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			Introduction

		

		
			The Complete Book of 1990s Broadway Musicals examines in detail all 203 revues and musicals that opened between January 1, 1990, and December 31, 1999, including comedy and magic revues (some of which contained music) and shows that closed prior to their New York engagements. The productions discussed in this book are: thirty-two book musicals with new music (one, A Christmas Carol, was produced six times during the decade, and so a total of thirty-seven productions of book musicals with new music were presented during the period); twelve book musicals with mostly preexisting music (a few included new songs); two plays with incidental songs and music; thirteen more or less traditional revues; twenty-three personality revues; one dance musical; four magic revues; six revues and musicals that originated Off-Broadway or Off-Off-Broadway; thirty-two imports; thirty-five commercial revivals; twenty-two institutional revivals; and sixteen pre-Broadway closings. For a quick rundown of these productions, see “Alphabetical List of Shows”; appendix A, “Chronology (by Season)”; and appendix B, “Chronology (by Classification).”

			The goal of this book is to provide a convenient reference source that gives both technical information (such as cast and song lists) and commentary (including obscure details that personalize both familiar and forgotten musicals) about the 203 shows produced during the decade.

			While the 1970s belonged to Stephen Sondheim and his concept musicals and the 1980s was notable as the era of the British (Musical) Invasion of Broadway, the 1990s was a transitional decade. Just one new Sondheim musical (Passion) opened on Broadway, and most of the British imports did poorly at the box office (with the major exception of Miss Saigon, which enjoyed a marathon run). Inasmuch as the decade lacked a standout composer or a specific trend to dominate and identify the Broadway scene, musical theatre was at a crossroads, and unfortunately, most of the signs spelled detour or trouble ahead.

			These signs were a portent of the New Broadway. In 1994, Disney’s Beauty and the Beast opened to good reviews, fabulous box office, and a long run, and it was followed by the even more popular The Lion King in 1997 (which as of this writing is still running on Broadway). With these two smash hits, Broadway producers discovered the family trade, and as the seasons continued into the new century there were an inordinate number of family-friendly musicals, including the specialized subcategory of teen-friendly musicals and its off-shoot category of teenage-girl-friendly productions, all of which threatened to turn the theatre district into a theme park. Most of these musicals were based on popular source material, and because some were trendy and offered weak scores, their ephemeral qualities indicate they are unlikely candidates for Broadway revival (but in these days, who knows, and maybe a comeback of 2007’s Xanadu is just around the corner).

			As the theatre seasons continued, another distressing category emerged, the so-called ironic or spoof musicals that winked at musical theatre conventions, and along with the family musicals these shows quickly became part of the new Broadway theme park. This jokey, feel-good genre had been around for decades, including Hooray!! It’s a Glorious Day . . . and All That (Off Broadway, 1966 [the book and lyrics were cowritten by Charles Grodin]) and Smith (Broadway, 1973), and as the new century emerged these shows became institutionalized as part of the typical Broadway season and included The Producers (2001), Urinetown (2001), Spamalot (2005), [title of show] (2006), The Drowsy Chaperone (2007), and Something Rotten! (2015).

			Sadly, serious musicals aimed at adults generally faltered, and so most ambitious musicals collapsed in the 1990s and in the first years of the new century. As a result, Side Show (in both its original 1997 production and its 2014 Broadway revival), The Scottsboro Boys (2010), Follies (the 2011 Broadway revival), The Last Ship (2014), and The Visit (2015) quickly closed, and the critically acclaimed Grey Gardens (2006) could manage no more than nine months of performances. An exception to this rule was Next to Normal, which played in New York for almost two years.

			The 1990s also saw the continued decline of book musicals with new music. During the heyday of Harold Arlen, Irving Berlin, George Gershwin, Cole Porter, Richard Rodgers, Vincent Youmans, and other giants of the American musical theatre the book show with new music was the mainstay of every Broadway season, but the 1990s saw a precipitous and frightening drop in the number of such offerings. The 1940s offered eighty book musicals with new music and eighteen commercial revivals; the 1950s, seventy-one book musicals with new music and ten commercial revivals; the 1960s, ninety-eight book musicals with new music and just one commercial revival; the 1970s, eighty-four book musicals with new music and thirty-seven commercial revivals; and the 1980s, fifty book musicals with new music and forty commercial revivals. But the 1990s offered just thirty-two book musicals with new music and thirty-five commercial revivals, and so now revivals outnumbered new musicals. And the trend continued: the first decade of the twenty-first century offered less than forty book musicals with new music and over forty commercial revivals. Clearly, producers were more attracted to revivals, which offered tried-and-true familiar material, and so fewer and fewer new musicals premiered on Broadway.

			In regard to the technical information in this book, each entry includes: name of theatre (and transfers, if applicable); opening and closing dates; number of performances (for consistency, I’ve used the performance numbers reported in Best Plays); the show’s advertising tag (including variations); names of book writers, lyricists, composers, directors, choreographers, musical directors, producers, and scenic, costume, and lighting designers. The names of cast members are included, and each performer’s name is followed by the name of the character portrayed (performers’ names which appear in italics reflect those billed above the show’s title).

			Also included are the number of acts; for book musicals, the time and locale of the show’s setting; and the titles of musical numbers, by act (each title is followed by the name of the performer, not the character, who introduced the song); if a song is known by a variant title, the alternate one is also given. If a musical is based on source material, such information is cited.

			The commentary for each musical includes a brief plot summary; brief quotes from the critics; informative trivia; details about London and other major international productions; data about recordings and published scripts; and information about film, television, and home video adaptations. In many cases, the commentary also includes information regarding the show’s gestation and pre-Broadway tryout history. When applicable, Tony Award winners and nominees are listed at the end of each entry (the names of winners are bolded) and the winners of the New York Drama Critics’ Circle Award and the Pulitzer Prize are also cited. Throughout the text, bolded titles refer to productions that are represented with an entry in the book.

			The book also includes eleven appendixes: chronology by season; chronology by classification; discography; filmography; a list of Gilbert and Sullivan revivals; a chronology of selected productions that included incidental songs or background music (and operas that received their New York premieres during the decade are referenced at the end of this appendix); a list of black revues and musicals; a list of Jewish revues and musicals; a list of productions which played at Radio City Music Hall; a list of published scripts; and a list of theatres where the musicals were presented (including theatres where shows transferred during their runs).

			The book also includes a bibliography. Virtually all the information in this book is drawn from original source material: programs, souvenir programs, flyers, window cards (posters), recordings, scripts, newspaper advertisements, and contemporary reviews.

			This book does not include the names of all the individuals associated with a particular production; accordingly, swings, understudies, and technical personnel are generally not referenced.

		

	
		
			1990 Season

		

		
			JUNON AND AVOS—THE HOPE

			Theatre: City Center

			Opening Date: January 7, 1990; Closing Date: February 4, 1990

			Performances: 48

			Book and Lyrics: Andrey Voznesensky; English narrative by Susan Silver and Albert Todd

			Music: Alexis Ribnikov

			Direction: Mark Zakharov; Producers: Pierre Cardin by special arrangement with Lencom Theatre and the Theatre Union of the U.S.S.R. (Lucy Jarvis, American Producer); Choreography: Vladimir Vassiliev; Scenery: Oleg Sheintsiss; Costumes: Valentina Komolova; Lighting: “light and special effects by” Mikhail Babenko; Musical Direction: Dimitri Kudriavtsev

			Cast: Nikolai Karachentsev (Count Nikolai Rezanov), Yelena Shanina (Conchita), Yury Naumkin (The First Conjurer), Gennady Trofimov (The Second Conjurer), Alexander Abdulov (Burning Heretic, Fernando Lopez, Theatrical Narrator), Ludmilla Porgina (Vision of a Woman with an Infant, Spanish Lady), Vladimir Shiryayev (Count Alexey Rumiantsev, The Governor of San Francisco), Vladimir Belouov (Naval Officer), Boris Chunayev (Naval Officer), Vladimir Kuznetsov (Naval Officer), Rady Ovchinnikov (Naval Officer, Interpreter), Villor Kuznetsov (Padre Abella), Irena Alfiorova (Spanish Lady), Tatiana Derbeneva (Spanish Lady), Alexandra Zakharova (Spanish Lady), Tatiana Rudina (Spanish Lady), Ludmilla Artemieva (Spanish Lady), Yury Zelenin (Cochita’s Messenger), Alexander Sado (The Singing Mask); Russian Sailors, Spaniards, Shareholders of the Russian-American Company, Monks, Chimeras, and Others: Vladislav Bykov, Victor Rakov, Alexander Sririn, Nikolai Shusharin, Alexander Karnaushkin, Igor Fokin, Andrey Leonov, Yury Zelenin, Andrey Druzhkin, Gennady Kozlov, Sergey Chonishvilli, Oleg Ruduk, Leonid Luvinsky, Leonid Gromov, and Denis Karasiov; The Choir—Sopranos: Irena Musayelian, Valentina Prokhorova, Zinaida Morozova, Natalia Mishenko; Altos: Irena Kushnarenko, Valeria Zhivova, Lilia Semashko, Yelena Rudnitskaya; Tenor: Vladimir Tursky; and Basses: Alexey Larin, Vladimir Prokhorov, Sergey Stepanchenko; Araks, The Rock Group: Sergey Rudnitsky (Keyboards), Sergey Rizhov (Bass Guitar), Sergey Berezkin (Guitar, Violin, Cello), Anatoly Abromov (Drums), and Vocals by Alexander Sado, Nikolai Par-fenyuk, and Pavel Smeian; Brass Section: Yakov Levda and Viktor Denisov; Philip Casnoff (Storyteller)

			The musical was presented in two acts.

			The action takes place in 1806 and 1842 in Russia and in San Francisco.

			Musical Numbers

			Note: The program didn’t list musical numbers, but a program insert included the lyrics of six songs from the production: “Song of the Naval Officers,” “Avos,” “Song of the Wild White Rose,” “Angel, Become a Woman,” “Ten Years Have Passed,” and “Alleluia.”

			The first lyric work to open on Broadway in the 1990s was the Russian rock opera Junon and Avos: The Hope, which in the spirit of glasnost offered the wish for harmony and friendship between the U.S.S.R. and the United States as seen through the prism of an actual historical event that occurred in the nineteenth century. The musical opened at City Center for a limited engagement of six weeks, and Melanie Kirkpatrick in the Wall Street Journal noted that if the lavish spectacle with its huge cast of sixty had been a commercial production it would have required a year’s run on Broadway to return its investment.

			The work premiered in Moscow at the Lenkom Theatre in 1981, in Paris two years later at couturier Pierre Cardin’s theatre complex L’Espace Cardin, and then in various European cities, including Amsterdam. The current production was presented in Russian by singers, musicians, and performers from the Moscow Lenin Komsomol Theatre. The program included English lyrics of six songs and a two-page plot synopsis, and the English translation by Susan Silver and Albert Todd was narrated by Philip Casnoff (as the Storyteller), the only American in the cast. Two years earlier, Casnoff had appeared in the Broadway premiere of the Cold War rock opera Chess, in which he played an arrogant American chess player competing in a world championship match against a Russian chess master.

			The plot of Junon and Avos—The Hope centered on a pair of star-crossed lovers, one Russian and the other Spanish-American. But the Junon and Avos of the musical’s title doesn’t refer to the leading characters and are instead the names of the Russian ships (Junon is one of Jupiter’s moons and aids sailors in navigation, and Avos roughly translates as “hope” or “good luck”).

			In 1806, the widower Count Rezanov (Nikolai Karachentsev [the program also gave the spelling of his last name as Karachentzov]) pursues his personal vision of pacific overtures when he travels to San Francisco (which was then part of the Spanish colony of California) in the hope of negotiating trade agreements between Russia and the Americas. He meets and falls in love with the Spanish governor’s daughter, the sixteen-year-old Conchita (Yelena Shanina), who is engaged to Fernando (Alexander Abdulov), and she helps Rezanov establish trade negotiations with a group of monks at a nearby mission. When Fernando discovers that Rezanov and Conchita have consummated their affair, he challenges Rezanov to a duel, which the latter wins. The defeated Fernando begs Rezanov to save Conchita’s reputation by marrying her, and once their engagement is announced Rezanov sets sail for Russia in order to receive permission from the czar and the Russian Orthodox Church to marry a Roman Catholic. But on the voyage home he becomes ill and dies, and his only comfort is that he has paved the way for Russia and the Americas to live together in peace and establish trade and other bonds. In the meantime, Conchita refuses to believe rumors of Rezanov’s death, and for decades lives in hope of his return. But in 1842 an English traveler meets with her and confirms that Rezanov died some thirty-five years earlier. At this point, Conchita takes a vow of silence and enters a convent for the rest of her life.

			Alexis Ribnikov’s score was a hybrid of liturgical music, folk-like Russian songs, and rock music, and the critics noted there were many powerful sequences in the score, including the rousing “Song of the Naval Officers” and the closing sequence “Alleluia,” in which Rezanov and Conchita are mystically reunited 150 years later as the chorus implores the people of the twentieth century to live together in peace because “without peace life’s simply meaningless.” The critics were impressed with Valentina Komolova’s lavish costumes and especially Oleg Sheintsiss’s scenery: the stage was steeply raked with Plexiglas cubes that were lit from beneath, and the mise en scène included laser and smoke effects. Further, the hull of a huge ship dominated the stage as it hovered over the proceedings.

