
obtained by optical elffect. The physical appearance and
" proverties which a comedilan used had a lot to do with his
popularity'and became hls symools.

"Bits" were what made the comic. These bits,
efter being used for years and years in burlesgue, went
on to become the material for a large percentage of sketches
and black-outs used in present-day revues. The bilit has a
formmula. It centers around a menacing situation--a man
caught with another man's wife, for instance. Because
this is a situation with no certain solution, it is open
to innumerable deviations. Each bit depends on the actor
performing it. The burlesque actors confined themselves to
a few elemental emotions: lust, fear, appetite, greed, and
pein,

The burlesque stars realized how popular their bits
were, and they started memorizing them and never writing them
down. By doing this the bilts could not be stolen and used
in Broadway shows.

The years from 1900 to 1910 are known as the "Golden
Era of Burlesque." The Weber and Fields Music Hall opened,
and their style of travesty created & new audience., Yet
in the wake of this new popularity, burles que took a new
turn. It begzan to become synonymous with the term, "strip

1!

tease. Finally, the "strip" reached a point where it took

over the whole show, and the comic element was diminisncd.
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CGraduslly, burlesgue and the strip came, in some
degree, to Broadway., Some examples of this are Bus Stop,

Cn Your Toes, Damn Yankees, snd Mr, President. Other

"plays using American style burlescue as a them include

The loked Truth, Top Banana, and Strip for Action.l

Several burlesgue shows went from the burlesqgue

circuit to Broadway. In 1901, ¥e, Him, and I by Willard

Halcombe was changed Irom two to three acts and appeared on
Broadway. This was the first play to introduce an ailrplane

to the stage. In 1905, Wine, Women, and Song started out

as a road burlesque and finally played in legitimate houses,
This show introduced charecter imitations to a Broadway
audience for the first time.

American burlesgue has produced a number of stars,
Two’of the best known burlesque comics were Webber and
Fields. They grew to be important Broadway stars and

produced such elegant burlesques as Twirly-Whirley and

Whoop=Dee-Doo, ZEddie Cantor began as a burlesque entertainer

and went on to help shape musicel comedles, revues, black-outs,
and television sketches. Al Jolson, beginning his career
selling water in the gallery of a burlesque house, introduced

singing in the first talking rilm, The Jazz Singer. Others

(Be}

who began in burlesque were Bert Lahr, Fanny Brice, and

Sophie Tucker.

1The most important work written about it wes
Burlescue by Arthur Hopkins and George Manker Watters.,
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The inventions of burlesqgue stars had a great deal
to do with creating a new entertaimment medium. The "bits"
of The comedians and the songs and dances of the chorus
seemed to plend and teke on a new form called musical comedy.

Downfall of Burlesguc. For ten or twenty years

before Prohibition, burlesque thrived. Then business began

to decline, and in a short time i1t collapsed entirely.

There were a number of external causes, over which the people

of burlesque had no control. World War I had taken away

a nunver of men and thus weekened the audience., The advent

of movies and of radio meant that people could get entertainment
for less money, and with the radio, right at home. The
popularity of the new Broadway revues cut into the burlesque

audience., The Ziegfeld Follies, a revue which was basically

lacguered burlesgque, became very popular,

Because of the Depression, and the need to save money,
burlesque began to adopt Ygrinds"--shows from early morning
till late at night. The cast was reduced, and the shows
were repeated over and over each day. The strip tease became
a faﬁél force in the show; it was the sole feature of
entertalrment and eradicated comedy.

The history of burlesgue reflects owr changing morality
and ideas., Times and amusements changed. But change is a

Pl
a4

paert of cshow business., One form of entertaimment fades and

another form comes to replace it.



CHAPTER III

THE BEGCGAR'S OPERA

This chapter i1s a study of The Begzaer'!s Opera as an

example of eighteenth century burlesque. The play will be
examined from three points of view: as a literary work, as
a dramatic work, and finally as a document of profest.
I. JOHN GAY
"In wit a man, simplicity = child."l
Alexander Fope

If John Gay had been a deeply intense and pessimistic
or fatalistic person, his writings of criticism might have
been bitter and never attained half the popularity or
influence that they did. As it was, he wrote with sparkle
and humor, and many listened. |

John Gay seemed to be a man who never culte grew up.
He was always dependent on other persons. Bolingbroke, Swift,

Arbuthnot, and Pope were his loyal friends, and the Duchess

lFrederick Tupper and James W, Tupper, eds., Representa-
tive English Drama 1700 - 1750 (New York: Oxford University
Press, 191i1), p. 201,




Mormmouthn had taken him into her service. His friends took

mertyrdcem assuned the form of an agreeable dependence.,
During the reign of Queen Arme, Gay was a favorite
at court, even participating in a diplomatic mission to the
Court of Hanover in 171l. Amne's death seemed to bring an
end to Gay's hopes. 1In 1727, Gay was offered the deprecating
position of Gentleman~usher to little Princess Louisa, Gay
was quite upset at his fall from favor and declined the position.
Gay's disappointment was not long-lasting, because
within a year, Gay had written a satire about courts and

ninisters, The Beggar'!'s Opera. The success of this play was

amazing, and Gay became very popular, A year after his first

play, Gay published Polly, a sequel to The Beggar!s Opsra.

The Lord Chamberlain prohibited this work from being produced.
John Gay died four years later, having produced nothing
of note since the plays, His epitaph, written by Pope, said,
"Life is a jest, and all things show it.
I thought so once, and now I know it."l

II. GENERAL CONSIDERATIONS

Popularity of The Beggar'!s Opera., Pope, writing in

Spenc.'s Anecdotes, had this to say about the first night

1 ) ; . :
Alexancer Pope, auoted in PFrederick Tupper and
James W, Tupper, eds., Renrscentative English Dramas, p. 263.
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Lincolnts=Inn Fields, in

London, starring Lavinia Feanton and Thomas Walker.

re all, at the first night of it, in grcat
inty of the event; till we heard the Duks
11, who sat in ths next box to us say,

1l do, it must do! I see it in the eyss of
then, This was a good while before the first

act was over, and gave us ease soon; for the Duke
{vesides his own geood taste) has a particular knack,
as any one now living, in discovering the taste of
ne public. He was guite right in this, as usual;
the good nature of the audience appeared stironger
and stronger every act, and ended in & clamor of
epplause,.l

The audience did indeed love the show, and so long
was its run, from then on, the popularity of any current show

was measured by comparison to The Beggar'!s Opera. The play

ran sixty-three nights in London the first season and fifty-nine
nights the second season. Because of this long run at Richts

Lincolnts-Inn Fields, the joke went around London that The
2
1"

o

Bezgarts Opera "made Gay rich and Rich gay.

The influence of the production could be seen in
every aspect of London life. People discussed and analyzed

it. The Beggar's Opera became ‘“the" thing to see. The

following quotation from The Daily Post for March 12, 1728,

is an example of the play's popularity. "Last Tuesday Mr.
Eungerford treated in one Day at his House for Speakers of

the House of Commons, Viz. Mr., Bromley, Sir Thomas Hammer,

lAlexander Pope, Svencels ‘necdotes, quoted in Fredrick

Tupper and Jzmes W, Tupper, eds., ..corecentative English Dramas,
£

p. 253,

2m

Tupper and Tupper, eds., Representative English Dramas,
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Lord Wilmington, and the pressnt Speaker, and afterwards

i , . . 1
entertained then at the Plavhouse with The Bezgar!s Overa,”

The British artist, Hogarth, painted several

pictures relating to The Begzar'!s Opera. One of then

S

showed & scene wnere the stage boxes were filled with the
notables who patronized the first performance. The scene
was 1n Newgate with Macheathk in the center and both Lucy
and Polly pleading with their respective fathers.

Scenes from the play appeared on screens which
decorated houses. Also, pilctures of Macheath and Polly
appeared on ladies! fans and playing cards. Lavinis Fenton,
the girl who played Polly, reigned as a universal favorite
of London and later married a duke. Pope said, "The pilece
drove out of England (for that season) the Italian Opera,
which had carried all btefore 1t for ten years.“2

In the next few years the play was produced in

nearly all of the British colonies. In 1750, The Beggar'!s

Ovnera was one of the earliest musical comedies produced in

Anerica by the Murray-Kean Company. The play was to be found

IThe Daily Post, March 12, 1728, cuoted in William
Even Schultz, Gay'ls Begmar's Cpera: Its Content, History
and Influence (New Haven: Yale uUniversity Press, 1923}, p. 1b6.

2Alexander Pope, quoted in Frederick Tupper and James

W, Tupper, eds.,, Representative =nglish Dramas, p. 263.
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n the revercvoire of almost every theatrical company,

e

British or American, in the colonies during the eighteenth
1
century.

During the nineteenth century The 3egear's Overa

was frequently presented, but the number of performances
gradually diminished. In the twentieth century there was
a revival of the play in 1920 at Hammersmith, England, and
in 1957 it appeared on television. .

Origin and Development of The Besgar'!s Opera,.

The idea for writing a Newgate pastoral was sugzested to
Gay as early as twelve years before he actually began work
on it. Pope wrote to Gay,
« « « I believe further, the pvastoral ridicule is
not exhausted, and that a porter, footman, or
chairmen's Daﬂuo”al night do well. Or what think
yvou ol a XNewgate pastoral, among the whores and
thieves there?"2

By the time Gay began writing The Bezgar!s Overa,

a. great deal had happened. The London underworld had some
rather celebrated heroes. Also, IiIn that period of time;
Italian opera had become popular, and 1t provided many ideas
for satire. Gay's disappolintment at beling rejected by the

court gave him the courage to ridicule the govermment of England.

lRefer to Appendix,
2

A
=

lexcader Pope, quosed in William Eben Schultz,
Gay's Begzgar's Opera, p. 127

;
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The pley itself was written in 1727 while Gay was
stayinz with Pope. Commenting on the finished play, Pope
wrote to Swift:

John Gay's cpera is T on the point of delivery. It
may be called, considering its subject, a jail delivery.
Mr, Congreve, with whom I nave commemorated you, is
crxious as to its success, and so am I, Whether it
succeeds or not, 1t will make a great noise, but whether
of claps or hisses I know not.l

[
o
3 @

Gay firsv took his work to Colley Cibber at Drury
Lane, but he refused the work. Finally, John Rich accepted
the plece and put it into rehearsal., A development during
rechearsals that greatly increased the popularity of the work
was the addition of music to accompany the songs. Dr. Pepusch
was called in to arrange the old tunes and also to write an
overture,

Gay's The Bezgar's Opera introduced a new type of

opera known as ballad opera. This piece fixed the form and
started the development of a new genre of dramatic literature
which was preserved for over a quarter of a century.2 William .

Schultz, writing in Gay!s The Bezgar'!s Opera, defines ballad

opera as " . . . an opera which makes use mainly of old ballad

2irs, instead of specially ccmposed'music."3

I1pig,, p. 126.
2Refer to Appendix,
3William Eben Schultz, Gav'!s Bezgar!s Opera - Its

Content, History and Influsnce (New Haven: Yale university
Press, 1923), p. 126.
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A contrary view concerning the origin of ballad opera

ie held by Frenk Kidson writing in The Beggar!s Operz, 1is

sors and Successors, 41t 1s Kidson's opinion that

The Centle Shepherd written by Alan Remsay was actually

the first ballad opera and that Gay got his idea from that

Althouvgh The CGentle Shepherd was published by 1725,

1t was not presented on the stage till after The Begzar's

Cnera., At first glance the two works seem quite alike, but

ypont closer inspection they are quite different, The Gentle

Shevherd was a very rcmantlic verse drama. This work is different

in spirit from The Bezgert!s Opera,.

By looking at commeants made by Gay'!s contemporaries,

it is easy to tell that they believed The Beggar'!s Opera to

be a totally new form., Robert Hitchcock, comments in The

Irish Stage in 1788, it "was in a stile [éié] of composition
which had not hitherto been tried, and concerning which,
the public opinion was more difficult to ascertain."2 Joseph

Warton, in Essay on Povne, calls The Beggar's Opera "the

parent of that most monstorus sic of all dramatic absurdities,

113

the Comic Opera.

lFranﬁ Kidson, The Beggsar'!s Opera, Its Predecessors
end Successors (Cambridge: The University Press, 1922), p. 30.