			Vladimir Vassilliev’s choreography was generally praised. While Howard Kissel in the New York Daily News said the dances were “mechanical” and resembled “calisthenics,” he conceded that they were nonetheless performed with “robustness.” Stephen Holden in the New York Times reported that for “Song of the Naval Officers” there appeared “tiers of bare-chested sailors” who surged “forward in formation doing a mechanical gymnastic dance” on the raked Plexiglas floor, and with its “exuberance and angular kineticism” the sequence was “splendidly choreographed” and suggested “a Soviet Socialist answer to a Bob Fosse musical.” Susan Elliott in the New York Post reported that a ballroom dance was “intriguingly stylized,” as it employed “stop-action photography” techniques, while another dance sequence was “a study in graceful abstract.” Kirkpatrick said the choreography was “powerful and vigorous,” but noted it was a “tad hokey” when Conchita and Rezanov appeared in Annie Oakley and Wild Bill Hickok–styled costumes and performed a Russian version of an American hoedown.

			Overall, the critics felt the evening was more pageant than musical play, and in the manner of a rock concert the performers were directed to look straight at the audience as they sang. Despite the program synopsis and the use of a narrator, the reviewers said the action was confusing and difficult to follow, and Holden felt the performances were so “rigidly stylized” they allowed little in the way of “emotional spontaneity.” Drew Featherston in New York Newsday said the evening was a “hodgepodge” that was alternately “splendid and exciting” and “overblown and empty.” And many of the critics felt the musical belonged to the era of the late 1960s and early 1970s because it evoked Hair and its pleas for peace and brotherhood. In fact, Kirkpatrick suggested that if Junon and Avos—The Hope wowed ’em in Moscow, then producer Pierre Cardin should consider a Moscow production of Hair because it would probably run for a decade.

			The Russian cast recording was issued as “Juno” and “Avos” on a two-LP set by Menodnr Records (# C60-18627-008). There are at least three CD releases of the score, one issued by Melodiya and two by Russian Entertainment Records (all three have different artwork covers, and the two by Russian Entertainment Records may be two different releases of the same recording). A television adaptation of the work was filmed in Great Britain and released on videocassette by Mediateka Publishing.

			THE SOUND OF MUSIC

			Theatre: New York State Theatre

			Opening Date: March 8, 1990; Closing Date: April 22, 1990

			Performances: 54

			Book: Howard Lindsay and Russel Crouse

			Lyrics: Oscar Hammerstein II

			Music: Richard Rodgers

			Based on the 1949 memoir The Story of the Trapp Family Singers by Maria Augusta von Trapp.

			Direction: James Hammerstein; Producers: The New York City Opera Company (Christopher Keene, General Director) in association with James M. Nederlander; Choreography: Joel Bishoff; Scenery and Lighting: Neil Peter Jampolis; Costumes: Suzanne Mess; Musical Direction: Richard Parrinello

			Cast: Debby Boone (Maria Rainer), Jill Bosworth (Sister Berthe), Michele McBride (Sister Margaretta), Claudia Cummings (The Mother Abbess), Robin Tabachnik (Sister Sophia), Laurence Guittard (Captain Georg von Trapp), David Rae Smith (Franz), Ellen Tovatt (Frau Schmidt), Emily Loesser (Liesl), Richard H. Blake (Friedrich), Kelly Karbacz (Louisa), Ted Huffman (Kurt), Kia Graves (Brigitta), Lauren Gaffney (Marta), Mary Mazzello (Gretl), Marc Heller (Rolf Gruber), Marianne Tatum (Elsa Schraeder), Bridget Ramos (Ursula), Werner Klemperer (Max Detweiler), Louis Perry (Herr Zeller), William Ledbetter (Baron Elberfeld), Barbara Shirvis (Postulant), Glenn Rowen (Admiral von Schreiber); Neighbors, Nuns, Novices, Postulants, and Contestants in the Festival Contest: The New York City Opera Chorus

			The musical was presented in two acts.

			The action takes place in Austria during early 1938.

			Musical Numbers

			Act One: “Preludium” (Nuns); “The Sound of Music” (Debby Boone); “Maria” (Claudia Cummings, Michele McBride, Jill Bosworth, Robin Tabachnik); “My Favorite Things” (Debby Boone, Claudia Cummings); “Do-Re-Mi” (Debbie Boone, Emily Loesser, Richard H. Blake, Kelly Karbacz, Ted Huffman, Kia Graves, Lauren Gaffney, Mary Mazzello); “Sixteen Going on Seventeen” (Emily Loesser, Marc Heller); “The Lonely Goatherd” (Debbie Boone, Emily Loesser, Richard H. Blake, Kelly Karbacz, Ted Huffman, Kia Graves, Lauren Gaffney, Mary Mazzello); “How Can Love Survive?” (Marianne Tatum, Werner Klemperer, Laurence Guittard); “The Sound of Music” (reprise) (Debby Boone, Laurence Guittard, Emily Loesser, Richard H. Blake, Kelly Karbacz, Ted Huffman, Kia Graves, Lauren Gaffney, Mary Mazzello); “Grand Waltz” and “Laendler” (Orchestra); “So Long, Farewell” (Emily Loesser, Richard H. Blake, Kelly Karbacz, Ted Huffman, Kia Graves, Lauren Gaffney, Mary Mazzello); “Climb Every Mountain” (Claudia Cummings)

			Act Two: Entr’acte (Orchestra); “No Way to Stop It” (Marianne Tatum, Werner Klemperer, Laurence Guittard); “An Ordinary Couple” (Debby Boone, Laurence Guittard); “Processional” (Orchestra, Ensemble); “Sixteen Going on Seventeen” (reprise) (Debby Boone, Emily Loesser); “Do-Re-Mi” (reprise) (Debbie Boone, Laurence Guittard, Emily Loesser, Richard H. Blake, Kelly Karbacz, Ted Huffman, Kia Graves, Lauren Gaffney, Mary Mazzello); “Edelweiss” (Laurence Guittard, Debby Boone, Emily Loesser, Richard H. Blake, Kelly Karbacz, Ted Huffman, Kia Graves, Lauren Gaffney, Mary Mazzello); “So Long, Farewell” (reprise) (Debby Boone, Laurence Guittard, Emily Loesser, Richard H. Blake, Kelly Karbacz, Ted Huffman, Kia Graves, Lauren Gaffney, Mary Mazzello); “Climb Every Mountain” (reprise) (Company)

			The New York City Opera Company’s revival of Richard Rodgers and Oscar Hammerstein II’s The Sound of Music was the institution’s fifth and final production in its short-lived series of spring seasons devoted to four or five weeks of consecutive performances of a Broadway classic (the others were Brigadoon, South Pacific, The Music Man, and The Pajama Game). For The Sound of Music, City Opera produced the revival in association with James M. Nederlander.

			There was speculation that after the limited City Opera engagement the revival might transfer to another theatre for an open-end run or go on tour. Despite good reviews, the musical didn’t transfer but eventually toured.

			This production may well be the last New York revival to replicate the original Broadway version. The 1965 film adaptation had omitted three songs (the cynical numbers “How Can Love Survive?” and “No Way to Stop It” and the bland ballad “An Ordinary Couple”) and added two new ones (the generic “I Have Confidence” and the somewhat lyrically bizarre “Something Good,” both with lyrics and music by Rodgers). When the musical was next revived in New York (see entry for the 1998 production), “An Ordinary Couple” was cut and the two film songs were interpolated, and one suspects future productions will continue to incorporate these changes and might even omit the two sardonic numbers.

			The simple story centered on the postulant Maria (Debby Boone), who is hired by the widower von Trapp (Laurence Guittard) to be governess for his seven children. She soon discovers her true calling is her love for him and the children, and the “ordinary” couple wed. Upon Hitler’s invasion of Austria, the family manages to escape to Switzerland during a music festival.

			John Rockwell in the New York Times said the revival was a “delight” that was “freshly cast, elegantly designed and utterly unpatronizing”; Howard Kissel in the New York Daily News found the production “solidly acted” and “beautifully sung”; John Beaufort in the Christian Science Monitor praised the “handsome” and “admirably performed” revival; and Janice Berman in New York Newsday said the New York State Theatre was “alive with the sound of success.”

			But David Patrick Stearns in USA Today said the evening had “all the texture of an Up with People revue” with a book that “strained credulity” and characters who were “poorly motivated.” Clive Barnes in the New York Post felt the work wasn’t worthy of Rodgers and Hammerstein but said the musical’s fans would find the revival a “pious answer to their prayers” and dissenters might “as well shut up like a Trapp-door.”

			Rockwell said Debby Boone brought her special “winsomeness and vulnerability” to the role of Maria, Douglas Watt in the New York Daily News found her “delightful,” and Beaufort said she gave a “winning performance.” Stearns said her singing voice had “more depth and character” than her recordings had suggested and her acting projected “a winning mix of guileless radiance and inner conviction.” Barnes said Boone “might have been born” to play Maria, but quickly noted he wasn’t sure that was a compliment. But he admitted she was “cheery” and “perky” and that her voice “admirably” served the music.

			The musical originally opened at the Lunt Fontanne Theatre on November 16, 1959, and despite lukewarm reviews (in his notice for the original production, Walter Kerr in the New York Herald Tribune said the show abandoned snowflakes for cornflakes and would most appeal to those “who have always found James M. Barrie pretty rough stuff”), it ran for 1,443 performances. The original cast included Mary Martin (Maria), Theodore Bikel (von Trapp), Patricia Neway (The Mother Abbess), Kurt Kasznar (Max), Marion Marlowe (Elsa), Lauri Peters (Leisl), and Brian Davies (Rolf) (during the run, Jon Voight succeeded the latter). The middling book was predictable and humorless, and it wasn’t helped by a noticeable lack of choreography and production values. But the score more than made up for the evening’s deficiencies and included a batch of eventual standards, including “My Favorite Things,” “Do-Re-Mi,” “Climb Every Mountain,” “Edelweiss,” and the title song. The production was nominated for twelve Tony Awards, and won seven, including Best Musical, Best Leading Actress in a Musical (Martin), Best Featured Actress in a Musical (Neway), Best Score, Best Book, and Best Scenic Design.

			The Broadway cast album was issued by Columbia Records (LP # KOL-5450 and # KOS-2020), and the CD was released by Sony Classical/Columbia/Legacy (# SK-60583) and includes two bonus tracks, “The Sound of Music: A Symphonic Picture for Orchestra” by the Pittsburgh Symphony Orchestra and “Do-Re-Mi” by Mitch Miller and the Sing-Along Chorus and The Kids. The script of the stage production was published in hardback by Random House in 1960, and a paperback edition was released by The Applause Libretto Library in 2010. The lyrics are included in the collection The Complete Lyrics of Oscar Hammerstein II.

			The original London production opened on May 18, 1961, at the Palace Theatre and at 2,385 performances almost doubled the New York run. The 1965 film version produced by Twentieth Century-Fox became one of the most popular musical films ever released (it won five Academy Awards, including Best Picture and Best Director [for Robert Wise], and starred Julie Andrews and Christopher Plummer). The best-selling soundtrack album was released by RCA Victor Records (LP # LOCD/LSOD-2005).

			The Sound of Music has been revived in New York three times; prior to the current production and the 1998 revival (see entry), the musical was presented at City Center by the New York City Center Light Opera Company on April 26, 1967, for twenty-three performances with Constance Towers (Maria), Bob Wright (von Trapp), Eleanor Steber (The Mother Abbess), Sandy Duncan (Liesl), Christopher Hewett (Max), and M’el Dowd (Elsa).

			OBA OBA ’90

			“The Brazilian Extravaganza”

			Theatre: Marquis Theatre

			Opening Date: March 15, 1990; Closing Date: April 22, 1990

			Performances: 45

			Direction: “Technical direction” by Mario Ruffa; Producer: Franco Fontana; Choreography: Roberto Abrahao; Scenery and Costumes: Not credited; Lighting: Giancarlo Campora, “Lighting Consultant”; Musical Direction: Wilson Mauro

			Cast: Sonia Santos, Jaime Santos, Toco Preto, and Paulo Ramos; also, Aderson Cirne, Amilton Lino, Andrea Candida, Bananal, Betho Filho, Branca de Neve, Carlos Leca, Carlos Oliveira, Cesar de Alabama, Claudia Capoeira, Curima, Delma de Oliveira, Edgar Pretinho, Edilson Nery, Edmilson Santos, Edson Escovao, Elaine Garcia, Elisangela Maia, Evelyn Eduardo, Formiguinha, Gerson Galante, Glaucia Ribeiro, Heron DeAngola, Ivon Rosas, Janete Santos, Jorge Rum, Julio Peluchi, Katia Rio, Maguila Meneses, Malaguti, Mara Boeing, Maranhao, Marcelo Boim, Mario Capoeira, Marquinho da Dona Geralda, Marta Jacintho, Mauro Boim, Meia-Noite, Mirna Montenegro, Monica Acioli, Norberto Queiroz, Pe de Cao, Pele, Pena Rodrigues, Renny Flores, Robertinho da Cuica, Rui Lima, Val Ventilador, Velly Bahia, Vivian M. Soares, Wilson Mauro

			The revue was presented in two acts.

			Musical Numbers

			Note: The program didn’t identify the names of the cast members who performed the musical numbers.

			Act One: “Liberation from Slavery”; “Homage to ‘Chorinho’”; “Samba de Roda-Lambada”; “Homage to ‘Chorinho’” (reprise); “Homage to the Northeast”; “Brazil Capela”; “Homage to the Bossanova and the Seventies”; “Tribute to the ‘Brazilian Bombshell’ Carmen Miranda”

			Act Two: “Macumba”; “Afro-Brazilian Folk Songs and Dances” (including “Berimbau Medley” and “Capoeira of Angola”); “Maculele” (including “Acrobatic Capoeira”); “Rhythm Beaters”; “Show of Samba Dancers”; “Grand Carnival”

			The limited-engagement Brazilian import Oba Oba ’90 had earlier played on Broadway as Oba Oba (the name was derived from a popular Brazilian nightclub in Rio de Janeiro and seems to translate as “Oh, boy, oh, boy”) where it opened at the Ambassador Theatre on March 29, 1988, for a limited run of forty-six performances. The dance revue had originally premiered in Brazil in 1984 and then toured such countries as Italy, France, Spain, Switzerland, and Israel, and prior to the first New York production the revue had played nine months at the Aladdin Hotel in Las Vegas. The critics compared the evening to both a latter-day Folies Bergère and a 1950s New York nightclub revue that might have been seen at the Latin Quarter or the Copacabana. For their reviews of the 1988 production Clive Barnes in the New York Post suggested the work would have been “old-fashioned 30 years ago” and Stephen Holden in the New York Times indicated the revue was more in the nature of “a theatricalized MGM-style musical brochure that reinforces stereotypical images” of Brazil as the land of “nonstop carnival.”

			The revue was a mixture of dances on the order of the samba and the lambada, and the music was of the bossa nova variety and included both popular numbers (such as “Tico Tico” and “The Girl from Ipanema”) and traditional folk songs. Both the 1988 and 1990 editions (as well as the 1992 production [see below]) included a salute to the “Brazilian Bombshell” Carmen Miranda (who was actually from Portugal); “Acrobatic Capoeira,” an energetic display of acrobatic dancing; and the lavish finale “Grand Carnival.”

			In her review of the current production, Jennifer Dunning in the New York Times said the “somewhat haphazard promotional tour of Brazil” was generally “great fun.” The dancers were “good looking,” the musicians contributed to the evening’s highlights, and the show was certainly the only one on Broadway where audience members got the chance to samba up and down the aisles with the cast members as balloons showered down from the rafters. But there were a few “tasteless moments” and the miking was “nearly unbearable.” The revue’s one “sour note” was a “heavy-handed attempt” to “turn up the heat on an already sexy, sultry show” with such numbers as “Show of Samba Dancers” and “a breast-jiggling solo in toe shoes whose naivete makes it look straight out of a Miss America talent competition.”

			As Oba Oba ’93, the revue returned to the Marquis Theatre on October 1, 1992, for another limited engagement. Between the 1990 and 1992 engagements, the revue also toured (as Oba Oba ’92).

			ASPECTS OF LOVE

			Theatre: Broadhurst Theatre

			Opening Date: April 8, 1990; Closing Date: March 2, 1991

			Performances: 377

			Book and Music: Andrew Lloyd Webber

			Lyrics: Don Black and Charles Hart

			Based on the 1955 novel Aspects of Love by David Garnett.

			Direction: Trevor Nunn; Producer: The Really Useful Theatre Company, Inc.; Choreography: Gillian Lynne; Scenery and Costumes: Maria Bjornson; Lighting: Andrew Bridge; Musical Direction: Paul Bogaev

			Cast: Ann Crumb (Rose Vibert), Michael Ball (Alex Dillingham), Kevin Colson (George Dillingham), Kathleen Rowe McAllen (Giulietta Trapani), Walter Charles (Marcel Richard), Deanna Du Clos (Jenny Dillingham, Age 12), Danielle Du Clos (Jenny Dillingham, Age 14), Suzanne Briar (Elizabeth), Don Goodspeed (Hugo Le Muenier); At the Café: Actors—Philip Clayton, John Dewar, Marcus Lovett, Kurt Johns; Actresses—Elinore O’Connell, Lisa Vroman, Wysandria Woolsey; Don Goodspeed (Stage Manager), Jane Todd Baird (Assistant Stage Manager), Gregory Mitchell (Waiter), Eric Johnson (Man on Date), Suzanne Briar (His Date); At the Fairground: Eric Johnson (First Barker), Kurt Johns (Second Barker), Don Goodspeed and Philip Clayton (Alex’s Friends), Elinore O’Connell and Lisa Vroman (Their Girlfriends), Jane Todd Baird (Alex’s Date), John Dewar (War Veteran), Suzanne Briar (His Wife), Marcus Lovett and Gregory Mitchell (Local Men), Wysandria Woolsey (Local Woman); In Venice: Kurt Johns (Gondolier), Lisa Vroman (Hotel Cashier), Elinore O’Connell (Nun), John Dewar (Doctor), Eric Johnson (Hotelier), Wysandria Woolsey (Pharmacist), Eric Johnson (Registrar), John Dewar (Assistant Registrar); In Rose’s Dressing Room: Rose’s Friends—Jane Todd Baird, Suzanne Briar, Philip Clayton, John Dewar, Kurt Johns, Eric Johnson, Marcus Lovett, Gregory Mitchell, Elinore O’Connell, Lisa Vroman, Wysandria Woolsey; At the Circus: Clowns—Gregory Mitchell, Marcus Lovett, Philip Clayton, John Dewar; Kurt Johns (Knife Thrower), Wysandria Woolsey (His Assistant); At the Wake: Gregory Mitchell (The Young Peasant)

			The musical was presented in two acts.

			The action takes place between 1947 and 1964 and is set mostly in France and Italy.

			Musical Numbers

			Note: The musical was sung-through, and the list below reflects the major musical sequences.

			Act One: “Love Changes Everything” (Michael Ball); “Parlez-vous Francais?” (Ann Crumb, Michael Ball, Ensemble); “Seeing Is Believing” (Michael Ball, Ann Crumb); “A Memory of a Happy Moment” (Kevin Colson, Kathleen Rowe McAllen); “Chanson d’enfance” (Ann Crumb); “Everybody Loves a Hero” (Eric Johnson, Kurt Johns, Ensemble); “She’d Be Far Better Off with You” (Michael Ball, Kevin Colson, Ann Crumb, Suzanne Briar); “Stop. Wait. Please.” (Kathleen Rowe McAllen, Kevin Colson, Ensemble)

			Act Two: “Leading Lady” (Walter Charles, Ensemble); “Other Pleasures” (Kevin Colson, Deanna Du Clos, Michael Ball, Ann Crumb); “There Is More to Love” (Kathleen Rowe McAllen, Ann Crumb); “Mermaid Song” (Deanna Du Clos, Michael Ball); “The First Man You Remember” (Kevin Colson, Danielle Du Clos); “The Journey of a Lifetime” (Ensemble); “Falling” (Kevin Colson, Ann Crumb, Michael Ball, Danielle Du Clos); “Hand Me the Wine and the Dice” (Kathleen Rowe McAllen, Ensemble, Ann Crumb, Danielle Du Clos, Michael Ball, Walter Charles, Don Goodspeed); “Anything but Lonely” (Ann Crumb)

			The London import Aspects of Love was Andrew Lloyd Webber’s first New York musical since his blockbuster The Phantom of the Opera had opened two years earlier. The production premiered in the West End at the Prince of Wales Theatre on April 17, 1989, for a three-year run of 1,325 performances, but the $8 million Broadway version had a disappointing run of less than a year and topped out at 377 showings. All four leads from the London production (Kevin Colson, Michael Ball, Ann Crumb, and Kathleen Rowe McAllen) reprised their roles for the New York edition.

			The sung-through story was filled with shallow and tiresome people and their somewhat La Ronde–styled love affairs, but the dreary goings-on were less Schnitzler than soap opera. The characters were connected to the Bloomsbury set and to the world of the arts, and the action took place against the chic backgrounds of Paris, the Pyrenees, and Venice, but with some tweaking the plot could have supplied a year’s worth of episodes for a television soaper set in Duluth.

			The story begins in 1964, when the musical’s nominal hero, Alex Dillingham (Ball), looks back on 1947, a year when love changed everything for him because he met the actress Rose Vibert (Crumb), an event that provides the song cue for the show’s most popular number, “Love Changes Everything.” Under the impression that his painter uncle George Dillingham (Colson) is away from his villa, Alex takes Rose there for a liaison; but George unexpectedly returns, succumbs to Rose’s charms, and soon takes her as his mistress and then his wife. Meanwhile, George has another mistress, the Italian sculptress Giulietta Trapani (McAllen), and when she and Rose meet they become lovers. Later, Giulietta and Alex also become romantically involved. If all these musical beds weren’t enough, Alex later finds himself attracted to George and Rose’s daughter, Jenny, who is now a teenager (Deanna Du Clos and Danielle Du Clos played the girl at the respective ages of twelve and fourteen) and who of course is his cousin. Things become dicey because Jenny is as interested in Alex as he is in her, but at least he has enough sense to realize Jenny is pure jailbait and so both incest and child molestation are happily averted. However, the musical offered a strange and awkward moment when the score’s loveliest song (“The First Man You Remember”) is sung by George to Jenny. But the possibility of another would-be incestuous turn of the plot is sidestepped when it turns out George is really singing the number to the memory of the young Rose and not to Jenny.

			The critics were mostly cool to the production, but were glad to note that Lloyd Webber was now dealing with people rather than religious figures (Jesus Christ Superstar and Joseph and the Amazing Technicolor Dreamcoat), larger-than-life politicians (Evita), felines (Cats), trains on roller skates (Starlight Express), and chandeliers (The Phantom of the Opera). But they were tired of his habit of recycling a handful of melodies throughout an evening and offering numerous reprises. They were also unhappy with most of the cast; Colson received the best notices. Linda Winer in New York Newsday said he was “just right” as the “dashing and touching” George, and Jack Kroll in Newsweek noted he “embodies all the aspects of love including mortality” with his voice of “twilight.” But Howard Kissel in the New York Daily News didn’t care for his “repellent smugness” with its attendant “pursing of lips” and “supercilious smiling.” Ball was described as generally bland (Kissel said beyond his “lovely voice” his “boyish face registers little beyond vapidity,” and David Patrick Stearns in USA Today said the “handsome” performer had “the depth of a comic-book character”). Crumb was seen as rather shrill (Winer said her voice was “harsh” and her presence “commonplace,” and Frank Rich in the New York Times found her “unconvincing”); and Winer noted that McAllen was “competent” but “not vaguely Italian.”

			Scenic and costume designer Maria Bjornson also came in for criticism. Edwin Wilson in the Wall Street Journal said her “large-scale effects” were “out of all proportion to the story.” Rich noted that her contributions were “oppressive,” and Stearns said the “busy” sets “often go for the cliché” (but Kroll said her work embodied the “intimacy, sensuousness and pathos of the story” and John Beaufort in the Christian Science Monitor said her “succession of atmospheric stage pictures” was “capped” by “an eye-popping mountain vista”). As for Bjornson’s costumes, Rich noted that McAllen’s performance was “handicapped by unflattering” frocks that “announce her Lesbian Tendencies with every pantsuit.”

			Doug Watt in the New York Daily News said Aspects of Love was a “pot pie” that yearned to be a “soufflé.” The subject matter demanded a score of “delicacy and nuance” by a “latter-day Debussy,” rather than “the heavy hand of a Webber”; the lyrics were “infantile”; and Trevor Nunn’s staging gave Watt the urge “to nod off at intervals.” Kissel groaned over the endless repetitions of “Love Changes Everything” and reported that he tried to count the number of times it was sung, first at 8:08, then at 8:25, and again at 8:37. Moreover, another song (“Seeing Is Believing”) was first sung at about 8:20 and then again at 8:30, and he ruefully wished that the “C” train would come along this often. Joel Siegel on ABCTV7 said “each song sounds as if you’d heard it before and if you haven’t, wait five minutes and you’ll hear it again.”

			Winer noted that the evening consisted of “an almost laughable amount of action” but the plot was essentially “meaningless” because “nothing really happens.” Rich said the show “generates about as much heated passion as a visit to the bank” and said the action was “in most desperate need of roller skates.” As for the lyrics, he mentioned they seemed “to have been translated from the original Hallmark.” Stearns also pounced on the lyrics and said they reduced “complicated emotions to greeting-card sentiments.” The critics also complained that ordinary and perfunctory dialogue (such as “Would you like a cup of coffee?”) didn’t always work when set to music.

			Wilson said the ever-changing relationships among the characters gave the effect of “a synopsis of the story rather than the unfolding of a plot,” and like Winer he noted that the action yielded “unintentional comedy.” Further, Winer laughed over such hoary lines as “If I can’t have you, no one will!” and Wilson reported that the stage business in which Alex threatens (and grazes) Rose with a gun played like “high farce” because after the shooting a maid appeared and attacked Alex with a hammer, and although it missed him by “a good six inches” he collapsed on the floor.

			But for Clive Barnes in the New York Post, the musical was a “breakthrough” for Lloyd Webber. The “sweepingly romantic” evening was the “loveliest of musicals” and “easily the best currently on Broadway.” In fact, New York hadn’t seen “such a joyous or atmospheric opera of love” since Stephen Sondheim’s A Little Night Music had premiered seventeen years earlier.

			The London cast album was released on a two-LP set by Really Useful Records (# 841-126-1), and the two-CD set was issued by Polydor Records (# 841126). Because the four leading West End players reprised their roles for New York, there was no Broadway cast recording. A British studio cast recording was released by Castle Pulse Records (CD # PLS-609), and Music and Songs from “Phantom of the Opera” and “Aspects of Love” was issued by Fabulous Records (CD # FABCD-260) and includes seven numbers from the score (the performers include Dave Willetts, Stephanie Lawrence, and Paul Jones), including an especially memorable rendition of “The First Man You Remember.” The cast album of a Japanese production was issued by Polydor Records (CD # POC-7423). Kurt Ganzl’s lavish hardcover book The Complete “Aspects of Love” (published in 1990 by Viking Studio Books) includes the complete script, background information (including a chapter on David Garnett and the Bloomsbury circle), both rehearsal and performance photos, and an insert of the musical’s poster.

			Prior to the British premiere, Roger Moore was cast as George and early posters of the show include his name; however, he withdrew from the production prior to the first preview performance and was succeeded by Colson. Once Colson, Crumb, and Ball left the Broadway production, they were respectively succeeded by John Cullum, Sarah Brightman, and Marcus Lovett.