2T{itcbcock, The Irish Stage, aquoted by Schultz,
Gev's Becsar'!s Opsra, p. 129,

3

J
Gayls Begg

oseph Warton, Essay on Pope, quoted by Schultz,
gr!s Opera, p, 129.
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Why did Gay choose this form of presentation? On

'J.

rex son maey lie in the fact thet many people were tired ol

Italian opera with its affected singing. Many people enjoyed

Gayls songs sung to simple Znglish melodies, more than the

music of Italisxn opercs,

Plot of The Beggart!s Opere, The Bezger's Opera is

get in The eighteenth century London underworld. The pley

is introduced by the Beggar and the Player. The coanversation
between these two characters establishes the idea that the
show 1s to be a burlesque. In the first act Mr. and Mrs.
Peachum, receivers of stolen goods, discover that their
daughter, Polly, has committed the worst social sin: shs
has married Macheath, a daring highwayman. The Peachums
are displeased with Polly for two reasons, They feel it
would have been much wiser for her simply to have had an
affalr with Macheath, and they do not went Macheath to
ruin their business. Mr. Peachum comes up with a solution
which will turn the situation to his advantage. He will have

Macheath sent to prison and murdered, and thereby getting
money for turning him in, esnd Polly will inherit the
highwayman'!s money.

Polly 1s much d stressed by this idea and warns Macheath.

In the second act Macheath returns first to his geang, and
then to his ladies. Macheath had scarcely been reunited with
his various women friends when Pecachum and the Constables
appear and a2rrest him; i.e., it seems that one of the ladies

had accepted a bribe from Peachum. Macheathh is taken tTo
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lewgate.

Lucy, Lockit's daughtsr, appears. She is going
to have Macheath's child and is furious with him because
he has married Polly. Both Polly and Lucy meet at the
prison and confront Macheath. He swears he is not married,
and after Polly leaves, he convinces Lucy to steal the
keys and release him.

The third act finds Leckit furious with his daughter
for releasing Macheath, especially since she did not make
any money by the betrayal., Polly visits Lucy et the prison,
and Lucy tries to kill Polly by giving her gin with poison
in it, This scheme fails because Polly does not drink.
About this time Macheath reappears under guard and is ggain
put in prison., This time his death is imminent.

The arrival of four more women who all claim to
be his wife leads Macheath to welcome death. The pleay
seems doomed to end as a tragedy, but to sult the tastes
of London, the Player and Begger arrive with the intention
of making the play have 2 happy ending. Macheath is pardoned,
choczes Polly to be his wife since they were really married,
ant all of the women and pirisoners begin dancing.

Chearacters of the play. Even in this satire, the

individual role. do not becoms charicatures., Each has an
individual identity. There is an exact balance of men and

wemen in the play. The higawaymen are balanced by the women
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of the town, There are six orincipal parts: Macheath,
Polly, Lucy, Mr. and Mrs, Peachum, and Lockit.

The whole play centers around Machesath, He slways

H

emains a cub ebove everyone elcs, and never descends to
the level of his men. Although Macheath is a highwayman,
he is a gentleman, |

Polly has always been the favorite of audiencecs.

She stands out as different from anyone else in the play because
of her simplicity, sweetness, and daintiness. She appears
as a rose among thorns,

Lucy has taken on some ol the sordidness of Newgate
where she lives under the shadow of the criminal world, She
hes a passionate temperament in contrast to the sweetness
of Polly. Lucy, Macheath, and Polly make a varied and
exciting triangle.

Peachun is the sordid individual who represents the
grimmer side of CGay'!s farcical atmosphere., At times he is
a philosopher and humorist. He owes his success as an under-
world leader to his understaending of human nature.

Although often shocked by her husband's ideas, Mrs.
Peachum always decides to go along with them in the end.

Mrs. Peachum appears only in the first act, but she is a strong
character there,

Lockit has several of Peachun's traits of villainy,
and the sentiments of the two rogues are practically vhe

same, but they are not alike as characters. Lockit is the
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great Jjeilor of Englich drama, He i1s proud of his position
and thoe control he has over nis prisoners., Of course,

Le uses this position tc his cwn best advantage.

The geng of highwaymen who open the second act
are delightful. They are disreputeble in dress and character,
end they are a "Set of practical Philosophers."l Although

1 the men are much alike, Mat of the Mint seems to be the
spokesman,

Unlike the highwaymen who are similar in character,
the women of the underworid are described individually as
they appear. These ladies are satires on great ladies.

This may be seen in the women's action, and topics of
conversation, Thelr names are suggestive and add an interesting
touch, Socme of the women of the underworld include: Mrs.
Coaxer, Mrs., Vixen, Suky Tawdry and Molly Brazen.

In the dialogue, Gay secured his best effects. First
of &ll, the dialogue is not an excuse for songs (as in the
case of many musicals), but an important part of the play.
Much of the jargon of the characters is rendered comic by
the burlesque spirit. The burlesquing of speeches can
especially be seen in Macheath!s assurances to his sweethearts,
given alwiort simultaneously. Gay achieved much of his humor

-y mixing the grave and the geay.

rnet, Morton Berman, and William Burto, eds.,
ss (New York: The New American Libreary,
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IIT., ZIPALIAN OPERA

Enegliish andé Italian Opersa 1656 - 1728, In tracing

the history of iltallan opera in Zngland, it 1s necescsary

‘to look back to English entertainment of 16L2, During the
Interregnum stage pnlays were prohibited, and musical as

well as legitimate drama was under a cloud, In 1656 Sir
Williem Davenant produced a play with Italian music and it
was allowed mainly because the Protector did not think it
would be harmful since no one understood it, This was the
beginning of l1talian operas in England. Davenant and his
musical plays paved the wey for the operas and musical dramas
that later became so popular,

When Charles I1 came to the throne in 1660, he
removed the ban on theatres and encouraged production of
drama and of musicals. Charles! interest 1n music was
developed during his stay in France.

Dryden gave this description of opera as 1t was
understood in his da

An opera is a poetical tale or fiction, represented by
vocal and instrumental music, adorned with scenes,
machines, and dancing. The supprosed persons of this
musical drama are genersally super- nauural, as gods,
and goddesses, and heroes, wnich at least are des-
cended [sic] from ther znd in due time to be adopted
into their numbers, TThe SuOJoCt . + . admits of that
scrt of mearvellous fblqj and surpr%sing conduct which

is rejected in other piays . . . .

lTorm Dryden, quoted in Xidson, The Beggar's Opers,
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In 1670 Henry Purcell wrote music for his first

opera, Pido and fsnsas, For the next twenty-{five years

Purcell wrote music for forty dramatic pileces. Some of

these include The Tempest, Dioclesien or the Prophetess,

ing Arthur, and Bonduca., After the death of Purcell,

The Znglish opera declined., His death left room for men
of lesser talent to put on the stage operas either wholly
of Italian origin or founded upon the Italian model.

An important Italisnzte opera was Camilla, trans-
lated directly from the Italian. The interesting thing
about this plece was that i1t was performed half in English
and half in Italian. The English and Italian singers each
sang in their own tongue.

In 1720 George Handel undertook to put Italian
opera on a permanent basis in England. The Royal Academy
of Music was established. Some of Handel's operas were

NT.

Numitore, Radamisto, Narciso and Astarto, Admetus, and

®

Ricardo Primo. The last was vroduced iIn 1727, the same

£

year as The Bsgcar's Opera appeared.

Addison, writing in his Spectator papers on March 21,
1711, made the following comment on the English and Italian
opera.

There 1s no question but our great grandchildren will

be very curious to know Tthe reason why their forefathers
used to sit together like an audlence of foreigners

in thelr ovm country ana fto hear whole plays acted
before them in a tongue they did not understand . . . &
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in short, our Lngl:
n

i ite rooted out, and
nothing yet planted in its

Although the nobility and those seeizing to emulate
the high 1life enjoyed Italicn opefa, there were a number
of Englishmen who did not. Several prominent writers had
a great deal to say about tac opera, but for the most part
they went unheard. Joan Dennls expressed this feeling. He
said that, that entertairment in Italy is "a beautiful har-

monlous Monster, but here in England 'tis an ugly howing one."2

In The Irich Stage Hitchcock makes the following

cormient concerning the situation wnhich preceded the satire,

1)

he Degoar!s Opersa.

t exotic species of sntertainment called Italian
cra had for several years veen rising into fashion
=Y

(@R
[n R ] *)

pic)
5]
ad et that time entirely engrossed the attention of
e higher and more fashionable renks of peopl

‘he seduction of foreign music, the novelty of those
vnnatural warblers then imported, the charms of dancing,
with the glare of decorations, had bewitched the f{ancy,
and diverted the tide of enco;.n*cment, and applause
from the more rational, though less gaudy representations
of the Englich tneatrp. This corruption of public tTaste
‘and perversion of judzement, it was Mr, Gay's intention,
by humorocusly satirizing, to correct.3

3(‘1‘{0

2
1

The Beggar'!s Opera as a Satire on Italisn Opera.

George Hogarth, a music critic of the nineteenth century,

] < . . . \
“Addison, Svectator, quoted in Kidson, The Beggar's
Opere, . 27.

2John Dennis, quoted in Schultz, Gay!s Beggar'!s Opera,
p. 137.

3Hitchcock, The Ir
Gay's Bezgar!s Cvera, p. 1

n Stage, quoted in Schultz,




wrote in his book Musical Histowy that The Beszgart!'s Opera 1s

. « o Sald to have been intended to ridi ule the Italian
cov*u, wh ch was then becoming very fashionable in

England thougn 1f this was the object, 1t certainly
B c - ~

w;s not accomplished, as there is not the sligntest
resemblance in any particulaer between The Beggar's Opera
and the pieces of the Italian stage.

Hogarth was wrong in assuming that just because

The Bezger'!s Opsra was not exactly like Italian opera, that

it was not ridiculing the latter. The very fact that The

r———

d

Bezgar!s Opera was so different in every way helped to

point to the falsensss and the faults of Italian opera.
Schultz says, "By substituting the powerful antidote of
femilier English music, Gay was able to render the foreign
musical Grama unnecessary.”2
Géy countered Italisn opera with its fine frills
and decorctions with over sixty simple British airs.
Instead of portraying unresal subjects as Itaiian opera
did, Gay chose his incidents for the play from the low=-life
of a prison. He replaced elaborate staging, costuming, and
plots with simple scenes and characters.
When Gay did use lofty and exaggerated language, it
was for effect. He poked fun at the serious opera by having

the everyday gossip of thieves and prostitutes spoken in

lGeo“oe Hogarth, Musical History, quoted in Schultaz,
Beggar!s Overa, p. 105.

s

2Schultz, Govy'ts Bszzzets Opera, p. 139.
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lofty and exasgerated languasc, Hitchcock commented on
this use of clegant langusge In The midst of low ccmedy.
e same lortiness of stile Eééé}, and unnecessary flow of
forced similes, which, frcm an italian hero, gave such delight,
when put in the mouths of sharpers and highwaymen, could
not fail To produce an effect as ludicrous, as the former
had been grand."l

Bven further evidence that Gay ridiculed Italian
opera ig in his play's introductionvwhich contains the
speeches of the Beggar and the Player. These speeches gare
full of satirical hints. The Beggar mentions the use of
"Similies that are in all your celebrated Operas: The Swallow,
the Moth, the Bse, the Ship, the Flower." The Beggar mentions
his "Prison Scene which the Ladies always reckon charmingly
pathetick [ggg]." Sir John Hawkins supports the idea of
ridicule wnen he suggests That Macheath's-appearance in
the Newgate fetters might be supposed to ridicule the prison

scene in Coriolanus, periormed a few years earlier.2

Another good example of direct reference to Italian
opera concerns a bitter guarrel in 1727 between two rival

Italian singers, Cuzzoni end Faustina, over the leading part

L. : — s . .
Hitchcock, The Irish Steze, guoted in Schultz,
C.v's Beggar's Opera, p. 1lLO,.

2Sir John Hzwkins, cquoted in Schultz, Gay'!s Beggar's
Opera, p. 1L3.




in ar opera. Referring to this cuerrcl the Beggar cstates,

DD

1

As to tne Parts, I have observ'd such a nice Impertiality

o

to our two Ladies, that it is impossible for either of

Gay's opera was surprisingly natural in both scene
gzar said, "I hope I may be
forgiven, that I have not made rny Opera throughout unnaturel,
like those in vozue . . e

The final scere between the Beggar and the Player,
(Act III, Scene 16) mékes a criticism of opera. The Player
S&YS, e ¢ o for an opera must end happily." The Beggar
revlies, " . . . that in this kind of Drama, 'tis no matter
how absurdly things are brought about." And the Player
answers, A1l this we must do, t0 comply with the Taste
3

of the Town."