			Awards

			Tony Award Nominations: Best Musical (Aspects of Love); Best Featured Actor in a Musical (Kevin Colson); Best Featured Actress in a Musical (Kathleen Rowe McAllen); Best Director of a Musical (Trevor Nunn); Best Book (Andrew Lloyd Webber); Best Score (lyrics by Don Black and Charles Hart, music by Andrew Lloyd Webber)

			TRULY BLESSED

			“A Musical Celebration of Mahalia Jackson”

			Theatre: Longacre Theatre

			Opening Date: April 22, 1990; Closing Date: May 20, 1990

			Performances: 33

			Text: Queen Esther Marrow

			Lyrics and Music: Queen Esther Marrow (additional lyrics and music by Reginald Royal)

			Direction: Robert Kalfin; Producers: Howard Hurst, Philip Rose, and Sophie Hurst in association with Frankie Hewitt (Philip Rose and Howard Hurst, Executive Producers); Choreography: Larry Vickers; Scenery and Lighting: Fred Kolo; Costumes: Andrew B. Marlay; Musical Direction: Willard Meeks

			Cast: Queen Esther Marrow (Mahalia Jackson); Ensemble: Carl Hall, Lynette G. DuPre, Doug Eskew, Gwen Stewart

			The revue-like musical was presented in two acts.

			The action takes place from the early part of the twentieth century through 1972 in such locales as New Orleans; Chicago; New York City; Washington, D.C.; the Berkshires; and throughout the United States as well as in the Holy Land.

			Musical Numbers 

			Note: The program didn’t identify the names of the cast members who performed the musical numbers.

			Act One: “I Found the Answer” (lyric and music by Johnny Lange); “St. Louis Blues” (lyric and music by W. C. Handy); “It’s Amazing What God Can Do” (lyric and music by Reginald Royal); Medley: “On the Battlefield for My Lord” and “Glory Hallelujah” (traditional); “He May Not Come When You Want Him” (traditional); “Lord, I’m Determined” (lyric and music by Queen Esther Marrow); “Happy Days Are Here Again” (1930 film Chasing Rainbows; lyric by Jack Yellen, music by Milton Ager); “Precious Lord” (lyric and music by Thomas A. Dorsey); “Jesus Remembers When Others Forget” (lyric by Thomas A. Dorsey, music by Joseph Joubert); “Thank You for the Change in My Life” (lyric and music by Queen Esther Marrow); “Come On, Children, Let’s Sing” (traditional)

			Act Two: “Even Me” (traditional); Spiritual Medley (all traditional): “Wade in the Water,” “Old Ship of Zion,” “Battle Hymn of the Republic” (lyric by Julia Ward Howe), “I’ve Been ’Buked,” and “Soon I Will Be Done”; “His (This) Gift to Me” (lyric and music by Reginald Royal); “Move on Up a Little Higher” (lyric and music by Mahalia Jackson); “Rusty Bell” (traditional); “Truly Blessed” (lyric and music by Reginald Royal); “He’s Got the Whole World in His Hands” (traditional)

			Truly Blessed was a tribute to gospel singer Mahalia Jackson (1911–1972), and was more in the nature of a one-woman show (with four ensemble singers and four musicians) than a traditional book musical. Jackson’s story was presented in a narrative format as well as through occasional vignettes, and the score consisted of new songs written especially for the production (by Reginald Royal and by Queen Esther Marrow), various songs by other composers, and traditional gospel numbers. The critics complained that the evening skimmed over Jackson’s story and was somewhat sketchy, but they gave the production mild but generally favorable notices. However, the show generated little interest among the public and was gone after one month of performances.

			Stephen Holden in the New York Times said the evening was more in the nature of “an enlarged cabaret act” that was “four-fifths music and one-fifth connective dialogue,” and the production glossed over the subject’s formative years and personal life and overlooked “significant details” about her. Wayne Robins in New York Newsday noted that Jackson’s life was “simply talked about,” and said the work gave “short shrift” to many aspects of her life; Edwin Wilson in the Wall Street Journal suggested the show was essentially a “gospel concert”; and Clive Barnes in the New York Post warned that the musical was little more than “a simplistic run-through” of Jackson’s life and career with a “paint by numbers biographical structure.” John Beaufort in the Christian Science Monitor mentioned that the evening consisted of “gospel music and biographical footnotes,” and Don Nelsen in the New York Daily News found the expository dialogue “often tiresome” and noted there were “awkward transitions” (such as a sequence when Jackson “sadly” discusses her brother’s death and “then quickly brightens as she’s off to Chicago”). Some of the dialogue seemed awkward, and one or two critics seriously doubted that Jackson said “He’s dealing with a woman who has the interests of her people at heart” after she had a conversation with Chicago’s Mayor Richard J. Daley.

			As for Marrow, Holden said she lacked Jackson’s “stupendous power and fervency” but nonetheless projected “a towering dignity and strength and musical intelligence.” Robins found her “formidable,” and Wilson praised her “strong, resonant voice.” Although David Patrick Stearns in USA Today liked her “warm, maternal demeanor and her aristocratic beauty,” he felt she lacked “the spark that sends the music across denominational and racial lines,” and Nelsen noted that the evening “unfairly” placed Marrow in Jackson’s shadow. Perhaps Barnes said it best when he noted that Marrow’s “arms are too short to box with Mahalia.”

			Fred Kolo’s set took its inspiration from a church’s interior, and the images of oversized organ pipes dominated the stage while the ensemble wore choir garments for most of the evening.

			Earlier during the season, Truly Blessed was presented as Don’t Let This Dream Go at Ford’s Theatre in Washington, D.C. During New York previews, the song “Chafalaya’s Rag” was cut. Marrow recorded two songs (“He May Not Come When You Want Him” and “Precious Lord”) for the CD collection Queen Esther Marrow with the Harlem Gospel Singers (released by Open Door Music), and among her other recordings is another song that was heard in Truly Blessed (“Wade in the Water”).

			In 1985, Sing, Mahalia, Sing!, another musical about Jackson, toured for five months but never risked Broadway. Jennifer Holliday portrayed the title character, and Marrow performed the role at certain performances. Marrow was clearly inspired to go forth with another musical about the singer, and so Truly Blessed was a completely different work about Jackson (although of course the two musicals shared occasional songs, such as the traditional “He’s Got the Whole World in His Hands”). The book of the earlier musical was by George Faison, and like Truly Blessed the score was a mixture of new songs (by Faison, Richard Smallwood, and Wayne Davis) and traditional gospel numbers.

			A CHANGE IN THE HEIR

			“A New Musical Comedy”

			Theatre: Edison Theatre

			Opening Date: April 29, 1990; Closing Date: May 13, 1990

			Performances: 17

			Book: George H. Gorham and Dan Sticco

			Lyrics: George H. Gorham

			Music: Dan Sticco

			Direction and Choreography: David H. Bell; Producer: Stewart F. Lane; Scenery: Michael Anania; Costumes: David Murin; Lighting: Jeff Davis; Musical Direction: Rob Bowman

			Cast: Brooks Almy (Aunt Julia), Brian Sutherland (Giles), J. K. Simmons (Edwin), David Gunderman (Nicholas), Connie Day (Countess), Mary Stout (Lady Enid), Judy (Judith) Blazer (Prince Conrad), Jeffrey Herbst (Princess Agnes), Jan Neuberger (Martha), Jennifer Smith (Lady Elizabeth)

			The musical was presented in two acts.

			The action takes place “once upon a time, long, long ago, in a castle far, far away.”

			Musical Numbers

			Act One: “Prologue” (Company); “Here I Am” (Judy Blazer); “The Weekend” (Brooks Almy, Connie Day, Jan Neuberger, Mary Stout, J. K. Simmons, Brian Sutherland); “Look at Me” (Jeffrey Herbst, Judy Blazer); “Take a Look at That” (Jeffrey Herbst, Jennifer Smith); “Quintet” (J. K. Simmons, Mary Stout, Jeffrey Herbst, Connie Day, Judy Blazer); “Can’t I?” (Judy Blazer); “When” (Brooks Almy, Jan Neuberger); “A Fairy Tale” (Jeffrey Herbst, Judy Blazer); “An Ordinary Family” (Company)

			Act Two: “Happily Ever After, After All” (Jeffrey Herbst); “Can’t I?” (reprise) (Judy Blazer); “Duet” (Jeffrey Herbst, Judy Blazer); “Hold That Crown” (Brooks Almy); “By Myself” (Judy Blazer, Company); Finale (Company)

			A Change in the Heir was both the final musical of the season and the decade’s first book musical with new music. Junon and Avos—The Hope, Oba Oba ’90, and Aspects of Love were imports, The Sound of Music was a revival, and Truly Blessed was a revue-like musical with both new and traditional songs. But as far as critics and audiences were concerned, A Change in the Heir was a nonstarter and so it disappeared after two weeks. Edwin Wilson in the Wall Street Journal said the piece was “sophomoric,” and quickly added “high school sophomoric, not college.”

			Set in medieval times, the jokey plot centered on two rival royal families intent on having their respective progeny, a baby girl and a baby boy, ascend the throne. For reasons known only to the authors, one family decides the best way to capture the crown is to raise the baby girl as a boy, and the other family brings up the baby boy as a girl. As a result, the two youngsters (Judy Blazer as Prince Conrad and Jeffrey Herbst as Princess Agnes) believe they are members of the opposite sex, and have no idea of their actual sex. The would-be merry farce was muddled, and Stephen Holden in the New York Times noted that “the conditions by which one or the other might become the monarch are as confusing as they are arbitrary” and the plot became “so convoluted that it’s impossible to figure out what’s going on.” Clive Barnes in the New York Post said the evening “starts ridiculous and gets sillier,” while David Patrick Stearns in USA Today found the plot “too inane to explain.” Howard Kissel in the New York Daily News stated the show was “incapable even of attaining the inanity to which it so earnestly aspires,” and Wilson said the plot was “too Byzantine to explain,” was filled with “innumerable improbable events,” and the performers were reduced to “swimming round and round in a moat of ineptitude and implausibility with no hope of escape.”

			The dialogue was filled with bad puns (“Heir today and gone tomorrow,” “Another twenty years of the reign of error,” and Leo Seligsohn in New York Newsday was almost sure that one character referred to “heir mail”). In one exchange of dialogue, a character said “I had mono that semester,” and in response another one answered “I had her, too.” And Holden noted that Herbst was stuck with the show’s “clunkiest line” of dialogue when he huffed, “No more princess nice guy!”

			As for the score, the critics frequently brought up Stephen Sondheim’s name, but not in a good way. Holden noted that “whole swatches” of the score echoed Sondheim’s style “with a fidelity that borders on appropriation,” and he said “By Myself” “repeats almost note for note” one of the musical themes of the title song from Merrily We Roll Along. Barnes suggested that with the exception of Into the Woods any show that used the phrase “once upon a time” shouldn’t be trusted; Stearns said the score “so shamelessly apes” Sondheim that it was easy to pick out which numbers were imitations from the scores of A Funny Thing Happened on the Way to the Forum and Into the Woods; Seligsohn said the score had “the nervous beat of leftover Sondheim”; and Kissel found the score “a sort of Ding Dong School version” of Into the Woods.

			As for David H. Bell’s musical staging, Holden termed it “slapdash” and Barnes suggested the “principal function” of Bell’s direction was “traffic-copping” the occasional chases, which were “presumably intended to add the illusion of activity” to the proceedings. Holden mentioned that the musical seemed to take place “in a low-rent district of fairyland where the royal garb resembles patterned bed sheets.”

			In keeping with the groan-inducing pun-filled evening, the headline of Kissel’s review proclaimed “Warning! ‘Heir’ Quality Alert” and Barnes’s notice stated “To ‘Heir’ Is Human.” Kissel noted that the “indescribably bland” musical could have been produced “by the fraternities at Podunk U. for parents’ weekend” and indicated that the “most interesting” moments during the show took place offstage. First, a fire alarm went off shortly after the first act began, and although the performers tried in vain to be heard above the noise, an impromptu albeit brief intermission was deemed advisable. Then, throughout the second act, the theatre was filled with noises from a recalcitrant air-conditioning ventilator that rustled and whirred from somewhere in the area of the theatre’s ceiling. These interruptions were instances of the “joys of ‘live theatre’” and they provided the “sort of frissons” one could hardly expect to encounter during a typical evening of theatre-going.

			During previews, “Quintet” was titled “I Tried and I Tried and I Tried,” and the numbers “Exactly the Same as It Was” and “Shut Up and Dance” were cut. The musical had first been produced in Chicago by the New Tuners Theatre in 1988.

			ANNIE 2: MISS HANNIGAN’S REVENGE

			“A New Musical Comedy”

			The musical began previews at the Kennedy Center’s Opera House, Washington, D.C., on December 22, 1989, officially opened on January 5, 1990, and permanently closed there on January 22.

			Book: Thomas Meehan

			Lyrics: Martin Charnin

			Music: Charles Strouse

			Based on Harold Gray’s comic strip Little Orphan Annie and the 1977 Broadway musical Annie.

			Direction: Martin Charnin; Producers: Lewis Allen, Roger Berlind, Martin Heinfling, and Fifth Avenue Productions/Margot Lion Ltd. (R. Tyler Gatchell Jr. and Peter Nuefeld, Executive Producers) (Stuart Thompson and Mutual Benefit Productions, Associate Producers) (produced in association with Stephen Graham and the John F. Kennedy Center for the Performing Arts); Choreography: Danny Daniels; Scenery: David Mitchell; Costumes: Theoni V. Aldredge; Lighting: Ken Billington; Musical Direction: Peter Howard

			Cast: Sarah Knapp (Rochelle # 372968), Mary-Pat Green (Patsy # 413413), Karen L. Byers (Myrna # 702094), Karen Murphy (Slam # 633145, Aide to Warbucks, Miss Melissa Dabney), Corinne Melancon (Lupe # 202459), Dorothy Loudon (Miss Hannigan # 13131313), Dorothy Stanley (Detention Guard), Fiely Matias (The Asp), Gerry McIntyre (Punjab), Lauren Mitchell (Grace Farrell), Harve Presnell (Oliver Warbucks), Danielle Findley (Anne Warbucks), Beau (Sandy), Laurent Giroux (Felix Frankfurter), Michael Duran (Ticktin, Arnold), Bill Nolte (Nussbaum, Ed, Barney Sullivan, Ford Bond), J. K. Simmons (Deutch, Sergeant Clancy, H. V. Kaltenborn, Albert Einstein), Jane Bodle (Aide to Warbucks), Ellyn Arons (Aide to Warbucks), Marian Seldes (Mrs. Marietta Christmas), Bobby Clark (Peabody, Jenkins), Don Percassi (Eubanks, Hot Dog Vendor), Ronny Graham (Lionel McCoy), Terrence P. Currier (Drake), Michelle O’Steen (Marie); Warbucks’ Staff: Jane Bodle, Michael Duran, Mary-Pat Green, Sarah Knapp, Karen Murphy, and Bill Nolte; Michael Cone (Fiorello H. LaGuardia), T. J. Meyers (Babe Ruth), Oliver Woodall (Lee DeForest), Brian Evaret Chandler (Walter S. Dobbins, Father Pullam, Fletcher, Seaman), Scott Robertson (Maurice); The Beauticians: Karen L. Byers, Bobby Clark, Michael Duran, Sarah Knapp, Corinne Melancon, Karen Murphy, Don Percassi, J. K. Simmons, and Oliver Woodall; The Contestants: Corrine Melancon, Sarah Knapp, Karen Murphy, Mary-Pat Green, Karen L. Byers, Jane Bodle, and Ellyn Arons; P. T. Ashlock (Spit), Juliana Marx (Monica), Michael I. Walker (Mooch), Courtney Earl (Fungo), Mary-Pat Green (Fish Monger), Ellyn Arons (Fish Monger), Karen L. Byers (Apple Seller), Sarah Knapp (Apple Seller), Bobby Clark (Apple Seller); Street People: Jane Bodle, Don Percassi, and Oliver Woodall; Raymond Thorne (Franklin D. Roosevelt), Ellyn Aarons (Eleanor Roosevelt)

			The musical was presented in two acts.

			The action takes place in New York City from March to June of 1934.

			Musical Numbers

			Act One: “You Ain’t Seen the Last of Me!” (Dorothy Loudon, Sarah Knapp, Mary-Pat Green, Karen L. Byers, Karen Murphy, Corinne Melancon); “1934” (Harve Presnell, Lauren Mitchell, Laurent Giroux, Michael Duran, Bill Nolte, J. K. Simmons, Jane Bodle, Ellyn Arons, Karen Murphy); “1934” (reprise) (Danielle Findley); “How Could I Ever Say No?” (Dorothy Loudon, Ronny Graham); “The Lady of the House” (Lauren Mitchell, Terrence P. Currier, Jane Bodle, Michael Duran, Mary-Pat Green, Sarah Knapp, Karen Murphy, Bill Nolte); “A Younger Man” (Harve Presnell); “Beautiful” (Scott Robertson, Karen L. Byers, Bobby Clark, Michael Duran, Sarah Knapp, Corinne Melancon, Karen Murphy, Don Percassi, J. K. Simmons, Oliver Woodall); Ronny Graham, Dorothy Loudon); “Beautiful” (reprise) (Dorothy Loudon, Ronny Graham); “The Lady of the House” (reprise) (Lauren Mitchell, Marian Seldes, Corinne Melancon, Sarah Knapp, Karen Murphy, Mary-Pat Green, Karen L. Byers, Jane Bodle, Ellyn Arons); “He Doesn’t Know I’m Alive” (Lauren Mitchell, The New York Yankees); “You! You! You!” (Dorothy Loudon)

			Act Two: “When You Smile” (Raymond Thorne, Danielle Findley, The People on Wall Street); “Just Let Me Get Away with This One” (Dorothy Loudon); “Coney Island” (Harve Presnell, Lauren Mitchell, Terrence P. Currier); “Coney Island” (reprise) (Harve Presnell, Lauren Mitchell, Danielle Findley, Gerry McIntyre, Fiely Matias, The People at Coney Island); “All I’ve Got Is Me” (Danielle Findley); “Cortez” (the opera spoof’s lyric was by Martin Charnin and the music was by Charles Strouse, but the program attributed the libretto to “Dieter Dorfmunder” and music to “Joseph Nohl”) (Karen Murphy); “A Tenement Lullaby” (Dorothy Loudon); “A Younger Man” (reprise) (Harve Presnell); “I Could Get Used to This” (Dorothy Loudon, Terrence P. Currier, Michael Duran, Stewards); “When You Smile” (reprise) (Harve Presnell, Lauren Mitchell, Danielle Findley, Raymond Thorne, The Warbucks’ Staff, The Guests)

			Annie 2: Miss Hannigan’s Revenge was a $7 million sequel to the 1977 blockbuster Annie and was unquestionably the most anticipated musical of the season. And for good reason, because many of the team members from the original Annie were back: Charles Strouse (composer), Martin Charnin (lyricist and director), Thomas Meehan (librettist), David Mitchell (scenic designer), Theoni V. Aldredge (costume designer), Peter Howard (musical direction), Lewis Allen (coproducer), and two cast members, Dorothy Loudon (Miss Hannigan) and Raymond Thorne (FDR). A few other characters from the original musical also returned, including Warbucks’ secretary Grace Farrell (now played by Lauren Mitchell) and butler Drake (here played by Terrence P. Currier), but sadly head housekeeper Mrs. Pugh didn’t make it for the sequel.

			The very first preview performance on December 22, 1989, at the Kennedy Center’s Opera House revealed a show in serious trouble. It was sour, dispirited, and slow-moving with a running time of some three and a half hours, and it quickly postponed its official opening from December 28 to January 4. Although the extended preview period saw major tweaking of the book and score and the running time was considerably shortened, the official opening was met with critical brickbats. The show played out its Washington run (but during the final week Loudon missed five performances), and then permanently closed without risking Broadway, where the show was scheduled to begin New York previews at the Marquis Theatre on February 5, 1990, with an official opening night of March 1.

			The original Annie ended on Christmas Day of 1933, and the sequel began a few weeks later in early March 1934. The new musical focused on Miss Hannigan, who has been jailed because of her part in the scam to foist off her ne’er-do-well brother Rooster and his floozy girlfriend Lily St. Regis as Annie’s parents and thus collect a fortune from Warbucks (Harve Presnell). Miss Hannigan breaks out of the slammer with the intention of getting even with both Annie (Danielle Findley) and Warbucks by marrying the millionaire and then dispatching him; once she’s done him in, she’ll do the same with Annie, and then as his widow she can sit back and enjoy spending Warbucks’ fortune. She seeks the aid of her old crony, the ex-con Lionel McCoy (Ronny Graham), whose character was a stand-in of sorts for Rooster. As luck would have it, events seem to play into her hands because the UMA (that is, the United Mothers of America) and its head, Mrs. Marietta Christmas (Marian Seldes), have convinced the courts that Annie shouldn’t be allowed to live with Warbucks unless he marries within ninety days. And like the beauty pageant contest in Of Thee I Sing (1931), in which contestants vie to become the president’s First Lady, a national contest is held to see who will become Mrs. Warbucks. The competition is held at Yankee Stadium, and the winner will be announced live on a radio program.

			In order to disguise herself, Miss Hannigan undergoes beauty and hair treatments, and thanks to inside information about which questions will be asked of the contestants, Miss Hannigan gets the inside scoop and is primed to win the contest as Southern belle Charlotte O’Hara. There was also much ado about Miss Hannigan’s discovery of a little girl (also played by Danielle Findley) who looks just like Annie and whom Miss Hannigan pays to impersonate the real Annie when the latter is kidnapped. But from an audience member’s perspective, it was almost impossible to distinguish between the real and the phony Annie because both were played in an identically charmless manner and their personalities seemed to come from the same cookie-cutter. As a result, there were a few moments when it appeared the real Annie was aware of Miss Hannigan’s scheme and in a double play was pretending to be the false Annie. Miss Hannigan does indeed win the contest and is poised to become Mrs. Warbucks, but at the last moment she’s foiled, and it is Grace who marries Warbucks at a wedding officiated by Mayor Fiorello H. LaGuardia.

			The confusing story refused to budge, and the dully plotted book, humorless dialogue and situations, tiresome performances, weak score, and surprisingly vapid choreography conspired to make the sequel doleful and lugubrious. Perhaps the only winner of the evening was scenic designer David Mitchell, who contributed lively décor, including a stunning view of New York Harbor and a tugboat upon which Miss Hannigan and Lionel are rocked back and forth as a huge luxury liner suddenly glides by.

			The performance of the usually reliable Loudon was out of focus, and she seemed uninterested in the proceedings. She was given just one amusing moment when she’s about to plow her fist into the face of a fellow inmate. A prison matron suddenly comes along, and without missing a beat Loudon’s fist became a bouquet of fluttery fingers as she brightly informed the inmate, “Jungle Red!” (The musical had just one more joke, albeit a politically incorrect one, when a group of male beauticians are asked, “Are we men or are we hairdressers?”)

			Graham was tired and creaky, Presnell and Mitchell were vapid, and Seldes was stuck in an impossibly written role. As mentioned, the only cast member besides Loudon to return from the original production was Raymond Thorne doing his by now tired FDR shtick. Besides FDR, the musical indulged in more name-dropping, and so Fiorello H. LaGuardia (Michael Cone), Felix Frankfurter (Laurent Giroux), Babe Ruth (T. J. Meyers), H. V. Kaltenborn (J. K. Simmons), Albert Einstein (also played by Simmons), and Eleanor Roosevelt (Ellyn Arons) made cameo appearances. The original Annie didn’t include the comic strip’s characters Punjab (Gerry McIntyre) and The Asp (Fiely Matias), but they were in the desultory 1982 film version of Annie and were part of Annie 2, where they were used to scant effect.

			Charles Strouse and Martin Charnin’s disappointing score reflected some of the happier moments of the first Annie: “1934” set the mise en scène in much the way “We’d Like to Thank You” and “A New Deal for Christmas” did in the original; the salute to “Coney Island” was the new version’s variation of “N.Y.C.,” Miss Hannigan’s “I Could Get Used to This” was similar to Annie’s “I Think I’m Gonna Like It Here,” and “When You Smile” was a “Tomorrow” wannabe.

			David Richards in the Washington Post noted that while one took the original Annie to heart, its sequel deserved a paddle. It was “witless and belabored,” the score was “dull,” and the storyline was “preposterous.” Further, Miss Hannigan seemed like “a broken record,” Warbucks was a “dullard,” and Findley’s Annie seemed “to have acquired a bratty side” and was a “nascent whiner.” And it didn’t help that Annie’s “petulance” was accentuated by Findley’s performance. Despite the changes in the book and score and the trimming of some thirty minutes from the running time, Richards was “skeptical” about the show’s chances. (Among the alterations between the first preview and the later performances were the inclusion of the new song “Changes”; an attempt to give Annie more, and Miss Hannigan less, stage time; and a softening of the thornier aspects of the plot, and so now Miss Hannigan doesn’t plan to murder Annie.)

			Hap Erstein in the Washington Times gave the musical one star and his headline proclaimed, “Spare Us, Please, Any Tomorrows.” He suggested that the “joyless, lethargic mess” was dedicated to Sandy (played by Beau) because the musical was “a dog.” The evening was “dark-toned and often mean-spirited” and lacked a sense of humor, Strouse was “stingy with melody and distressingly derivative,” Charnin’s lyrics had “obvious rhymes and clichéd sentiments,” and Meehan’s meandering book offered “superfluous” characters, “unneeded” dialogue, “period name-dropping,” and “dud” jokes. Further, Charnin’s direction dragged and Danny Daniels’s “few tap routines” gave new meaning to the last word.

			Erstein noted that Loudon’s Miss Hannigan was “inconsistent and smaller-than-life” and the performer didn’t “register” with the dialogue she’d been saddled with and thus had to “strain” for laughs, Graham looked and acted “too old to muster sufficient energy” for his character, and Mitchell was “stiff.” As for Findley, the critic said she was “far too mechanical,” but he noted she had the “requisite Mermanesque singing voice.” Further, her new song “Changes” was the score’s best number. During previews, one other number was added (“My Daddy,” for Annie) and two (the production number “1934” and Annie’s “All I’ve Got Is Me”) were cut. There were no orphans in the early Washington performances, but a later program included an insert that listed six orphans (played by Courtney Earl, Jennifer Beth Glick, Natalia Harris, Juliana Marx, Lisa Nicole Molina, and Moriah “Shining Dove” Snyder).

			Paul in Variety said the sequel “disappoints on almost every front” and would require “major retooling” to survive on Broadway. The show was “greatly irritating” with “innocuous” songs, an “inane” script, “perfunctory” dances, and less-than-stellar performances. Loudon appeared “lifeless” in some of her numbers; Presnell’s Warbucks had morphed into a “milquetoast,” although the actor managed to give a “capable” performance; Graham “struggled” with his character; and while Findley was “suitably perky” with “lungs to rival Ethel Merman,” he suggested “stardom won’t be built on numbers such as ‘My Daddy.’”