Schultz points out that without the openling and

lBarnet, Berman, burto, eds., Bight Great Comedies,

Schultz, Gay's Beggar'!s Overa, p. 145.

2
31pid., p. 135.



Regardless of Gagy's intentions it is interesting To
view contemporary comments concerning the play and its effect
talian opera. Swift says, "The comedy likewise exposeth
creat Justice, that unnaturael Taste for Italian nmusic
arony us, which is wholly unsuited to our northern climcte,
end the Genius of our people, wherehby we are over-run with

Italian effeminacy and Italian nonsense.”

PN

In comparing the recception of The Beggar'!s Overa to
Italian opera presented at the same time, this comment
arpeared in the Crafteman for February 17, 1728: "We near

that the British Opera, commonly called the Begmar's Oversa,

continues to be acted at the Theatre in Lincolnts—inn Fields

with general iLvplause, Lo the great Mortification of the

Performers and Adnirers of the Cutlandish Opera in the Haymarket.

A series of letters of Mrs, Delany to Ann Grenville
ergnces ©o the decline of Itallian opera in
the spring of 1728. She places much of the blame on the success

ns Bezgarts Opera,

In a letter dated Januvary 19, 1927/28, Mrs. Delany

N

writes, '"Yesterday I was at the rehearsal of the new opera

-

omposed by Handel: I liked it extremely, but the taste

o)

Lo spn s s o
Swift, quoted in Kidson, The Beggar'!'s Overa, p. 50.

ZCraftsman, February 17, 1728, quoted in Schultz,
Gery's tozmarts Ooera, p. Lb. ’
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of thec town 1s =so depraved, that nothling will be approvcd
£ but the burliesqus . «
February 29 of the same year Mrs. Delany included
this comment in her letter, "The Cpera will not survive
%er this winter; I wish 1 was a poet worthy the honor

of writing its elegy.”

In sumarizing the effect of The Bezgar's Overa

on Italian opera, Williem Schultz in Gay's Beggar!s Opera

has this to say: V"It either laughed the opera off the
stage for that seazson, or as & permanent attraction,
forced its competitor to yield to 1ts success. Opera

did not recover from the setback for several years.”3
Iv, POLITICAL SATIRE

Political Conditions in England. The Beggaris

Opera satirized a number of things, including politics.

It is‘hard to determine Just how many lines of the play
refer directly to the administration of Sir Robert Walpole,
but the public certainly interpreted them as striking at

% Prime Minister, In Memoirs of Mceklin written in 180L,

Thomas Coolze calls attention to a specific passage and the

:
“Mrs. Delany guoted in Schultz, Gay'!s Beggar!s Opera,

p. 156,

21pid.

3Schul‘cz, Gay!s Beggar's Opera, p. 1lb.

N
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gudicncetl!s reaction to 1t. In the scene where Peachum and
Locklit are described settling Thelr accounts, Lockit sings
the song:

"When you censure the age, etc." which had such an

effect on the audience, that, as if by instinct, the
greater part of them threcw thelr eyes on the stagebox,
where the minister was sitting and loudly encored it . . .
The name of Bob Booty, whenever mentioned, again raised
the laugh against him, and the quarreling scene between
Peachum and Lockit, was so well understood at that time
to allude to a recent quarrel between the two Ministers,
Lord Townsend and Sir Robert, that the House was in
convulsions of applause.l

The question arises, why wes Walpole treated in this
manner and why did the people react to it? Thomas Babington

Macaulay in his Critical, Historical, and Miscellaneous.

Essays and Poems asserts that "Walpole governed by corruption,

because in his time, 1t was impossible to govern otherwise.”2
The Parliement had managed to sheke off the Royal control,
but had not yet come under the control of public opinion.
If Walpole governed by corruption, it was because that was
the only way to govern.

The large portion of the members of Parliement had
very little motive for public service except personal gain,
and Walpole was just better at using his money than most.

Walpolet!s primary love seemed to be that of power., Macaulay

lCooke, sizmoirs of Macklin, guoted in Schultz,
Gey'!s Begzar's Opera, p. 1O7.
2m

Thomas Babington Macaulay, Critical. Historical,
and Miscellaneous Essays and Poems, Vol. 1l (New York:
John W, Lovel), p. 27.




59
says, ""He was in power itwenlty years and not one great measure,
not one important chenge for the better or worse, took pla.ce.":L
Walpole apparently was interested only in remaining in officev
and maintaining the status quo.

In 1741 Walpole was accused of having made himself
"sole and prime minister," which at that time was regarded
as an invasion of the rights of his colleagues, and a motion
was made for his dismissal from Parliament.2 The following
quotations are taken from Walpole'!s speech to the House of
Commons in defense of himself in February, 17L1.
My great and princivel crime is my long continuance
in office; or in other words, the long exclusion of
those who now complain against me . . . . This pretended
virtue patriotism proceeds from personal malice and
disappointed ambition. There is not a man aemong them
whose particular aim I am not able to ascertain, and from 3
what motive they have entersd into the list of opposition.
In his book, Macaulay lists the following as those
who, in Parliament or out of Parlisment, essailed the adminis-
tration of Walpole: Bolingbroke, Carteret, Chesterfield,
Argyle, Pulteney, Wyndham, Doddington, Pitt, Lyttelton, Barnard,
Pope, Swift, Gay, Arbuthnot, Fielding, Johnson, Thompson,
and Glover.u

lrsi4,

2William Jennings Bryan, ed., The World'!'s Famous Orations
(New York: Funk and Wagnalls Company, 1906), p. 15L.

3Robert Walpole, quoted in Bryan, The World!s Famous
Orations, p. 155.

L

Macaulay, Critical, Historical, and Miscellaneous
Essays end Poems, p. 32.

RS
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There 18 no doubt that Walpole did govern by corruption
end did use money to accomplish his aims, Macauley asserts:
'that he practised corruption on a large scale is . . . indis-
putable. There were more than enough things to justify
criticism of Walpole, but, in a sense, the abuses were
without purvose. VWalpole'!s opponents stirred the public to
a popular fury but did not know what to do with power when
they got it. NMacaulay says, "They held up a single man as
the sole cause of all the vices of a bad system which had
teen in fwll operation before his entrance into public 1life,
and which continued to be in full operation when some of those
12

very bawlers had succeeded. to his power.,

The Bezcoar's Opera as a Satire on England!'s Political

Situation. The Beggar'!s Opera did have a political appeal

to the audience. People of both political parties probably
came to see the pley because of the political satire, and
both groups were disappointed. As Frank Kidson put it,
"one because the satire was there, and the other because

n3

the satire wasn't stronger.

Writing contemporary with The Beggar!s Opera shows

the political interpretations of the play. In a letter

from Swift to Gay written February 26, 1728, the following vassage

1rpia., p. 2h.

ot

“Tpid., p. 33.

?Kidson, The Beggar'!s Opera, p. 92.
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appears:

Does Walpole think you intended an affront to him in
your opera? Pray God he may, for he has neld the longest
hand at hazard that ever fell to any sharper's share,

and keeps his run when the dice are changed,l

The following poem was written to describe the
reception in London of Gay's play.
Ios Want of Taste the Towvm did most display,
Waen it receiv!'d the Operas of Gay.

Dukes, Earls, and Knights, to Lincoln's Thesatre
To hear themselves lash'd in each painted Song.

2throng,

In defense of Gay and his motives, his nephew, The
Reverend Joseph Baller wrote:

In his severest remarks upon the vices and follles of
mankind, he carefully avoided all invectives and
acrimonious reflections . . . . It was only undeserved
honor, luxury, and Immorality that he struck at, and left
the vicious to make a self-application; and to suffer
remorse from their own inward shame and sense of guilt.3

Just as some people saw too many political references

in The Beggar's Opers, Baller probably did not see enough,

The fact that Gay'!s best friends were violent opponents of
Walpole could not help influencing him., Gay'!s play ranks,

along with Swift's Gulliver!s Travels and the Dunciad of

Popre, as one of important protest documents by Walpole's

opposition,

lSwift, quoted in Schultz, Gay'!s Beggar'!s Opera, p. 179.

2Schultz, Gay's Beggar's Opera, p. 184,

3Rev. Joseph Baller, quoted in-Schultz, Gay's Begcar's
Opere, . 188,
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Lnother factor influencing Gay's writing was the fact
that CGay had been disappointed at court. Schultz asserts that
the disdain with which he refused a post of attendance on
a2 royal child may have led directly to specific satire on
the court."l Two actions by the govermment showed that it
felt that Gay was hitting at it. Gay was deprived of his
lodgings at Whitehall which he had occupied for several years,
and all of his letters were read by the post office.

The Beggar's Opera led the government to realize that

drama could become an embarrassing mirror of contemporary
politics. In fact Gay'!'s next play, Polly, was censored and
not allowed to appear on stage.

The text of the play contains numerous examples of
the habits of nobility. "What business hath he to keep
Company with Lords and Gentlemen? He should leave them to

n2 o wp Woman knows how to be mercenary,

prey upon one another.
though she hath never been in a Court or at an Assumbly."3
"In one respect indeed, our Employment may be reckon'd
dishonest, because, like Great Statesmen, we encourage those

who betray their Friends&.")‘L Other examples of political

lSchultz, Gay's Beggar's Opera, p. 188.

2Barnet, Berman, Burto, eds., Eight Great Comedies, p. 237.

3Ibid., ». 240.

Tbid., p. 261.
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setire may be seen in such songs as "When you censure the Age"
and “Since Laws were made Tfor ev'ry Degree.”l

There are other passages in which Gay abuses the
government. In one scene he implies that under the existing
laws, the Peachums could soften the evidence or with proper
bribery a jury could be persuaded to bring a verdict of
mansiaughter instead of murder.

The whole concept of the lNewgate pastoral is in itselfl
a source or criticism., A Newgate pastoral is a play exposing
the author's views of the corruption of the Newgate prison.

By humorously exposing the corruption of Newgate, Gay is able
to kit at a system of justice which allows unfair treatment

of prisoners. The scene between Macheath and Lockit shows
that, with money, one'!s stay in prison could be more pleasant.
Macheath says, "The fees here are so many, and so exorbitant,
that few Fortunes can bear the Expense of getting off
hendsomely, or of dying like a Gentleman."?

There are probably three ways Gay alluded directly
to 3ir Robert Walpole. The first was through proper names.
Schultz reports that the following names are thought to refer
to Walpole: "Robin of Bagshot, alias Gorgon, alias Bluff Bob,

alias Carbuncle, alias Bob Booty.”3 These were supposed to

Ibid.

21p14., p. 258.

31pid., p. 236.
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refer to Sir Robert!s unrefined menners and alleged robbery
of the public. There is not one single character who stands
for Walpole explicitly. References to him are made through
Several characters.

The second method of ellusion to Walpole could have
been in the relationship among Macheath, Polly, and Lucy.
The Memoirs of Lord Hervey tell how the minister kept as a
mistress a merchant's daughter named Maris Skerrit, whon
he married after his wife's death.l Peachum says in one of
his speeches Bob Booty "spends his Life among Women, "4

The quarrel between the two ministers, Walpole and
Townsend, can be seen in the quarrel between Lockit and
Peachum., The Ministerial power was shared between Walpole
and Townsend, just about the way Peachum and Lockit decided
to "go halves in Macheath."3 The fact that Townsend and
Walpole were brothers-in-law may account for the expression
"Brother"! which is used often by both Peachum and Lockit.u

Because the satire of Walpole was not confined in

one character, 1t 1s difficult to know just how much of

the satire was really against Walpole and how much was against

lMemoirs of Lord Hervey, quoted in Schultz, Gay!s
Bezzar'!s Opera, p. 195.