			Discussion of an Annie sequel had begun many years before the current debacle, and as early as April 2, 1982, John Corry in the New York Times reported that the musical’s creators hoped that a sequel would go into rehearsal during the spring of 1983, embark on a national tour, and then open on Broadway sometime during the summer. Charnin was quoted as saying the sequel would be an “adventure” and “chase” story, “sort of our Raiders of the Lost Ark. And it will be an extravaganza, taking place in many, many locations.” But he emphasized that the plot would still center on the relationship between Annie and Warbucks, and that Miss Hannigan would resurface.

			After Annie 2 shuttered in Washington, there were rumors the show would go into redevelopment and eventually open in New York, and another story surfaced that perhaps most of the cast, sets, and costumes could be used for an impromptu Broadway revival of Annie. None of this happened, but a different sequel emerged three years later when after a national tour Annie Warbucks opened Off-Broadway at the Variety Arts Theatre on August 9, 1993, for 200 performances (Annie Warbucks had previously been announced for a Broadway production at the Neil Simon Theatre, where it had been scheduled to open on April 21, 1993, after a series of previews beginning on April 6). Strouse, Meehan, and Charnin were back, and this time Peter Gennaro, who devised the dances for the original production of Annie, choreographed. The cast included Presnell as Warbucks as well as Kathryn Zaremba (Annie), Marguerite MacIntyre (Grace Farrell), Kip Niven (Drake), Donna McKecknie (Mrs. Sheila Kelly), and Harvey Evans (Alvin T. Paterson). And, yes, Raymond Thorne was back yet again as FDR. While Miss Hannigan wasn’t part of the show, one can joyously report that Mrs. Pugh (Brooks Almy) made a grand return for the new version.

			Annie Warbucks received good if not particularly enthusiastic reviews, and many critics felt it looked cramped on the small stage of the Variety Arts Theatre. But John Simon in New York said “you could do a lot worse; you could, for example, see Tommy.” Jeremy Gerard in Variety recalled the sequel’s long gestation period and was glad the show had finally opened in New York because now the musical’s creators could “finally . . . get on with their lives, for which we can all be grateful.” Jan Stuart in New York Newsday reported that the choreography for the little orphan girls forced them “to shake their fannies kooch-dancer-style one time too many” and noted that if a similar chorus of boys had done bumps and grinds “like aspiring Chippendale waiters” the musical would no doubt have been forced to close in previews on indecency charges.

			The cast album of Annie Warbucks was released on a two-CD set by Broadway Angel Records (# CDQ-7243-5-55040-29). Four songs on the recording had previously been heard during the tryout of Annie 2 (“A Younger Man,” “When You Smile,” “Changes,” and “You! You! You!,” the latter rewritten as “Above the Law” for Annie Warbucks). The Annie 2 song “A Tenement Lullaby” was retained for Annie Warbucks but wasn’t included on the cast recording.

			A two-CD thirtieth-anniversary recording of Annie was released by Time-Life Records (# M19538), which includes seven songs heard in Annie 2 (“1934,” “How Could I Ever Say No?,” “The Lady of the House,” “He Doesn’t Know I’m Alive,” “Coney Island,” “All I’ve Got Is Me,” and “My Daddy”), plus two that may have been performed at some point during the tryout or that had been written for, but not used in, the production (“I Guess Things Happen for the Best” and “Tomorrow Is Now”). Counting the latter two numbers, the Annie Warbucks and anniversary recordings include thirteen songs from the score of Annie 2. It appears six numbers from the sequel weren’t recorded: five of Miss Hannigan’s songs (“You Ain’t Seen the Last of Me!,” “Just Let Me Get Away with This One,” “A Tenement Lullaby,” “I Could Get Used to This,” and “Beautiful,” which was sung by the hairdressers and reprised by Miss Hannigan) and the brief opera parody “Cortez.”

			In 1997, the original Annie was revived on Broadway in a disappointing production that received poor reviews but managed to run for 238 showings, and in 2012 another Broadway revival played for 487 performances.
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			A LITTLE NIGHT MUSIC

			Theatre: New York State Theatre

			Opening Date: August 3, 1990; Closing Date: November 7, 1990

			Performances: 11 (in repertory)

			Book: Hugh Wheeler

			Lyrics and Music: Stephen Sondheim

			Based on the 1955 film Smiles of a Summer Night (screenplay and direction by Ingmar Bergman).

			Direction: Scott Ellis; Producer: The New York City Opera Company (Christopher Keene, General Director); Choreography: Susan Stroman; Scenery: Michael Anania; Costumes: Lindsay W. Davis; Lighting: Dawn Chiang; Musical Direction: Paul Gemignani

			Cast: Susanne Marsee (Mrs. Segstrom), Ron Baker (Mr. Lindquist), Lisa Saffer (Mrs. Nordstrom), Barbara Shirvis (Mrs. Anderson), Michael Rees Davis (Mr. Erlanson, Bertrand), Danielle Ferland (Fredrika Armfeldt), Regina Resnik (Madame Armfeldt), David Comstock (Frid), Kevin Anderson (Henrik Egerman), Beverly Lambert (Anne Egerman), George Lee Andrews (Fredrik Egerman), Susan Terry (Petra), Sally Ann Howes (Desiree Armfeldt), Raven Wilkinson (Malla), Michael Maguire (Count Carl-Magnus Malcolm), Maureen Moore (Countess Charlotte Malcolm), Judith Jarosz (Osa); Serving Gentlemen: Michael Cornell, Ernest Foederer, Kent A. Heacock, Ronald Kelley, Brian Michels, Brian Quirk, Christopher Shepherd, John Henry Thomas

			The musical was presented in two acts.

			The action takes place in Sweden at the turn of the twentieth century.

			Musical Numbers

			Act One: Overture (Susanne Marsee, Ron Baker, Lisa Saffer, Barbara Shirvis, Michael Rees Davis); “Night Waltz” (aka “Night Waltz I”) (Company); “Now” (George Lee Andrews); “Later” (Kevin Anderson); “Soon” (Beverly Lambert); “The Glamorous Life” (Danielle Ferland, Sally Ann Howes, Raven Wilkinson, Regina Resnik, Susanne Marsee, Ron Baker, Lisa Saffer, Barbara Shirvis, Michael Rees Davis); “Remember?” (Suzanne Marsee, Ron Baker, Lisa Saffer, Barbara Shirvis, Michael Rees Davis); “You Must Meet My Wife” (Sally Ann Howes, George Lee Andrews); “Liaisons” (Regina Resnik); “In Praise of Women” (Michael Maguire); “Every Day a Little Death” (Maureen Moore, Beverly Lambert); “A Weekend in the Country” (Company)

			Act Two: “The Sun Won’t Set” (Susanne Marsee, Ron Baker, Lisa Saffer, Barbara Shirvis, Michael Rees Davis); “The Sun Sits Low” (aka “Night Waltz II”) (Lisa Saffer, Michael Rees Davis); “It Would Have Been Wonderful” (George Lee Andrews, Michael Maguire); “Perpetual Anticipation” (Susanne Marsee, Lisa Saffer, Barbara Shirvis); “Send in the Clowns” (Sally Ann Howes); “The Miller’s Son” (Susan Terry); Finale (Company)

			The New York City Opera Company’s revival of Stephen Sondheim’s A Little Night Music was the musical’s first major New York production since the original opened on Broadway seventeen years earlier on February 25, 1973, at the Shubert Theatre for 600 performances; it won five Tony Awards (including Best Musical, Best Score, and Best Book) and was named the Best Musical of the season by the New York Drama Critics’ Circle. City Opera revived the work two more times, in 1991 (see entry) and in 2003, and a commercial Broadway revival opened on December 13, 2009, at the Walter Kerr Theatre for 425 performances.

			Set in turn-of-the-twentieth-century Sweden, the musical centered on actress Desiree Armfeldt (Sally Ann Howes), who is currently on tour with a play that happens to be booked in her home town where her mother Madame Armfeldt (Regina Resnik) lives on a great country estate. Also living in the town is Desiree’s old flame, lawyer Fredrik Egerman (George Lee Andrews), who has no idea he’s the father of Desiree’s teenage daughter Fredrika (Danielle Ferland). Fredrik is married to Anne (Beverly Lambert), a young woman just five years older than Fredrika, and some eleven months after the marriage the union is still unconsummated (but a lyric asks, “What’s one small shortcoming?”). Desiree and Fredrik are clearly still interested in one another, just as Henrik (Kevin Anderson), Fredrik’s son from his first marriage, is attracted to Anne, who alternately taunts and flirts with him.

			Desiree’s current amour, the pompous, jealous, and married Count Carl-Magnus Malcolm (Michael Maguire), makes an unexpected visit and is distressed to discover her involvement with Fredrik, and he’s soon followed by his wife, Countess Charlotte (Maureen Moore), who loves her husband and is determined to win him back. On the sidelines are Madame Armfeldt’s butler, Frid (David Comstock), and Anne’s maid, Petra (Susan Terry), both of whom view love less cerebrally than the other characters. Hovering over everyone is Madame Armfeldt herself, and it is she who orchestrates the romantic goings-on by inviting everyone to her country estate for the weekend. Soon the relationships sort themselves out when Henrik runs off with Anne, Fredrik realizes he’s always been in love with Desiree, and Charlotte and Carl-Magnus resume their wary and waspish relationship.

			Sondheim’s lush waltz-time score (all the songs were in three-quarter time or variations thereof) was dazzling. The three-part “Now,” “Later,” and “Soon” was a brilliant set piece in which Fredrik, Henrik, and Anne addressed their sexual frustrations and hang-ups; “Liaisons” was Madame Armfeldt’s bittersweet look at the past; “You Must Meet My Wife” was a gorgeous conversational duet for Fredrik and Desiree; “Every Day a Little Death” was an introspective moment for Charlotte and Anne that described how daily trivialities overtake and diminish one’s life (and was thematically related to Wordsworth’s comment about the “sad etceteras” of existence); “The Sun Won’t Set” was possibly the most haunting waltz heard on Broadway in decades; the sweeping choral number “A Weekend in the Country” found the guests reacting to Madame Armfeldt’s invitation; “The Miller’s Son” depicted Petra’s direct approach to life and love; and Desiree’s wry “Send in the Clowns” (with its appropriate theatrical imagery) became one of the most popular Broadway songs of its era and remains Sondheim’s most well-known number.

			John Rockwell in the New York Times generally liked City Opera’s revival and said the production was “intermittently beguiling.” He felt that Sally Ann Howes didn’t capture Desiree’s “fading allure” but nonetheless “did right” by “Send in the Clowns,” and while George Lee Andrews (who had created the role of Frid in the 1973 production and was now Fredrik) didn’t have “much voice” he was an “engaging presence.”

			But Scott Ellis’s “loose” and “open” direction often caused the “dramatic tension” to “slacken” and the overall flow of the evening lacked “ease and intimacy.” As for Michael Anania’s “painterly” décor, it was inspired by Monet and sometimes suggested “Sunday in the Park with Claude.” Rockwell noted that the choral quintet was annoying with their pompous, “arch,” and “artsy little turns” (see below).

			The script of the musical was published in hardback by Dodd, Mead & Company in 1973, and again in hardback by Applause Theatre Book Publishers in 1991. The latter edition includes the lyrics of the unused songs “Two Fairy Tales” and “My Husband the Pig” and the cut songs “Silly People” and “Bang!” The script is also included in the hardback collections Great Musicals of the American Musical Theatre, Volume Two (published by the Chilton Book Company in 1976 and edited by Stanley Richards) and Four by Sondheim (published by Applause in 2000). The lyrics for the used, unused, cut, and revised songs are in Sondheim’s Finishing the Hat: Collected Lyrics (1954–1981) with Attendant Comments, Principles, Heresies, Grudges, Whines and Anecdotes (which includes the unused songs “Numbers” and “Night Waltz III,” both of which seem to have never been recorded).

			The original Broadway cast recording was released by RCA Columbia (LP # KS-32265), and a later CD issue by Sony Classical/Columbia/Legacy (# SK-65284) includes the previously unreleased “Night Waltz II” (aka “The Sun Sits Low”), which had been recorded during the original cast album session but for reasons of length wasn’t included on the LP release. The CD also includes a bonus track of the rewritten “The Glamorous Life,” which was heard in the film version. The recording of the 2009 Broadway revival was released on a two-CD set by Nonesuch/PS Classics (# 523488-2).

			The first London production opened at the Adelphi Theatre on April 15, 1975, for 406 performances (the cast album was released by RCA Victor Records LP # LRL1-5090 and later on CD # RCD1-5090). A second London version opened at the Piccadilly Theatre on October 6, 1989, for 144 performances.

			Other recordings of the score include a 1990 studio cast recording (Jay Records CD # CDTER-1179); a 2000 Barcelona production released by K Industria Cultural, S.L. (CD # KO26CD); and Terry Trotter’s piano recording by Varese Sarabande Records (CD # VSD-5819), which includes both the stage and film versions of “The Glamorous Life.”

			The 1978 film version was produced by New World and Sacha-Wien Films and released by Roger Corman and New World Pictures. Sondheim wrote new lyrics for “Night Waltz” (as “Love Takes Time”) and “The Glamorous Life” and revised the lyric of “Every Day a Little Death”; the film also includes “Now,” “Later,” “Soon,” “You Must Meet My Wife,” “A Weekend in the Country,” “It Would Have Been Wonderful,” and “Send in the Clowns.” The soundtrack was released by Columbia Records (LP # JS-35333) and the DVD was issued by Hen’s Tooth Video. The current City Opera revival was taped and shown on public television, but there was no home video release of the telecast.