2 = . .
Barnet, Berman, Burto, eds,, Eight Great Comedies,

p. 236.
3Ipid., p. 260.

uIbid., p. 261.



the wnole court system., Coclte reports that the interesting
thing is that many ol the lines seem to it Walpole remarkably
well, and circumstances show that the Minister understood

\ . . . 1
for whom the satire was intended,

V. SOCIAL SATIRE

BEvery society has had weaknesses, and eighteenth
century England was no exception. Much of the humor of Gay's
play comes from poking fun at the people themselves, especially
the rich and noble, Gay does this by picturing the low life
as egually bad as the high life. This idea can be seen
in these statements. "The lower Sort of People have their
Vices in a degree as well as the Rich," and "it is difficult
to determine whether (in the fashionable Vices) the fine
Gentlemen imitate the Gentlemen of the Road, or the Gentlemen
of the Road the fine Gentlemen."®

Although Gay satirizes almost all professions, Law
is the one he hits the hardest. In a letter written in 1778,

Hanna More said, "But the best of all was Sir William Ashurst,

who sat in a side box, and was perhaps one of the first judges

lSugra, p. 16.

2Barnet, Berman, Burto, eds., Eight Great Comedies,

p. 285.
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who ever Ifigured away at the Begzgarts Opersa, that stroang and

bitter satire against the professions, and particularly nis, "t

An example of lines which 1ndicate practices of
lawyers are the following: "A Lawyer is an honest Employment,

' (said by a highwayman); and "You might sooner

ne

so is mine,'’
tear . . . a Fee from a Lauwyer
Gay aléo satirizes the contemporary lideas of marrilsage,
widowhood, and the keeping of mistresses. Polly is treated
guite cruelly by her parents when they discover she hsass married.
She said she did not marry Macheath "(as !'tis the Fashion)
coolly and deliberately for Honour or Money," but rather because
she loved him., Her mother was shocked and replied, "I thought
the Girl had been better bred."> Mrs. Peachum also said
there never was a marrisge that made a woman "less followed
by other Men.”u
The state of widowhood 1s presented as the height of
matrimonial achievement. "The common Views of a Gentlewoman"
in marriage look to the good fortune of "a Jointure and of

being a Widow." Also the following was said concerning

widowhood: "The comfortable state of Widow-hood, is the only
lHanna More, quoted in Schultz, Gav's Beggar'!s Opera,
p. 200,
2

Barnet, Berman, Burto, eds., Eight Great Comedies, p. 23L.

31pid., p. 2L2.

uibid., p. 238.
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i
hope that keeps up a Wife'!s Spirits. Where is the Woman
no would scruple to be a Wife, 1f she had it in her Power

- .73 Y 5 onl
to be a Widow whenever she pleased?
The love of money is always present. Concerning

this the play says, "Money well tim'd, and properly apply'd,

ne

will do any thing. "A rich Rogue now-a-days, is fit

Company for any Gentleman. ">
The habit or fad of playing cards is mentioned.
Polly tells Macheath that he can't teer him from her.
"You might sooner tear . ., . any Woman from Quadrille."h
And Mrs. Peachun finds that "handsome Daughters" take
"as much Pleasure in Cheating a Father and Mother, as in
cheating at Cards.”5
Drinking had become quite fashioneble in thilis period.
Polly said her mother Y"drinks double the Quantity whenever

she is out of Order.”6

Lucy's statements also show how
prevalent and popular gin drinking was. When Lucy offered
Polly a fatal drink she said, "Not even the greatest Lady

in the Land could have better in her Closet, for her own

11p14,, v. 243,

? Ipid., p. 263.
' 31vid., p. 2.

*Ibid., p. 2L8,

5Ibid., p. 2L2.

Ibid., p. 243.
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private drinking."”” And "I »un no Risque; for I can lay her
Death uvpon the Ginn, and so many dye of that naturally that
N . s 2
I shell never be called in Question,®
VI. LITERARY BURLESQUE

In spirit, The Beggar's Opera is a burlesgue and not

L

a melocrama or a sentimental comedy. The ending 1s prooi o
that. This play is not a parody on another play or direct
caricature of people in high life., Willlam Schultz, writing

in Gay's Beggarts Ovsera says, "It | The Begrar's Opef%] is

largely a by-prcductc, rather than the product, of literature,

but attains an art of its own."3

The first liferary style to be burlesqued was that
of sentimental comedy, which had been made popular by
Cibber and Steele., In close connection with the ridicule of
artificiality and sbsurdity of much of the sentimental

comedy, The Beggar!s Opera can also be seen as a spoof of the

grand declamation and frenzy of heroic dramas of Dryden and

Lee. Ridicule directed againsgt this type of work is difficult

to distinguish from that directed against Italian opera.
Extreme sentimentallity appears in the ludicrous

dialogues of Macheath and his two ladies. The soliloquy of

11v14., p. 277.

n

Ibid., p. 276.

L)

Schultz, Gay!s Beggar'!s Opera, p. 20L.




v

59

}_h

Polly in Act I 1s & parody on The elaborate heroic parting

L7

(2

scene, "One Kiss and the -- one Kiss -- begone -- farewell."l

’The play is full of mock“pathos eand tragedy, and if.
the Beggar had not changed his piece, the opera would have
ended in Tne deepest gloom. At this point the ending seems
to be a zlap in the face for Englich sentimental drama. The
Begger confesses hisAoriginal scheme: "To make the Piece
perfect, I was for doing strict postical Justice; and Ha
the Play remaintd as I at first intended, it would have
cerried a most excellent Moral."” But the Beggar changed the
ending by having "the Prisoner brought back to his wives in
Triumph." The Player adds, "All this we must do, to comply
with the Taste of the Town."?

Another element of Gay'ls literary burlesque was his
attack on the overly tender songs of the period. These
affectedly tender lyrics were found in Italian operas, but
they were also very nmuch in vogue in England. These lyrics
were very greatly concerned with éentimentality. Some of
Gay'!s lyrics were slight parodies of the original words,

The fashionable reading of romantic tales was another
element of literary burlesque. Polly>says, "Nay, my Dear, I
have no Reason to doubt you, for I find in the Romance you

lent me, none of the great Heroes were ever false in Love."

lBarnet, Berman, Burto, eds., Eight Great Comedies, p. 249.

°Ipid., p. 28l.
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One oI iacheathfs speeches Lo Polly sounds as if it comes
directly from a romance novel., “Suspect my Honour, ny
Courage, suspect any thing but my Love., May my Pistols

miss Fire, and my Mare slip her Shoulder while I am pursuld,
If I ever forseke Thes.'T

it 1is impossiblé to separate all of the elements
of literary burlesque, just as 1t was difficult to pick
out definite lines of social satire against Walpole because
this play'!s examples are general, rather than specific,
Schultz says: "The fusion of all of these classes is a
distinct characteristic of the pley and of Gay's broad scheme

of vidicule."?

VII., INFLUZNCES OF THE BEGGAR!S OPERA

Moral Influences, As a means of humor end satire

Gay chose to contrast the high life of the court to the low
life of a geng of highwaymen. Gay's desire was not to make
the low life characters exemples of the way people should
live, but to use them as a satiricel contrast. People, how-
ever, got the wrong ideas about the attitude of the author
and pounced upon him as unfit for the patronage of the

Christian world., lMany people took the play too serilously,

1-pig., p. 248.

2Schultz, Gay's Beggar!

&

Overa, p. 208,
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Sir John Hawkins in his History of Music written in

1776, has this to say:

The effects of The Beggar's Overa in the minds of the
veople have fulfilled the prognostications of many,

that it would prove injurious to society. Rapine and
violence have been gradually increasing ever since its
first representation. . . . Everyman's house is now
become, what the law calls it, his castle; or at least

it may be said that, like a castle, it regquires to be

a place of defence. Young men . . . now betake themselves
to the road, affect politeness in the very act of robbery,
and in the end become victims to the justice of their
country. And men of discernment, who have been at the
pains of tracing this great evil to its source, have
Tound that not a few of those, who during these last
fifty years have paild to the law the forfeit of their
lives, have in the course of their pursult been emulous
to imitate the manners and general character of Macheath.

Gay used his method of writing to strilike at the evils
in society and it was unfortunate that the Puritans missed
the worthy lessons of the play. The question of morality did
not seem to hurt the play though, and countless playgoers
were willing to risk their better selves at a performance.

Political Influences. The Beggar's Opera was first

done in 1727. From then on it was popular and eventually
became a standard in many theatre companys! repertoires.

That means that a great number of people saw the play, many,
several times. This fact is important when one thinks of the
political influences of the play.

The Beggar's Opera was produced thirteen years

before Sir Robert Walpole was forced from office., It

lSir John Hawkins, History of Music, quoted in
Kidson, The Beggar's Opera, p. 96.
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probably would be safe to say, tnough, that Gay's work did
have some influence on the vuvlic'!s opinion o Walpole,
and his corrupt way of running the government.

Dramatic Influences., The most obvious and important

contribution Gay made To drama was founding the school of
ballad opsra. After 1728 it Clourished. Between 1728 and
1733 there was a rage for ballad operas. They were acted
et Drury Lane, Lincoln's Inn Fields, and Goodman's Fields.

Most of the works were far inferior to The Beggzar!s Cvera

o

but i1t began a trend which eventually led to works by Sheridan
and by Gilbert and Sullivan, In some respects, the dancing
and singing even anticipated the spectacular effects of

modern musical comnedy.

The Beggar'!s Opera was one of the first three act
comedilies. Preceding that time most ﬁorks had been written
in five acts., DBecause this piece was short, it could
logically be credited with the instigation of many of the
afterpieces, because something was needed to make the

evening's entertainment long enough.
VIII. CONCLUSION

When John Gay wrote The Beggar's Cpsra, it is doubtful

thet he saw more in his work than a satire on passing customs
of the day. He did not anticipate the fact that it would set
a record for the length of a run of a play in London, or

stir up so much controversy concerning his meanings. He
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also was unable to know that the play would still be periformed
two hundred years later,

Gay did not just vurlescus eighteenth century Zngland,
but he burlesqued mankind, For that reason people still

£find it anusing today. The Three Fenny Opers by Berthold

03

~
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Brecot and Kurt Welll is a twentieth century adaptation

Eal

oL

Nl

The Seggar's Opera. The first audiences enjoyed Ths Beagar's

Cpera because of its music. Because the play i1s composed
of a number of simple, pretty alrs, the music is still

enjoyved today. The success of. The Begzar'!s Opera lies in

its universality of dramatic writing, of things burlesqusd,

and of people presented.



CHAPTER IV

OF THEZ I SING

This chapter is a study of Of Thee I Sing as an

example of elghteenth century burlesque used in the twentieth

century. Several different aspects of the play will be
anelyzed. The play will be examined with respect to the
authors! background, popularity of the play, and subjects
burlesgued: politics, music, and socilal conditions. In
order to understand the meenings of the burlesque, a brief
study will be macde of the political and the social customs

prevalent prior to the writing of the play.

I. AUTHCRS

There is a blithe spirilit to George Kaufman.  Like most
hunorists, he wears a saddened, elongated countenance;
he possesses a slow, sedate walk and bearing. Yet
there is a skylark soering of his wit.l

George S, Kaufman., George Kaufman was born in
Pittsburgh into a middle-class Jewish family. The family
later moved to Patterson, New Jersey, and George went with

then.

lMontrose J. Moses, '"George S. Kaufman," The North
nerican Review, 273 (January, 1934L), 79.
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After Trying a number of occupations, Kaufman held

a position with the Weashingbton Times from 1912 to 1913, and

then had a column of his own in the Evening Mail from 191l

to 1915. The next change of jobs brought Ksufman to the

New York Herald Tribune as drama reporter, and then he

spent thirteen years with the New York Times in the sane

capacilty.
While he was working for the Times Kaufman wrote
his first play, Going Up, which was never presented. Kaufman
had his first big success with Dulcy. This show was the hit
of the 1921-22 season., Following Dulcy, Kaufman had an
incredible nunber of successful shows.l
The most striking feature about the writing of
George Xaufmen is his wit. Maxine Block, writing in Current
Biography, mekes this comment,
He IKaufmaﬁl has responded to nearly everything in
American life, and ms almost always consistently
made sport of it., He is a satirist able to meke us
lavgh at ourselves. And yet he never gilves offenss,
A similar idea is expressed by J. Brooks Atkinson in

o -

the FMew York Times.

His genius is for wit. In his heands the comaon wisecrack
becomes an instrument for the expression of a point of

lRefer to Appendix.

aMaxine Block, ed., Current Biography: Who!s Newsd
and Why 1941 (New York: H. W. Wilson Company, 1941}, p. L57.
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reveals the buncombe in

view., Hating buncombe, it
¢t 1t attacks.l

every verson or subje

One characteristic of Kaufmén's writing was that
he almost always worked with a collaborator. Joseph Wood
Krutch asserted the opinion that Kaufman was best at vuilding
character and shining wit but did not have much ability in
constructing plots.2

With so much wit and satire in his writings, people
often wondered whet Kaufman's philosophy was. Joseph Wood

-

Krutch writing in The Nation felt that Kaufman always exhibited

the traits of a columnist, "one, that is to say, whose chiefl
business 1t is to make brief random comments upon a thousand
things.”3 Columnists are not required to develop a philosophy,
"they are supposed to sparkle g dozen times a day, not to
throw the steady light of sustained criticism upon 1life or
society as a whole, "l

Perhaps this quotation from Current Biogravhy is the

best‘way to summarize the philosophy of George Kaufman. He
is actually a "really gresat practicel theatre mind with no
philosophy except that the theatre is entertaimnment, and

5

good entertainment pays.”

lBlock, Current Biography, p. 458.

2Joseph Wood Krutch, "The Random Satire of George S.
Kswan,”" The Kation, 137 (August 9, 1933), 157.

31p14,

H
°Block, Current Biozr:vnhy, p. U457.
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Morrie Ryskind., Gecrge Kaufman's collaborator for

Of Thes I Sing wes Morrle Ryskind., Born on the east side of

New York on October 20, 1895, Ryskind had the ambition to
be a professional baseball pitcher. His life did not work
out thils way. Six weeks before he was to have earned his
degree at the Columbia School of Journalism, he was expelled
for writing some anti-war articles,

Ryskind worked with Kaufman on several scripts, and

later wrote screenplays in Hollywood.l Later Ryskind became

a columnist for the Los Angeles Times.

Ira Gershwin., Ira Gershwin was a noted lyricist.

The 1list of shows he has worked on is a long one.2 Ira
wrote lyrics for all of the shows composed by his brother,
George. VWorking together they produced lyrics and music

for 0f Thee 1 Sing.

George Gershwin. The musical score for Of Thee I

Sing was written by one of the most gifted of composers,

George Gershwin. Gershwin's career was marked by his desire
to bring musical significance to American popular nusic.
Charles Hambitzer, his first important teacher, wrote:

I have a new pupil who will maixe a mark in music if

anybody will, . . . The boy is a genius, without a
doubt; he's Jjust crazy about music and can't wait

lRefer to Appendix,

2Refer to Appendix.
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ineil it is time for his leseon. . o« . He wants to go
in for This modern stulf, jezz, and what not. But I'm
ile, I'll see that he gets
a

Throughout his life George continucd to study, but

as Nicolas Slonimsdy in Backsr's Biozrapnical Dicticnaery of

Mugicians states, "it was his melodic talent and genius for
rhythmic invention rather than any studies, that made him a
genuinely important American composer-.”2

A milestone in Gershwin's career occurred in 192
when he wrote "Rhapsody in Blue'" for piano and orchestra.
In this work, he applied the jazz i1diom to an essentially

classical form.

Beginning in 1925, Gershwin wrote one excellent

score after another for musical comedies. David Ewin, author

of American Composers Today holds the opinion that these

were just a prelude to the crowning success of his musical

comedies career, Of Thee I Sing. Gershwints last work,

the opera Porgy and Bess, was perhaps his greatest accomplish-

ment. It!'s merit was not fully realized until after his

death.

lDavid Ewin, ed., American Compvosers Today (New York:
The W. H. Wilson Company, 19.9), p. 99.

2

Nicolas Slonimsdy, ed., Baker's Biographical Dictionary

of Musicians (New York: G, Schirmer, 1958), p. 552.
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II. GENERAL CONSIDERATIONS

Popularity of Of Thee I Sing., Of Thee I Sing was

a play that showed America'!s ability to look at herself, with
2ll her faults, and laugh. There was a time, however, when
no one knew for sure how the play would be received.

Of Thee I Sing made its pre-Broadway opening in

Boston, and as the New York Times pointed out:

1t was with some slight misgivings that the new show
was leunched in conservative Boston. The censorship
in that city is notoriously a menace to the full and
free expression of opinions and ideas on the stage
and they did not know if this show would go.l

The fear was in vain because even Mr. Casey, the

chief censor, sat through the opening performance and was

not the least offended.2

H. T. Parker of the Boston Transcript has this to
say about the opening performance:

At last it has been done. George Kaufman and George
Gershwin with incidental assistance from Morrie Ryskind
for the book, Ira Gershwin for the rhymes have written,
unabashed, a musical play setting scenes in the White
House, in the Senate Chamber at Washington, on the steps
of the Capitol itself, . . . From half past eight to a
quarter to midnight the first aud%ence rejoiced unflag-
gingly in what was set before it,

1"Events Leading Up to a Congressional Record,”
The New York Times, January 10, 1932, sect. 8, p. 2.

2Tpid.

3H. T. Parker, Boston Transcript, quoted in The New
York Times, December 13, 1931, sect. 8, p. L.
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Despite the warm welcome in Boston, there was still
much uneasiness when the shor made its Broacway debut on

December 26, 1931, The New Yorlc Times contains the following

0 Thee I Sinz., This sccount was given a yvear later as the
1

show celebrated its Lirst birthday.
Sem H, Harris, the producer, was isolated in his
office "just a little disturbed at his own daring in bringing
a lampoon of sacrosanct political life to Broadway." Ceorge
Kaufmen had already "started prowling restlessly arounc the
block to warm up for his customary first night promenade at
the back of the auditoriwn." Morrie Ryskind and Ira Gershwin
were greeting friends 1n the lounge.
Back in the dressing room, concern was also evident.
William Gaxton, Impersonstor ofthe President, dropped
into the dressing room of Victor Moore, who is now
better known as Alexsnder Throttlebottem, the comnic
Vice President, and jittered:
You dont't suppose we'll be arrested, do you, Victor?!
1T don't know,! replied Mr., HMoore, also shakily, I
hear Hoover and a lot of other people are vretty sensitive
about the dignity of the high offices of President and
Vice President.!
The play began and the spontaneous laughter that
arose from all over the house showed the audience's warm

reaction. There was particularly loud laughter from the

second row center.,

l”Happy Birthdey to Of Thee I Sing," The New York
Times, Decewm:-sr 18, 1932, sect. 5, p. 1.
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sching so hard down in front?' inguired
re t To a secluded spot on

td] Smith and Jirmis W

alker, They are having the
Time of their lives,! was ©

¢ report brought him by a spy.

D)

The New Yorkers loved the show, In fact the New York
Tirzes reports the following statistics concerning the show's
profit. For twenty-eight weeks the Music Box was filled to
cepacity bringing in $30,000 a week. During the summer the
show!s weekly intake was never less than $21.,000. In the
fall the show moved to the larger Forty-sixth Street Theatre
end continued to do good business. For the first year of
the run, "the total gross inteke up to and including next
Saturday night's performance will be well over $1,L;_OO,OOO.”2
This show enjoyed the longest run of any Gershwin
musical, four hundred and forty-one performances, After
that, it went on an extended road tour, returning to
Broadway oa May 15, 1933, for a new engagenment. The second
Broadway run had‘thirty-two performances, While the tour
was in progress, a second touring company opened in Chicago
early in 1933 and was on the rcad for eight months., This
wes the only Gershwin musical to have two productions running

simultaeneously. TITwenty years later, O0f Thee I Sing was revived

et the Zieglfield Theatre, but had to closs due To lack of

3

pnatronage.

3David Ewin, A Journey to Greatness: The Life and Music orf
Georze Gershwin (Vew York: Henry Holt end Company, 1950), D. 220.

L
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Besides Of Thee I Sirnz's ability to make money, it

had several other distinctions. The play was the first
Americen musical ever to be published in book form. This
" was done by Alfred A. Knopl Publishing Company in 1932.l

Of Thee I Sing was zwarded the Pulitizer Prize in

1932, In making the award, the prize committee made the
following comment on the play.

This award may seem uvnusual, but the play is unusual.
Hot only is it coherent end well knit enough to class
as & play, aside from the music, but it is a biting

and true satire on American politics and the public
attitude toward time. . . . The play is genuine and it
is felt the prize could not serve a better purpose than
recognize such work.Z2

Crigin and Development of OFf Thee I Sing. The play's

development was not a simple one, Many changes were made before
the final script emerged.

The first thing the euthors decided was that there
would be "no compromise with expediency and no considering
the personal feelings of the Republicans and Democrats.”3
This was a good beginning, but there was doubt concerning
the playts ability to be produced. Sam H, Harris finally did

it reluctantly.

ryith a Hey, Nonny Nonny," The New York Times,
April 17, 1932, sect. 3, p. L.

2“Winning Pulitzer Award," The New York Times,
May 2, 1932, sect. 8, p. 1.

SvEvents Leadlng Up to a Congressional Record,”" p. 2.
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campaizn. The great issue was to be a national anthem. Each
varty would endorse one and botn would be practiceal ly zlike.
This was a fine i1dea except for one thing, there

was no romantic interest. Next they conceived of the idesa

&8s it finelly appeared in O0f Thee I Sing,

After writing a summary of the play, the two writers
sent copies to Sam H. Harris and to the Gershwin Brothers.
Harris' reply was, "It certainly is different."t

The two authors commenced to write the show. In
Tive consecutive week-ends, covering a perilod of exactly
seventeen days, they finished the book and turned it over to
the Gershwins, who immediately began the lyrics and the music,

By this time, Sam Herris had committed himsellf to the production,

The authors started with & musical comedy, but they
wanted to make 1t more. The writers, both of the book and
of the music, went further than any others "“to raise from
banality a form of theatre peculiarly our own, and make it
a vehicle for writing that is critical as well as hilarious.”2

The writers wanted to create an effect that had never

been used in this country. O0f Thee I Sing was in the Gilbert

and Sullivan tradition. Isaac Goldberg mskes the following

Lipid,

2 yonn Hutchens, "End of a Season," Theatre Arts Monthly,

XVI (June, 1932), L8,
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comment in George Gershwin: & Study ir . ~srican Musice,

"though its form resembled the work of tLcse British

satirists, its outlook and attitudes were unique."l

H. T. Parker of the Boston Transcript pointed out
the unique quality of the work.,

Hitherto our theatre has produced nothing like lr.
Kaufman's and Mr. Gershwin's musical play. It is
a long, brave step upward in the progress oi such
pieces from characterless, threadbare coanvention o
to lively reflection of our 1life and comment upon it.

Of Thee I Sing was a revolutionary play at the time

it was written if for no other reason than its dialogue and
music were integrated. ‘Previously when a musical was written,
the composer would write Iingenious tunes and then have words
put to them. Lyrics which evolved in this fashion were

often clever and sounded good when sung, but made no senss
wnen set down in type divorced from the musical score to
which they had been set. This is one reason why, up to the

time of the writing of Of Thee I Sing, the Gilbert lyrics

occupied almost a solitary place on the literary shelf.
Because Ira Gershwin wrote the lyrics before

George set them to music, the lyrics scan perfectly. By the

same token, CGecrge Gershwin showed new talent when working on

this show., David Ewin states that Gershwin "adroitly adapted

1Isaac Goldberg, George Gershwin: A Study in American
Music (New York: TFrederick Ungar Publishing Company, 1953),

e————

p. 298,

5 .
“H. T. Parker, Boston Transcript, p. L.
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sound to sight, tone to words, and musical means to stage

action."1

The score, book, and lyrics were inextricably
combined into a single unit.