			A Little Night Music has two annoying flaws, ones that could have been easily corrected during the preproduction and tryout phases of the musical. One was the redundant device of a dumb show that began the musical and in effect played out the plot in shorthand. But its action was oblique, and was no doubt fully grasped only upon a second viewing. The other flaw (which Rockwell also mentioned in his review) was equally annoying and even more distracting because it permeated the entire action of the work. For some reason, the creators used the device of a strolling quintet who wandered in and out of the story and commented upon the action in song. They added nothing to the evening, and in fact intruded upon it because they were almost-but-not-quite characters and thus received more attention from the audience than was warranted. At times they seemed to be singing about themselves, and, if so, why? Strangely enough, they were assigned names and even titles (such as Mrs. Segstrom and Mr. Lindquist), and they came across as too smug and effusive (they would have been more at home in a revival of Song of Norway). Surely Wheeler, Sondheim, and the musical’s original director Harold Prince could have eliminated the quintet and found a means to assign some of their music to the main characters.

			STREET SCENE

			Theatre: New York State Theatre

			Opening Date: September 7, 1990; Closing Date: September 29, 1990

			Performances: 6 (in repertory)

			Book: Elmer Rice

			Lyrics: Langston Hughes and Elmer Rice

			Music: Kurt Weill

			Based on the 1929 play Street Scene by Elmer Rice.

			Direction: Jack O’Brien (Jay Lesenger, Stage Director); Producer: The New York City Opera Company (Christopher Keene, General Director); Choreography: Patricia Birch; Scenery: Paul Sylbert; Costumes: Marjorie McCown; Lighting: Gilbert V. Hemsley Jr.; Choral Direction: Joseph Colaneri; Children’s Choral Direction: Mildred Hohner; Musical Direction: Chris Nance

			Cast: Rachel Rosales (Greta Fiorentino), Joyce Castle (Emma Jones), Susanne Marsee (Olga Olsen), Robert Ferrier (Carl Olsen), Lisa Jablow (Neighborhood Woman), Elinor Basescu (Shirley Kaplan), David Rae Smith (Abraham Kaplan), Deborah Williams (Salvation Army Girl), Kathleen Smith (Salvation Army Girl), Eugene Perry (Henry Davis), Keith Cacciola-Morales (Willie Maurrant), Margaret Cusack (Anna Maurrant), Kevin Anderson (Sam Kaplan), Peter Blanchet (Daniel Buchanan), Lila Herbert (Mrs. Buchanan), William Parcher (Frank Maurrant), William Ledbetter (George Jones), Richard Maynard (Steve Sankey), Jonathan Green (Lippo Fiorentino), Jennifer Lane (Mrs. Hildebrand), Robin Tabachnik (Jenny Hildebrand), Alexis Martin (Graduate), Karla Simmons (Graduate), Derek Drever (Charlie Hildebrand), Rachel Samberg (Mary Hildebrand), Melissa Martin (Grace Davis), Sheryl Woods (Rose Maurrant), Harlan Foss (Harry Easter), Jeanette Palmer (Mae Jones), John MacInnis (Dick McGann), David Comstock (Vincent Jones), Don Henderson (Doctor Watson, Old Clothes Man), David Frye (Officer Murphy), Ian D. Klapper (Milkman), Allegra Victoria Forste (Joan), Francesca LaGuardia (Myrtle), Louis Perry (Workman), Gregory Moore (Eddie), Kelley Faulkner (Sally), Michael Cole (Joe), Marty Singleton (Strawberry Seller), Rita Metzger (Corn Seller), Don Yule (James Henry), Jonathan Guss (Fred Cullen), Kent A. Heacock (Grocery Boy), Jane Cummins (Music Student), John Henry Thomas (Intern), Glenn Rowen (Furniture Mover), Webster Latimer (Furniture Mover), Lee Bellaver (Nursemaid), Susan Ward (Nursemaid), Michael Putsch (Policeman), Neil Eddinger (Policeman), Harris Davis and Ritz Metzger (Middle-Aged Couple)

			The musical was presented in two acts.

			The action takes place on the stoop and front sidewalk of a New York City tenement during a period of twenty-four hours in June.

			Musical Numbers

			Unless otherwise noted, all lyrics are by Langston Hughes.

			Act One: “Ain’t It Awful, the Heat?” (lyric by Langston Hughes and Elmer Rice) (Rachel Rosales, Joyce Castle, Susanne Marsee, David Rae Smith, Robert Ferrier); “I Got a Marble and a Star” (Eugene Perry); “Get a Load of That” (lyric by Langston Hughes and Elmer Rice) (Joyce Castle, Rachel Rosales, Susanne Marsee); “When a Woman Has a Baby” (lyric by Langston Hughes and Elmer Rice) (Peter Blanchet, Rachel Rosales, Joyce Castle, Margaret Cusack); “Somehow I Never Could Believe” (Margaret Cusack); “Get a Load of That” (reprise) (Joyce Castle, Rachel Rosales, William Ledbetter, Susanne Marsee); “Ice Cream” (lyric by Langston Hughes and Elmer Rice) (Jonathan Green, Joyce Castle, Rachel Rosales, Eugene Perry, Robert Ferrier, Susanne Marsee); “Let Things Be Like They Always Was” (William Parcher); “Wrapped in a Ribbon and Tied in a Bow” (lyric by Langston Hughes and Elmer Rice) (Robin Tabachnik, Neighbors); “Lonely House” (Kevin Anderson); “Wouldn’t You Like to Be on Broadway?” (lyric by Langston Hughes and Elmer Rice) (Harlan Foss); “What Good Would the Moon Be?” (Sheryl Woods); “Moon-Faced, Starry-Eyed” (John MacInnis, Jeanette Palmer); “Remember That I Care” (Kevin Anderson, Sheryl Woods)

			Act Two: “Catch Me If You Can” (aka “Children’s Game”) (lyric by Langston Hughes and Elmer Rice) (Children); “There’ll Be Trouble” (lyric by Langston Hughes and Elmer Rice) (William Parcher, Margaret Cusack, Sheryl Woods); “A Boy Like You” (Margaret Cusack); “We’ll Go Away Together” (Kevin Anderson, Sheryl Woods); “The Woman Who Lived Up There” (Ensemble); “Lullaby” (lyric by Elmer Rice) (Lee Bellaver, Susan Ward); “I Loved Her, Too” (lyric by Langston Hughes and Elmer Rice) (William Parcher, Sheryl Woods, Ensemble); “Don’t Forget the Lilac Bush” (lyric by Langston Hughes and Elmer Rice) (Kevin Anderson, Sheryl Woods); “Ain’t It Awful, the Heat?” (reprise) (Rachel Rosales, Joyce Castle, Susanne Marsee, David Rae Smith)

			The New York City Opera Company’s production of Kurt Weill’s Street Scene was their eighth and final revival of the self-described “dramatic musical,” which was based on Elmer Rice’s Pulitzer Prize-winning play of the same name that had opened at the Playhouse Theatre on January 10, 1929, for 601 performances. Rice adapted the musical’s book and with Langston Hughes wrote some of the lyrics, and the musical premiered at the Adelphi Theatre on January 9, 1947, for 148 showings.

			The story takes place on the stoop and front sidewalk of a New York City tenement during twenty-four hours of a sweltering day and night in June, and depicted both the trivialities and tragedies of the people who live there, including the Maurrant family. The doomed Anna (Margaret Cusack) is unhappily married to the insanely jealous Frank (William Parcher), and their daughter Rose (Sheryl Woods) seems prey to the bitterness and futility of the hardscrabble underside of Manhattan life.

			Weill’s score and Hughes and Rice’s lyrics perfectly captured both the tragic and mundane worlds of the tenement dwellers. Anna’s aria “Somehow I Never Could Believe” is one of the crown jewels of lyric theatre with its powerful introspective character study, and Frank’s “I Loved Her, Too” is a gripping musical self-analysis in which he explains but doesn’t justify his murder of Anna. But there were lighter numbers, too, including the gossips and their “Ain’t It Awful, the Heat?” and “Get a Load of That”; the joyous ode to “Ice Cream” on a hot summer’s day; and the scorching jitterbug “Moon-Faced, Starry-Eyed” for two of the neighborhood’s hepcats.

			Alan Kozinn in the New York Times said the production was “remarkably fresh” with “consistently strong” singers and a “lively, polished and flexible” performance conducted by Chris Nance. He singled out Margaret Cusack and Sheryl Woods as the “strongest” cast members, and for a later notice in which he reviewed an alternate cast, he noted that Claudia Cummings and Sandra Moon were now Anna and Rose and that the “good” and “consistent” company “brought Weill’s theatre-opera hybrid fully to life.”

			The cast album of the 1947 production was recorded by Columbia Records (LP # OL-4139) and later issued on CD by CBS Masterworks (# MK-44668); for the album, the role of Frank is sung by Randolph Symonette, who understudied Norman Cordon, the original Frank, and who eventually assumed the role. A 1949 radio broadcast from the Hollywood Bowl was released by Naxos Records (CD # 8-120885) with Polyna Stoska (Anna) and Brian Sullivan (Sam) from the original Broadway production. Both the 1947 and 1949 recordings are abridged, but there are two complete versions that were released on two-CD sets. The English National Opera recording (That’s Entertainment Records # CDTER-2-1185) is based on an ENO revival that opened on October 13, 1989, and the second one on Decca Records (# 433-371-2) was conducted by John Mauceri, who also conducted City Opera’s October 1978 revival. During the tryout of the original production, the song “Italy in Technicolor” was cut, but is included in two collections, Kurt Weill Revisited (Painted Smiles Records CD # PSCD-108) and Lost in Boston II (Varese Sarabande CD # VSD-5485).

			As mentioned, the current revival was City Opera’s eighth and final offering of the work. Street Scene was first presented by the company on April 2, 1959 (two performances), and was followed by revivals on September 17, 1959 (two performances), February 13, 1960 (three performances), and April 26, 1963 (three performances), all at City Center; the revivals on February 24, 1966 (six performances), October 28, 1978 (four performances), October 13, 1979 (five performances), and the current production were all presented at the New York State Theatre.

			The 1979 revival was shown live on public television on October 27, 1979, and a joint production by the Houston Grand Opera, the Theatre im Pfalabau Ludwigshafen, and the Theatre des Westens was released on DVD by Image Entertainment (# ID924-ORADVD).

			All lyrics, spoken dialogue, and musical score were included in an undated paperback edition published by Chappel & Co.

			MICHAEL FEINSTEIN IN CONCERT: PIANO AND VOICE

			Theatre: John Golden Theatre

			Opening Date: October 2, 1990; Closing Date: October 27, 1990

			Performances: 30

			Special Material: Bruce Vilanch

			Direction: Christopher Chadman; Producer: Ron Delsener; Lighting: David Agress; Musical Direction: Ian Finkel

			Cast: Michael Feinstein; Musicians: Ian Finkel (Xylophone), David Finck (Bass), Martin Fischer (Drums), Bruce Uchitel (Guitar); at certain performances, Feinstein was joined by Burton Lane.

			The concert was presented in two acts.

			Musical Numbers

			The program didn’t include a list of musical numbers. The following alphabetical list reflects those songs mentioned in various newspaper and magazine reviews of the concert.

			“Anything Can Happen in New York” (1942 film Babes on Broadway; lyric by E. Y. Harburg, music by Burton Lane); “Babes on Broadway” (1942 film Babes on Broadway; lyric by Arthur Freed, music by Burton Lane); “The Best Things in Life Are Free” (Good News, 1927; lyric by B. G. “Buddy” DeSylva and Lew Brown, music by Ray Henderson); “Come Rain or Come Shine” (St. Louis Woman, 1946; lyric by Johnny Mercer, music by Harold Arlen); “The Girl Friend of the Whirling Dervish” (1938 film Garden of the Moon; lyric by Al Dubin and Johnny Mercer, music by Harry Warren); “Hooray for Hollywood” (1938 film Hollywood Hotel; lyric by Johnny Mercer, music by Richard A. Whiting); “How About You” (1942 film Babes on Broadway; lyric by Arthur Freed, music by Burton Lane); “I Can Dream, Can’t I?” (Right This Way, 1938; lyric by Irving Kahal, music by Sammy Fain); “I Have Dreamed” (The King and I, 1951; lyric by Oscar Hammerstein II, music by Richard Rodgers); “I’ll Be Seeing You” (Right This Way, 1938; lyric by Irving Kahal, music by Sammy Fain); “I’ll Build a Stairway to Paradise” (George White’s Scandals [Fourth Edition], 1922; lyric by B. G. “Buddy” DeSylva and Arthur Francis [Ira Gershwin], music by George Gershwin); “Lazybones” (lyric by Johnny Mercer, music by Hoagy Carmichael); “Lover” (1932 film Love Me Tonight; lyric by Lorenz Hart, music by Richard Rodgers); “Make Believe” (Show Boat, 1927; lyric by Oscar Hammerstein II, music by Jerome Kern); “Manhattan” (Garrick Gaieties [First Edition], 1925; lyric by Lorenz Hart, music by Richard Rodgers); “The Most Beautiful Girl in the World” (Jumbo, 1935; lyric by Lorenz Hart, music by Richard Rodgers); “No One Is Alone” (Into the Woods, 1987; lyric and music by Stephen Sondheim); “The Old Music Master” (1943 film True to Life; lyric by Johnny Mercer, music by Hoagy Carmichael); “On a Clear Day You Can See Forever” (On a Clear Day You Can See Forever, 1965; lyric by Alan Jay Lerner, music by Burton Lane); “Sister Susie’s Sewing Shirts for Soldiers” (lyric by R. P. Weston, music by Hermann Darewski); “Swanee” (Capitol Revue [which included the Demi Tasse Revue]; lyric by Irving Caesar, music by George Gershwin); “Wait Till You See Her” (By Jupiter, 1942; lyric by Lorenz Hart, music by Richard Rodgers [although the song was listed in the By Jupiter program for the length of its Broadway run, it appears the number was never performed]).