Plot of Of Thee I Sing. The first act of Of Thee

1l Sing centers around the problem of how to get John Wintergreen
elected as President. He has been nominated because he has
a good name, but his party does not have a good reputation.
Wintergreen'!s running mate for Vice President was selected
when his neme was drawn from & hat. Upon occaslon someone
remembers the Vice President!s name which happens to be
Alexander Throttlebottem.

In an effort to find a campaign issue which will make
the voters forget the party's past record, the committee
asks a chambermald what she wants most in the world. She
answers, "Money," But of course that will not do; money
would suggest that the party had sold Rhode Island. Her
second wish is for "Love!" And this becomes the issue and
slogan for the campaign. The candidate, being a bachelor,
will marry the winner of a bathing-beauty contest to be held
in Atlantic City. Calvin Coolidge is wired for a thousand-
word editorial on love.

When Wintergreen gets to the bathing-beauty contest
he realizes he does not want to marry somebody he does not
know, even if she is beautiful., To overcome this problemn,

he asks Mary Turner, his secretary, to marry him, Mary may

leen, A Journey to Greatness, p. 221.
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not be the most beautiful girl in the world, but she can make
corn muffins. Diana Devereaux, the winner of the contest is
most upset and vows to make trouble.

John and Mary tour the country, with John proposing
to her in each state. As the grand climax of the tour, they
are to appear in Madison Square Garden. Preceding their
entrance, a Senator makes a speech while two enormous wrestlers
slir in and out of half-Nelsons and toe-holds,'rising at
intervals to salute the American flag.

John and Mary appear and the crowd goes wild. Mary
promises to marry John if he is elected. The next scene is
the election returns. The returns are flashed on a screen,
alternating with pictures of various candidates, persons of
history, and the MGM lion roaring in triumph.

The second act finds the couple married and in the
White House, facing every problem with the Love slogan, Dilana
Devereaux has been conducting a national campaign against
them, Diansa is supported by the French ambassador who announces
that the honor of France 1s at stake since Diana is 'the
illegitimate daughter of the illegitimate son of the illegiltimate

nepaew of Napoleon.”l

lGeorge S, Kaufman and Morrie Ryskind, Of Thee I Sing
(New York: Alfred A. Knopf, 1932), p. 152.
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In order to avoid embarrassment, the national pearty
committee decides that John must either merry Diana or be
impeached. Mary, however, saves the day by announcing that
she is to become a mother. Because no expectant father has
ever been impeached, the menace is thwarted and the Senate breaks
into a dance. The pley ends with Mary coming on stage in a
bed after giving birth to twins, and Alexander Throttlebottem
assunes the responsibility of marrying Diana.

Characters in Of Thee I Sing. John Wintergreen is

an aspiring political candidete, and then later, President of
the United States. He 1is handsome and friendly, but not
particularly bright. His solution to every political crisis
is Love.

Alexander Throttlebottem is a character part, and
one of the favorites of the show. He is a man who is without
friends, and worst of all he is Vice President. The part is
one of warmth and simplicity. Everyone immediately feels
sorry for a man who can not even get into the White House
except as a member of a tour.

Mary Turner is the typical American Girl. She is
not only pretty, but she can bake corn muffins. What more
can a man ask of a girl?

The villainess of the pley is Diana Devereaux. She
would break up a happy home simply because she was promised

the President as the prize for wiriiing a beauty contest.
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The minor parts are by no means lacking in color. In
fact, scme of the funniest scenes involve them. The National
Committee is made up of a Jewish comedian, an Irish comedian,
and a fat comedian, Several verbose senators add humor to
scenes, and when the Senate or Supreme Court are in session
the action is particularly wild. The French Ambassador is
another small but interesting part. He is constantly threatening,

but no one seems to care.
II1. DPOLITICAL SATIRE

Political Conditions in the United States. It is

not difficult to determine that O0f Thee I Sing was written

as a satire on the play's contemporary political situation.
In order to understand the writing of the play, it is
necessary to consider the conditions that existed prior to
its writing.

The political nominations of 1920 were a good examvlie
of how party politics worked. Zveryone knew Wilson'!s partiy
would be defeated. Consequently, the Republican nomination
became very important. United States Senator Warren G. Harding
was one of the many candidates. At the onset Harding was
uninterested in the office. However, he had a political
counselor who began to steer him toward the White House,

By February, 1920, Herry M. Daugherty, Harding's
sponsor made the following prophecy:

I dont't expect Senator Harding to be nominated on the
first, second, or third ballots, but I think we can
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rford to take chances that about eleven minutes ziter
wo, Friday morning of tThe conventicn, when fifteen

cr twenty weary men are giltting around a table, someone
will say, 'Who willl we ncminate?! At that decisive
moment the friends of Harding will_suggest him and we
can arford to abide by the result.

a
R
C

Harding was nominated after many ballots end won
the election., At this point Harding's success ends, Ralph

Volney Harlow, writing in The United States: From Wilderness

to World Power states, "Harding never had any understanding

of netional or international affairs."® It seemed that in
domestic policies Harding'!s concept of service was simple--
he wanted everybody to be happy. In his own statement of
policy Harding said:

Service is the supreme commitment of life., . . . I
pledge an administration wherein 2ll the agenciles of the
goverrment are called to serve end even promote an
understanding of §overnment purely as an extension of
the popular will.

Harding'!s administration became noted for its
corruption. There were two primary examples of this., The
Veteran's Bureau was spending over half of its budget on
sheer graft. The crowning piece of criminality in public

office centered around the Teapot Dome o0il scandal.

lHarry M. Daugherty, gqguoted in Ralph Volney Harlow,
The United States: From Wilderness to World Power (New York:
denry Holt and Company, 1959), p. 659.

2Ralph Volney Harlow, The United States: Ffrom Wilderness
to World Power (New York: Henry Holt and Company, 1959), p. 60l.

3Warr'en G. Harding, quoted in Ralph Volney Harlow,
The United States, p. 661.




60

Alter Harding's death, Calvin Coolidge became President
and was later re-clected. The six years of Coolidge's carecer
as President happened to coincide with a decilded upswing in
economic prosperity for everyone except farmers, but Coolidge
was not without his problems.

One of the most obvious problems was the debts owed
to the United States by most of the European govermments.
During World War I and after the armistice, these governments
had borrowed $10,338,000,000., Great Britein had been the
heaviest borrower with France and Italy ranking secondéd and
third.

There was a great deal of discussion on the vart of
the Buropeen countries of the reasons they should not have
to pay their war debts. To all this Coolidge.replied, '"Well,
they hired the money, didn't they?”l Eventually default became
a settled policy, and most of the money was nevér repaid,

Of Thee I Sing as a Satire on the United States

Political Situation, Those reviewing the pley at the time

of its writing hed no doubt about its effect as a vehicle of
political satire. J. Brooks Atkinson, writing in the New York
Times says, "'Nothing has peeled the skin off national politics

so adroitly as Of Thee I Sing. . ."2  And the Outlook and

lCalvin Coolidge, quoted in Ralph Volney Harlow,
Tne Unlted States, p. 661.

2. Brooks Atkinson, "After Thinking It Over,"
The New York Times, March 20, 1932, sect. 8, p. 2.




Indsvncndent had the following ccmment to make.

It is a musical comedy which holds up to uproarious
ridicule our political rulers without ever ceasing
to be good-natured avout it, all while it continues
to be apt and penetrating.l
The first and most striking subject burlesgued
was the position of The political party!s national committee.
This group had been responsible for getting a ticket
nominated. The play opens with the national committee
sitting around in a hotel bedroom, trying to find an issue
for the campaign. This scene was reminiscent of the way
Harry M. Daugherty suggested President Harding would be
nominated.
The candidate's absence of any real interest in
or knowledge of domestic or foreign affairs also bears
resemblance to the Harding administration. Harding was

concerned only that the people had their way and were happy.

The committee of 0f Thee I Sing decided that the platform

upbn which their candidate weould run would be Love. 3By
doing this they avoided mentioning such bad deeds they had
done as selling Rhode Island.

Of Thee I Sing places the activities of the national

campalgn on the level of a mere circus. Madison Square Garden
is pictured as the location of the finel and largest of ell

rallies. As the scene opens, Senator Carver Crockett Jones

L40r Thee I Sing," Outlook and Independent, 160
(Januvary 13, 1932), 5L.
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malkzes a speech while two wrestlers are performing below him.
Then the big event occurs: John Wintergreen proposes to
Mery Turner with these words. "And if I am elected President
will you marry me?" Mary replies, "I Wi11, %%

Cne of the most thoroughly enjoyed burlesques was

the Kaufmen, Ryskind treatment of the Vice President. David

Ewen in A Journey to CGreatness states:

The portrait of the Vice President--the man nobody knowse--
is paerticularly trenchant. He¢ doesn't want to run
because his mother might find out; once elected he cannot
join the Public Library in Weshington because he cannotb
provide two references; the only way he can gain
admission into the White House is by Jjoining a conducted
tour; even the man who nominated him does not recognize
him or remember his name.

If the office of Vice President is ridiculed, it 1is
in good company. Tne office of President is not shown to be
the most desirable one in the world., Upon leerning that
he iz to become President, Throttlebottem tells this to a
scrubwonan. The scrubwoman'!s reply is, "I!'d rather have
this job. It's steady."3

When Throttlebottem asks Wintergreen for advice

concerning the Presidency, the following conversation takes

places

Lior Thee I Sing," Outlook and Independent, 160
(January 13, 1932), 5.

2g gufman and Ryskind, O0f Thee I Sing, p. 89.

3Ewen, A Journey to Greatness, p. 22L.
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Wintergreen: I've written a book. Ittfs got everything!
Tells you just vwnat to do! Of course the first

our years are easy. You don't do anything except

try to get re-elected,

o

Throttlebottem: That's pretty hard these days.

Jintergreen: It looxs that way. The next four years
vou wonder why the hell you wanted to be re-elected.
ATter that you go into the insureance business and
youlre all set.

—

Throttliebottem: Well, couldnt!t I save a lot of time
and go right into the insurance business?

Wintergreen: No, you've got to work yourself up.l

President Coolidge ceme in for his share of satire.
Coolidge's reputation for reticence was burlesgued when, in
the play, he was wired to write a one thousand word editorial
on Love.

The French war debt was en item that continually
reappeared throughout the play. In Act Two, scene four, the
French Ambassador announces: '"You will pardon this intrusion,
Monsieur, but I have received another note from my country.”
Wintergreen replies, "That's all right. We've got a lot of
notes from your country, and some of them were due ten
years ago.”2 In enother scene the French Ambassador has Jjust
left, quite upset. When Wintergreen is asked what rrance

will do, he replies, "What's the worst she can do? Sue us

for what she owes us?"3

lzaufman and Ryskind, Of Thee I Sing, p. 165.

°Tbid., p. 167.

31ni4., p. 195.
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In FPebruary, after the show opened in December, The
France-American Society asked for some changes to be made
in the script because it showed lack of respect for France.
Nothing was ever changed, though.

No institutlon of American government was sacred.
Congress came in for its share of abuse. The lack of
important subjects for debate was pointed out when the
Senator from Massachusetts asked that Jenny, Paul Revere's
horse, should be given a pension. It was then discovered that
she had died in 1805, so the whole Senate rose for a one
minute silent tribute to Jenny.

The President's relation to Congress can be seen
in the following conversation between Wintergreen and
Throttlebottem. Throttlebottem asks what to do about
Congress, and Wintergreen suggests keeping them out of
Washington.

Throttlebottem: Can you do that?
Wintergreen: St. Patrick did it.1

The Senate itself is a good example of the burlesgue
use of incongruity. During the solemn proceeding of impeeachment
the senators learn that the President is in a "delicate

condition," and about to become a father.2 Upon hearing this,

L1piq.

2Tpid., p. 185.
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the Senators declded not to impeach Wintergreen, and the
eustere Senators produce tambourines and begin a Salvation
Army song and dence,

The Supreme Court plays an important part in decision
meking, but the decisions they meke are not worthy of consid-
eration., In the closing scene of the first act as John
Wintergreen has just been sworn in as President and married
to Mary Turner, Diana Devereaux enters and serves John with
a sumons for breach of promise. To this John merely points
out that Mary can bake good corn muffins.

Diana: Who cares about corn muffins? All I demand is
Justice.

John and Mary: Which is more important--corn muffins
or justice?

This being a problem for the Supreme Court, the
Justices get into a huddle and come up with this answer,

Chief Justice: The decision of the Supreme Court is--
corn muffins,t

The Supreme Court has a vital role to play at the
final act. Mary is not allowed to have her child or children
until its sex has been decided by the Justices.,

Perhaps the best comment to sumarize the political

satire in Of Thee I Sing cen be found in The Bookman. '"The

best thing about this show is that i1t manages to epitomize

so many things in our national 1ife "2

11pid., p. 109

e————

2The Bockman, 7L (January, 1932), p. S561.
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IV, SOCIAL SATIRE

Social Conditions in the United States. Following

World War I there wes a period of cynicism and disillusiorment.
There was the feeling that the American people had been
tricked into the war and that our losses in money and in men
were nothing but useless sacrifice.

With increased prosperity people'’s attitudes began

to change. Merle Curti, writing in The Growth of American

Thoucht, states that, "there was a decline of reform, and
the criticism of democracy. The general favorable attitude
toward business reflected profound changes in the econonmic

nd The o0ld viritues

and financial structure of the country.
of thrift and saving gave way to the idea that spending was
a virtue.

One of the most striking social reforms of the 1920's
and early 1930!'s was Prohibition. The Eighteenth Amendment
prohibited manufacture, transportation, and sale of alcoholic
beverages. There was only one problem; how to enforce
Prohibition. Curti says, "They went into the experiment in

a moment of exhaulted enthusiasm. This enthusiasm rapidly

cooled, and as it cooled some people missed their liquor.”2

lMerle BEugene Curti, The Growth of American Thought
(New York: Harper and Row, Publiishers, 196l), p. 678.

°Tpid., p. 692.
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Because the people wanted to drinlz, they were able
to obtain ligquor. The licensed dealers were replaced by
bootleggers, The illegal sale of liguor gave enterprising
gangsters an excellent opportunity to control bootlegging
and to make & huge profit.

In 1933 the Twenty=first Amendment repealed the
~'noble experiment' and liquor was once again legalized.

The failure of Prohibltion can be attributed to several
things. First, the people were not in favor of it., Second,
the government needed taxes from the sale of liguor. And,
third, there was an alarming relationship between the illicit
liguor business and crimes of violence.

When war-~torn Europe began producing grain, the
United States farmers encountered serious financial problems.
OQutside of this, the American economy rose steadily, and business
flourished. Everyone began to invest and there was a tremendous
feeling of optimism,

During the period of optimism there were several
important social trends. The ideal of efficiency invaded the
home. The role of the wife and the wife's ability to run a
home became important. Many women's magazines ran articles
on home efficiency. Merle Curti relates that, "Plain efficiency,
these magazines would have 1t, leads to success in promoting
moral cleanliness and civic spirit, in using leisure, in

dulling heart-aches, and in promoting hope and happiness.”l

1ryi4., p. 681,
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There was an ever increasing interest in The comnon
mar. & good example of this was the human interest and

human problem sketches that appeared in True Story Magazine.

Sex end love were predomlnant themes in both novels
and movies., After surveying a large number of movies, Edgar
Dale concluded that in the years 1920, 1925, and 1930 the love
theme was the primary concern in motion pictures. Crime was
the second.l

Beginning in 1923, beauty was rewarded in the fornm
of the Miss America contest. At first the prizes were mainly
silver loving cups. But, as the contest continued, it geined in
importance. In 1925, Miss America, Fay Lanphier, rode to
New York in President Coolidge's railroad car, haed a ticker
tape parade, and was given a party by Rudolph Valentino.

In 1926, Miss America won $100,000,°

If life in these days seemed too good to be true,
that was because it was. On October 2, 1929, the stock
market failed, and overnight people lost thousands of dollars
in paper fortunes.

For a while American optimism held sway, but as the

months ran into years, Merle Curti states, "The pull of

lEdgar Dale, quoted in Curti, The Growth of American
Thouzht, p. 692.

2up17 the Miss Americas, then and now," Life, L7
(September 28, 1959), p. 88.
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established hebits of confidence failed to absorbd all th
doubts incident to wage cuts, unemployment, shanty towns,

bread lines, and hunger."l

At the depth of the depression
in 1932, unemployment may have run as high as lS,OOO,OOO.2
During the depression, the people turned to movies
and literature for escape. A few movies dealt with real
social issues, but the majority were concerned, as always,

with romance, physical passion, humor, and mystery. Many

people enjoyed reading about others! lives in True Coniession.

For those who found this below their dignity, nagazines
such as Colllers provided escepe into the happy lives of
others.,

Of Thee 1 Sing as a Satire on the United States

Social Situation. One of the most obvious subjects satirized

in Of Thee I Sing was the liquor situation. This is no

doubt because the violation of Prohibition was so common
and so popular. In several instances the President himself,
the politicians, and the ambassadors produce flasks and
pour drinks.

A routine function of the President is the opening

of various important bulldings, bridges and dams. President

lourti, The Growth of American Thought, p. 698.

21pid,
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Wintergzreen also was concerned with openings, bput his were
of a different sort.
Wintergreen: What's this? Opening of a new spealkeacsy
on Fifty-second Street, New York. Didnt't I open

that yesterday?

Jenkins: Yes, sir1 That 1s the re~opening. They closed
it last night.

The role of the housewife was Important in this period.
Efficiency and careful planning were virtues. Mary, the

First Lady in Of Thee I Sing, exhibits many qualities of

the ideal housewife. When faced with the problem of whether
guests were coming for dinner or not, Mary solved it by
orcdering one hundred and forty-eight lamb chops, a car load
of asparagus, and seventy-five loaves of bread.2

Even the Supreme Court considered corn muffins more
important than justice. This was demonstrated on John and
Mgry's wedding day when Diana tried to interfere, but was
stopped. The Supreme Court ruled that corn muffins were more
important than justice.3

The up-swing in the economy of the 1920's and the
abandonment of the old virtues of saving and strict morelity,

are reflected in a passage ITrom Of Thee I Sing, Two Presidential

co~-workers are discussing the date of the forthcoming birth of

lKaufman and Ryskind, Of Thee I Singz, p. 132.

Lo 2
Ipid.

3Tpid., p. 109.
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wx& President's children in relation to his wedding date.
The President'!s secretary says Tthat it will be December
because ''the President wouldn't do a thing like that. He'd
never be re-elected." The President's aid, Jenkins replics,
"You cant't tell, Might be the very thing that would re-elect
him,
ATter the glorious days of economlc prosperity came
the depression, Very little reference is made to the depression
in the play. Perhaps this omission points more clearly to
the problem, In one song, when Wintergreen is confronted
by the press, and asked questions about his policies, he
sings the following song:
Who cares
1. the sky cares to fall in the sea?
Who cares what banks fail in Yonkers
Long as you've got a iziss that conquer's?
In ancther instance, Wintergreen advises Throttlebottem only

to meke speeches ''when you want the stock market to go down. ">

Of Thee I Sing was writter in an exciting time,

soclally speaking. In a little more than ten years, the
country had shot to the heilghts and sunk to the depths. The

play picks up the customs common to the era such as drinking,

11pi4., p. 190.

°Tpid., p. 147,

—————

3Tpid., p. 169.
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home efficiency, slackening of morals and problems of the
depression, These customs are burlesqued by showing how

ricdiculous they really are.
V. MUSICAL SATIRE

In iting the music for Of Thee I Sing, George Gershwin

showed his abillity to burlesgue common forms of music. An
exeample of this can be seen in John Wintergreen's campaign
song. The theme song begins like a solemn hymn and suddenly
lapses invo maudlin Tin Pan Alley sentiment. The theme song
begins,"0f Thee I sing," and is very formal, but the fifth
word, '"baby" changes the whole character of the passage. David
Ewen observes that in this one line "patriotic songs and Tin
Pan Alley are thus felled with a single blow."T

The Senate scene makes a mockery of the pretenses
of grand opera., Also in the quasi-operatic vein are the
recitatives which are sprinkled throughout the play. 4an
example of this may be seen in Act Two, scene two when Diana
tells she has been wronged.2

Two other types of music are burlesqued. "I'm about

%0 become a Mother" is done in the style of a Viennese waltz.

leen, A Journey to CGreatness, p. 296.

2faufman and Ryskind, Of Thee I Sing, p. 15L.




93

The Szlvation Army type revival song is used as the pattern
for the Senate's version of "Posterity Is Just Around the
Corner.”
Tne musical burlesque took recognizable forms of
music and used them in situatlons where they were nd appropriate.

The burlesque was heilghtened by the effect of incongruous lyrics.

V1. INPLUENCE OF O THER I SING

0f Thee I Sing had the greatest influence in the areca

of music and in the form of musical comedy in all probability.
The play was one of the first of its type, and marked a
turning paint in the American lyric theatre, Isaac Goldberg
suggests that this new music was one in which the theme was
topical, the plot tightly woven, and the production sophisticated.l
No longer was a musical just & play with a line of chorus girls
sgainst a lavish backdrop.

The integrated score found in Of Thee I Sing has been

seen again and again; and in the words of Goldberg, heas
"pioneered the tradition of the integrated score that has been
the hezrt of contemporary musicals from Oklashoma! to My Fair

Ladz.”z

lGoldberg, George Gershwin, p. 297.
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VII. SULMARY

Of Thee I Sing, written by George Kaulfman and Morrie

Ryskind, 1s a beautifully done satire on the 1920's and early

1630ts., DBecause it offered something new, political zand soclal

Q
£
| 2D
cl

icism, its possible success was ouestloned. The show,
howsver, was well-recelved and enjoyed ior several ye&ars.

Although many subjects purlesgued in Of Thee I Sing

are of a topical nature and are not particularly relevant
today, certain elements remain which are still applicable tTo
the Amerilcan political situation and probably always will Dbe.
These elements include the Senate, the Supreme Court, and

the office of Vice President.



CHAPTER V

COMPARISON OF THE BEGGAR'S OPERA AND

OF THEE I SING

The Beggar's Opera and Of Thee I Singz are still impor-

tant plays for audiences and readers because they deal with
veople. Although the specific political and social customs
against which satire was.directed have changed, the writing
was of such quality thet it still hes relevancy to audiences.

After the extensive study of The Beggar's Opera and

0f Thee I Sing in Chapters III and IV, this chapter will

compare and contrast the two works. The study will conclude
by attempting to answer the research question of the paper.
Does burlesque as seen in the eighteenth century play, The

Beggar's Opera have a counterpart in the twentieth century

play Of Thee I Sing?

In the two plays, The Beggar's Opera and 0f Thee 1

Sing, the plot centers around a love triangle. In both
cases that triangle consists of two women and one man. The
plays have little else in common in the area of plot.

The characters of the two plays offer interesting

comparisons., In The Beggar's Opera, Polly, a sweet and

innocent girl is opposed by Lucy, a hard lady of prison life.
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Of Thee I Sing has for its two leading ladies, Mary, an

excellent cook and wife, and Diana, a beauty contest winner
who seeks revenge. The male leads of the two plays are not
similar. Macheath is a gallant rogue while John Wintergreen
is & good natured, rather simple minded political candideate.

The Beggar's Opera holds the distinction of having

introduced a new type of musical drama, The ballad cpera in
England was originated in this play. Ballad opera was recog-
nized as a new form of drama, and many other authors produced

works modeled after The Beggart!s Opera. An exemple of such

a work is The Quaker's Opera written in 1728.

Of Thee I Sing did not introduce a new form of musical

drama, but it did meke a stride in developing better musical

comedy. In Chapter IV it was found that O0f Thee I Sing intro-

duced the close integration of dialogue, music, and lyrics,
The play was patterned after the works of Gilbert and Sullivan,

The Beggar's Opera was a direct satire on Italian

opera which was very popular in England at the time. The

upper class greatly enjoyed these elaborate productions. Instead

of the Italian style of musical pley, Gay used common English

airs., His plot was simple, and his scenes were plain in con-

trast to the flamboyancy of Italisn opera. Ridiculing and

criticizing the Italian opera was one of Gay'!'s primary purposes,
George Gershwin burlesqued common forms of music in-

cluding grand opera, the Viennese waltz, hymns, Tin Pan Alley, &nd
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Salvation Army tunes, He wrote more to cause laughter than
to cause change. Conversely, Gay was more concerned with
emphasizing a need for change.

In both plays the audiences enjoyed the volitical

satire. Those watching The Beggar's Opera had no doubt

concerning the play!s political meanings. The United States!

audiences viewed Of Thee I Sing end were able to laugh at their

own political customs.

Political conditions in eighteenth century England
were of great interest to John Gay. Gay felt very strongly
about the 1nefficiency and corruption in tke administration

of Sir Robert Walpole. At the time The Beggar's Opera was

written, a large number of people felt that there were many
direct references to Walpole in the play.

O0f Thee I Sing had a direct relation to the adminis-

trations of Harding and Coolidge. ZExamples of this relation-

- ship are seen in the problem of the World War I debt present

in Coolidge's administration and the fact that in Of Thee I
Sing the French war debt is often mentioned. Also, John
Wintergreen's use of the "Love" slogan parallels Harding's
domestic policy that centered around people being happy.

The play was not, however, directed against one person in
particular. Although the political conditions burlesqued in
the two plays differed, they were both relevant to contemporary

situations.
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In the area social satire Gay chose several topilcs
to burlesque: the rich and the noble, the customs of marriage,
the love of money, the drinking customs, and the playing of
cards., Kaufman and Ryskind burlesgued such social conditions
as beauty contests, home efficiency, and drinking. Most of
the customs satirized in the two plays are different, but
equally significant in their time.

Another type of burlesque employed by Gey was literary

burlesque. In The Beggar'!s Opera, Gay attacked various

styles of writing and made them seem ridiculous. Of Thee I
Sing was not written as a literary burlesque.

The types of burlesque in The Beggar'!s Opera and in

0f Thee I Sing have been compared. The next important consid-

eration is the influence that each of the two plays has had

upon its respective audiences. The Beggar'!s Opera probably

exerted more political and musical influence than did Of Thee

I Sing. Because The Beggar's Opera was viewed by a number

of audiences, and there were references to Walpole, the play
may have helped turn the public mind against Walpole. In
the area of musical influence, it is a cormmonly held opinion

that The Beggar'!s Opera was a destructive force on Italian

opera; the opera took several years to recover i1ts populsrity.
The third area of importance in considering the influence of

The Beggart!s Opera 1s that of music. The play introduced ballad

opera to the English stage. Works modeled after The Beggar!s

Opera continued in popularity for at least twenty years.
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Of Thee I Sing was most influential in Improviaz the

guality of American musical comedy. The play brought a new

tnity to script, music, and lyrics. Of Thee I Sing demon-

strated that a musical comedy could be enjoyable and also

have a message for the audience.
CONCLUSION

In 1728 John Gay wrote The Beggar's Opera to burlesgue

eighteenth century opera, politics, social customs, and literary
style. The burlesque effect was accomplished by taking serious
subjects and presenting these subjects in a ridiculous manner.
There is a contrast between form and content.

In 1931 George Kaufman and Morrie Ryskind wrote Of Thee
I Sing. The play was written in the style known as the American
musical, but it contained elements of the burlesque. Events
taken seriously in daily life were treated with a lightness
of manner in which the American social and political organi-
zation appeared ludicrous.

In Chapter I the idea was established that the two
complimentary functions of burlesque are criticism and creativitvy.

The element of criticism in both Of Thee I Sing and The Bezgar'!s

Opera is found in the incamgruity between style and subject.
There is an opposition between what is said and the way it
is said. Besides being critical both works are creative. The

Beggar'!s Opera introduced a new form of musical drama and Of
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Thee I Sing improved upon an existing form of musical comedy.

Bach work made a significant contribution to dramatic liter-
ature. In view of the statements in preceding chapters, it

is possible to say The Beggart!s Overa and Of Thee I Sing both

contain eighteenth century burlesque gualities.
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1728

1729

1730

1731

1732

1733

1734
1735

EIGHTEENTH CENTURY BALLAD OPERAS IN THE

TRADITION OF THE BEGGAR!'S OPERA

The Quaker's Opersa
Penelope

Love in a Riddle

The Beggar's Wedding

The Cobler's Overa

Flora, or Hob in the Well

The Lover's Opera \

Momus turned r'abulist, or Vulcan'!s VWedding
'The Patron

The Village Opera
Damon and Phillida
The Wedding

Robin Hood

Female Parson, or Beau in the Sudds

The Chambermaid

Patie and Pezgy, or The Fair Foundling

The Fashionable Lady, or Harleguin's Overa

The Highland Fair, or The Union of the Clans

The Devil to Pay, or Wives Metamorphos'd
The Lottery

The Jovial Crew
The Generous Freemason, or The Donstant Lady
Silvia, or The Country Burial

The Beggar's Wedding

The Devil of a Duke, or Trapolin's Vagaries
The Mock Doctor, or The Dumb Lady Cured

The Boarding School, or The Sham Captain
The Decoy

The Livery Rake
The Mad Cavntain
The Fancy'd Queen
Achilles

The Intriguing Chambermaid

An 01d Man Taught Wisdom, or The Virgin Unmask'd

Trick for Trick
The Merry Cobler
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1737 The Rival Milliners, or The Humourous of Covent Garden

1762 Love in a Village

176hL Midas

Source: TFrank Kidson, The Beggar's Opera, Its Predecessors
and Successors (Cambridge: <The University Press,
1922), p. 1lh.
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OCCURANCE OF PRESENTATIONS OF FOUR ENGLISH BURLESQUE DRAMAS

IN THE UNITED STATES FROM 1801 - 1842

1801 The Critic

1804 The Critic

1806 The Critic

1815 Bombastes Furioso

1817 The Beggar'!s Opera

1818 The Critic

1820 Bombastes Furioso

1822 The Critic
Bombastes Furioso

1823 Bombastes Furioso

1825 Tom Thumb
1826 Tom Thumb
1827 Tom Thumb

1828 Tom Thumb
Tom Thumb
The Beggar'!s Opera
Thumb »
Beggar'!s Opera

1829 Bombastes Furioso
The Beggar'!s Opera
Bombastes Hurioso

1830 The Critic
The Beggar'!s Opera -

1835 The Beggar'!s Opera
The Beggart!s Odera

1836 Tom Thumb
Tom Thumb
Tom Thumb
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STAGE PLAYS BY GEORGE S. KAUFMAN

1918 Someone in the house. . . (with Larry Evans and Walter
Percival)
1919 Jacauves Duval ., . . adaptation

1921 Duley . . - Marc Connelly

1922 To The Ladies . . .Marc Connelly
The I19'ers . ., .Marc Connelly

1923 Helen of Troy, New York . . . Marc Connelly
The Deev Tangled Wildwood . . . Marc Connelly

192l Beggar on Horseback . . . lMarc Connelly
Be Yourself . . . Marc Connelly

1928 Animal Crackers ., . . Morris Ryskind

1929 June Moon . . . Ring Lardner

1927 © The Royal Family . . . Edna Ferber

1932 Dinner at Eight , . . Edna Ferber

1925 The Butter and Egg Man
The Cocoanuts

1927 Strike Up the Band

1926 The Good Fellow . . « H. J. Mankiewicz

1929 The Chennel Road . . . Alexander Woollcott

1930 Once in a Lifetime . . . Moss Hart

1931 The Band Wagon . . . Howard Dietz
Of Thee I Sinz . . . Morris Ryskind

1933 Let!Em Eat Cake . . . Ryskind
The Dark Tower . . . Alexander Woollcott

190 Merrily We Roll Along . . . Moss Hart
Bring on the Girls . . . Morris Ryskind

1935 First Lady . . . Katherine Dayton




1936

1937
1938
1939

1910
1941
194y
1946
1948
1951
1952
1953
1955

Source:

oy
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tage Door . . . Edna Ferber
You Cant't Take It With You . . . MHoss Hart

I'd Rather Be Right . . . Moss Hart

The Fabuloug Invalid ., . . Moss Hart

The American Way . . . Moss Hart
The Man Who Ceme to Dinner . . . Moss Hart

George VWashington Slept Here . . . Moss Hart

The Land is Bright

The Late George Apley . . . John P, Marquand

Park Avenue . . . Nunnally Johnson

Bravo! . . . Edna Ferber

The Small Hours . . . Leueen McGrath

Fancy Meeting You Again . . . Leueen McGrath

The Solid Gold Cadillse . . . Howard Teichmann

Silk Stockings . . . Leueen McGrath

John Parker, Who'!s Who in the Theatre: A Biographical

Record of the Contemporary Stage, ed., Freda Gay

(New York: Pitman Publishing Corporation, 1961), p. 682.
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WORKS OF MORRIE RYSKIND
Theatreo

1925 The Cocoanuts . . . assisted G. 3. Kaufman

1928 Animal Crackers . . . Kaufman

1926 America . . . wrote lyrics

1927 Merry-go-Round . . . Howard Dietz

1930 trike Up the Band . . . adapted George Kaufmant's libretto

1931 Of Thee I Sing . . . George Kaufman

1933 Let 'Fm Eat Cake . . . George Kaufman

1940 Louisiana Purchase . . . adapted libretto

Films

1929 The Cocoanuts

1933 The Animal Crackers

1936 My Man Godfrey

1937 Stage Door

1941 Penny Serenade

1943 Claudisa
1945 Wnere Do We Go From Here

Published Works

1920 Unaccustomed As I Am

1932 The Diary of an Ex-President

Source: Walter Regdon, ed., The Biographical Encyclopaedla and
Who's Who in the American Theatre (New York: James
H, Heineman, Inc., 1966), p. 796.




1921
1924

1925

1926
1927
1928

1929
1930

1931
1933

193l
1935
1936
1941
1945
1946

1931

LYRICS OF IRA GERSHWIN

Theatre

Two Little Girls in Blue

Be Yourself
Primrose
Lady, Be Good

Tell Me More . « « B. G. DeSylva
Tip Toes

Oh, Kay

Funny Face

Rosalie « «+ . P. G. Wodehouse

That!'s a Good Girl . . . Douglas Furber

Treasure Girl

Show Girl . . . Gus Kahn

Strike Up the Band
Girl Crazy

0f Thee I Sing

Pardon My English
Let 'Em Eat Cake

Life Beging at 8:L0 . . . E. Y. Harburg

Porgy and Bess . . . DuBose Heyward

Ziegfield Follies

Lady in the Dark

The Firebrand of Ilorence

Park Avenue

Films

Delicious

108



1937

1938
1943
190y
1947
1949
1951
1953
195l

196l

1959

Source:

Shall We Dance
A Damsel In Distress

The Goldwin Follies

North Star

Cover Girl

Where Do We Go From Here?

The Barkleys of Broadway

An American in Peris

Give a Girl a Bresak

A Star is Born
The Country Girl

Kiss Me, Stupid

Published Works

Lyrics on Several Occasions

Walter Regdon, ed., The Biogravhical Encyclopaedia

and Who!s Who of the American Theatre (New York:

James H. Helneman, Inc.,, 1966), p. L79.



1920
1922
1923
192l

1925

1926

1927

1928

1929
1930
1931
1932
1933

Source:

'—l
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MUSICAL COMEDY SCORES BY GEORGE GERSHWIN

George White's Scandals

Our Nell

Sweet Little Devil

Lady Be Good
Primrose

Tip Toes
Song of the Flame
135th Street

th Kavy}

Strike Up the Band
Funny Face

Rogalie
Treasure Girl

Show Girl

Girl Crazy

Of Thee I Sing

Pardon My English

Let 'Em Eat Cake

Nicolas. Slonimsky, ed., Baker's Biogravhical Dictionary

of Mugicians (New York:

G. Schirmer, Inc., 1958), p. 553.
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