			Michael Feinstein in Concert: Piano and Voice marked the saloon singer and pianist’s third Broadway engagement. He had first appeared in Michael Feinstein in Concert (Lyceum Theater, April 19, 1988; sixty-two performances) and Michael Feinstein in Concert: Isn’t It Romantic (Booth Theatre, October 5, 1988; thirty-eight performances), and then later starred with Dame Edna Everage (Barry Humphries) in the intimate revue All About Me (Henry Miller’s Theatre, March 18, 2010; twenty performances).

			The limited engagement was announced as a concert for piano and voice, but Feinstein was joined by a four-man combo and for a few performances by composer Burton Lane (“OK, so I lied a little,” remarked the singer). Stephen Holden in the New York Times said the current concert was an “enormous improvement” over the singer’s previous Broadway appearances. Feinstein had previously seemed insecure and hadn’t conveyed the “warmth” of his nightclub performances, but in the intervening years the entertainer had toured the country and his singing had “grown impressively in range and size” with the “enhanced skills” of a “crooner.” David Patrick Stearns in USA Today said Feinstein had dropped his “slickness” and brought ”keener intelligence and a richer vocal palette” to his performance, and while he was sometimes “strident” and “overemotional,” even these quibbles were “refreshing” considering “the suave vapidity of Harry Connick, Jr.”; and Bob Harrington in the New York Post found the concert an “absolute delight” and said the evening consolidated “Feinstein’s position as heir to fifty years of great American music.”

			Patricia O’Haire in the New York Daily News found the singer’s voice “a bit reedy,” and noted his piano-playing was “sure, note-perfect and unfortunately undistinguished.” She concluded that she’d rather have heard the program in a cabaret setting than a traditional Broadway theatre. Jan Stuart in New York Newsday said the singer’s voice was “a matter of taste” with the “satiny contours of a Johnny Mathis” and the “nervous tremolo of a Parisian chanteuse.” And unlike Connick, Feinstein “quite deliberately” had “nothing new to say” about his material, and while “his public was buying” this style, the approach didn’t have “a very interesting message.” As a result, after some thirty minutes both the performer and the audience seemed locked “into automatic pilot.” But when Burton Lane made an appearance, here was “the real McCoy” (“not that Feinstein is a fake McCoy”), and “the energy generated from their mutual admiration was infectious, and it rightly stopped the show.”

			Besides the special segment with Burton Lane, the evening also included medleys saluting both Johnny Mercer and Tin Pan Alley.

			Feinstein recorded two tributes to Lane (vocals by Feinstein and with Lane at the piano), both released by Elecktra Nonesuch (Michael Feinstein Sings the Burton Lane Songbook Volume I, CD # 9-79243-2, and Michael Feinstein Sings the Burton Lane Songbook Volume II, CD # 79285-2).

			BUGS BUNNY ON BROADWAY

			Theatre: Gershwin Theatre

			Opening Date: October 4, 1990; Closing Date: October 7, 1990

			Performances: 5

			Lyrics and Music: See list of musical numbers for specific credits

			Direction: Production conceived by George Daugherty; Producers: Warner Brothers in association with Industrial F/X Productions, Inc. (George Daugherty, Producer) (Peter H. Russell, Producer for the Nederlander Corporation) (Steven Goldberg, Executive Producer); Scenery: Michael Giaimo; Art Direction: Darrel Van Citters; Lighting: Bob Jared; Musical Direction: George Daugherty

			The cartoon revue and concert was presented in two acts.

			Act One: Overture (“Merrie Melodies Main Title Music” aka “Merrily We Roll Along,” music by Charles Tobias, Murray Mencher, and Eddie Cantor) (Orchestra); “This Is a Life?” (1955 cartoon; story by Warren Foster; music by Milton [Milt] J. Franklyn) (Voices: Mel Blanc, Arthur Q. Bryan, June Foray); “High Note” (1960 cartoon; music by Milton [Milt] J. Franklyn, after Johann Strauss; sequence includes “The Merry-Go-Round Broke Down” by Cliff Friend and Dave Franklin); “What’s Up, Doc?” (1950 cartoon; story by Warren Foster; sequence includes “Hooray for Hollywood” from 1937 film Hollywood Hotel, lyric by Johnny Mercer and music by Richard A. Whiting; “What’s the Matter with Father?,” lyric and music by Egbert Van Alstyne and Harry Williams; and “What’s Up Doc?” and “Boys of the Chorus,” lyrics and music by Carl W. Stalling) (Voices: Mel Blanc and Arthur Q. Bryan); “Baton Bunny” (1959 cartoon; music by Milton [Milt] J. Franklyn, after Franz Von Suppe); “Jumpin’ Jupiter” (1955 cartoon; music by Carl W. Stalling; sequence includes “Power House” and “Reckless Night on Board an Ocean Liner,” music by Raymond Scott; and “I Only Have Eyes for You” from 1934 film Dames, lyric by Al Dubin, music by Harry Warren); “The Rabbit of Seville” (1950 cartoon; story by Michael Maltese; music by Carl W. Stalling, after Gioacchino Rossini; sequence includes “Madrid,” lyric and music by L. E. DeFrancesco, J. Danielson, and F. Vimont, and “Merrily We Roll Along,” music by Charles Tobias, Murray Mencher, and Eddie Cantor) (Voices: Mel Blanc and Arthur Q. Bryan)

			Act Two: Entr’acte (excerpts from “Long-Haired Hare,” including “Beautiful Galathea Overture” by Franz Von Suppe and “Merrie Melodies Main Title Music” aka “Merrily We Roll Along,” music by Charles Tobias, Murray Mencher, and Eddie Cantor) (Orchestra); “A Corny Concerto” (1943 cartoon; music by Carl W. Stalling, after Johann Strauss [including “Tales of the Vienna Woods”] and Peter Ilyich Tchaikovsky) (New Voices: George Daugherty and Robb Wenner); “Rhapsody Rabbit” (1946 cartoon; music by Carl W. Stalling, after Franz Liszt’s “Hungarian Rhapsody No. 1”); “Long-Haired Hare” (1949 cartoon; music by Carl W. Stalling after Richard Wagner, Gaetano Donizetti, Gioacchino Rossini, and Franz Von Suppe, among others; sequence includes “The Merry-Go-Round Broke Down” by Cliff Friend and Dave Franklin; “A Rainy Night in Rio,” 1946 film The Time, the Place and the Girl, lyric by Leo Robin and music by Arthur Schwartz; and “When Yuba Plays the Rhumba on the Tuba” from the 1930 musical The Third Little Show, lyric and music by Herman Hupfeld) (Voice: Mel Blanc); “What’s Opera, Doc?” (1957 cartoon; music by Milton [Milt] J. Franklyn, after Richard Wagner [including excerpts from The Flying Dutchman, Die Walkure, Siegfried, Gotterdammerung, and Tannhauser]; sequence also includes “Merrily We Roll Along,” music by Charles Tobias, Murray Mencher, and Eddie Cantor, and “Return, My Love,” lyric by Michael Maltese and music probably by Milton [Milt] J. Franklyn) (Vocals: Mel Blanc and Arthur Q. Bryan); “Merrie Melodies Closing Theme” (aka “Merrily We Roll Along”) (music by Charles Tobias, Murray Mencher, and Eddie Cantor) (Voice: Noel Blanc)

			Bugs Bunny on Broadway was a limited engagement that featured Bugs Bunny and included classical music–oriented cartoons produced by Warner Brothers during the period 1943–1960 (such as “The Rabbit of Seville,” “Rhapsody Rabbit,” “A Corny Concerto,” “Long-Haired Hare,” and “What’s Opera, Doc?”). The cartoons were accompanied by the live onstage forty-piece Warner Brothers Symphony Orchestra conducted by George Daugherty, who conceived the production.

			Lawrence Van Gelder in the New York Times said the evening was “neither fish nor fowl” but could easily be titled Hare. He said the “chief joy of the event” was to watch the classic cartoons, and noted that adults could enjoy the “sly digs” at Walt Disney’s 1940 film Fantasia, and adults and kids alike could appreciate the gifts of the creators who gave the cartoons their “anarchic spirit.”

			October was clearly Warner Brothers Cartoon Month on Broadway because cartoons of Porky Pig and Daffy Duck were presented during the intermission of Jackie Mason: Brand New.

			The CD of the Broadway cast album of Bugs Bunny on Broadway was released by Warner Brothers Records.

			The production’s world premiere took place at the San Diego Civic Theatre on June 16, 1990, and along with two sequels of sorts Bugs Bunny at the Symphony (and Bugs Bunny at the Symphony II) have become theatre and concert hall staples.

			The above list of cartoons and musical numbers was compiled from various source materials, including the original cast album.

			JACKIE MASON: BRAND NEW

			Theatre: Neil Simon Theatre

			Opening Date: October 17, 1990; Closing Date: June 30, 1991

			Performances: 216

			Monologues: Jackie Mason

			Direction: Opening sequence directed by David Niles; Producers: Old Friends Group, Inc. (Michael Simoff and Eric P. Ashenberg, Codirectors) (Jyll Rosenfeld, Executive Producer); Scenery and Lighting: Neil Peter Jampolis

			Cast: Jackie Mason

			The revue was presented in two acts.

			Stand-up comedian Jackie Mason returned to Broadway in his one-man revue Jackie Mason: Brand New, and it was as successful as his first such excursion and ran out the season. He had previously appeared in Jackie Mason’s “The World According to Me!,” which had opened at the Brooks Atkinson Theatre on December 22, 1986, and ran for 367 performances. Mason won a special Tony Award for his performance in that production, and he brought it back for a second run the following season when it played for an additional 203 showings.

			Mason’s other one-man comedy revues were: Jackie Mason: Politically Incorrect (1994), Love Thy Neighbor (1996), Much Ado About Everything (1999), Prune Danish (2002), and Jackie Mason: Freshly Squeezed (2005). With Mike Mortman he cowrote the 1969 comedy A Teaspoon Every Four Hours, in which he also starred; the show closed after one official performance, but not before it played for a then record-breaking ninety-seven previews. In 2003, he starred in (and wrote additional material for) the intimate revue Laughing Room Only with lyrics and music by Doug Katsaros.

			Mason’s current venture received raves from the critics, and Clive Barnes in the New York Post praised the “brilliant” comic and his “totally new from top to tuchis” humor. But Barnes warned those who might be seated close to the stage: he “practically terrorizes” the front row, takes “a few hostages,” and rakes “them time and time again with machine-gun scorn.” (When Dame Edna later began her series of comic visits to New York, theatergoers underwent similar assaults by the take-no-prisoners-or-possums virago.) Mel Gussow in the New York Times said Brand New was “an exact meeting” between performer and material and noted there was a kind of “universality” in Mason’s “comic assault,” in which everyone, including Mason himself, was cut down to size.

			The critics were glad that the core of Mason’s comic shtick still dissected the difference between Jews and Gentiles (Wayne Robins in New York Newsday reported that Mason observes that a Gentile will tell you what his sports coat costs, but a Jew tells you what it sells for). Mason also mused that you never run into Jewish coal miners, and he asked if anyone had ever seen a yarmulke with a light attached to it. He also explained that shows require intermissions because Jews must rush to the lobby and discuss their opinions, which are much more important than the production they’re attending.

			Mason’s monologues also skewered politicians of the New York (David Dinkins, Ed Koch, and Rudy Giuliani), national (Ronald Reagan, George Bush, and Dan Quayle), and Middle Eastern (Shimon Peres and Ariel Sharon) variety, and he even found time to backhandedly salute Washington, D.C., Mayor Marion Barry (“He’s an honest man because he said he’d get drugs off the street. And he did”). Besides Jews, Gentiles, and politicians, Mason also laughed at blacks, Puerto Ricans, health-food faddists, New Yorkers, and, especially, the French. Gussow noted Mason was “surprisingly virulent” about the latter, Howard Kissel in the New York Daily News said he was “oddly vehement” in his “charmless attack,” and Barnes said his “Francophobia here hits new depths” (but Barnes supposed “the French can look after themselves”).

			Neil Peter Jampolis’s set resembled a huge television newsroom replete with dozens of television monitors, and this led the comic to perform a series of impersonations of Walter Cronkite, David Brinkley, and William F. Buckley. And for those who didn’t want to make an intermission trip to the lobby, the television screens showed a series of Looney Tunes cartoons of the Porky Pig and Daffy Duck variety (and with Bugs Bunny on Broadway and Brand New, October was quickly shaping up as Broadway’s mini-salute to Warner Brothers’ cartoon characters).

			Jackie Mason: Brand New had been previously presented at the Public Theatre, first on January 27, 1990, for eighteen performances and then later on May 5, 1990, for an additional twelve showings.

			The cast recording was released on CD by Sony Broadway.

			ONCE ON THIS ISLAND

			“A New Musical”

			Theatre: Booth Theatre

			Opening Date: October 18, 1990; Closing Date: December 1, 1991

			Performances: 469

			Book and Lyrics: Lynn Ahrens

			Music: Stephen Flaherty

			Based on the 1985 novel My Love, My Love, or The Peasant Girl by Rosa Guy.

			Direction and Choreography: Graciela Daniele (Willie Rosario, Associate Choreographer); Producers: The Shubert Organization, Capital Cities/ABC Inc., Suntory International Corp., and James Walsh in association with Playwrights Horizons; Scenery: Loy Arcenas; Costumes: Judy Deering; Lighting: Allen Lee Hughes; Musical Direction: Steve Marzullo

			Cast: The Storytellers—Jerry Dixon (Daniel), Andrea Frierson (Erzulie), Sheila Gibbs (Mama Euralie), La Chanze (Ti Moune), Kecia Lewis-Evans (Asaka), Afi McClendon (Little Ti Moune), Gerry McIntyre (Armand), Milton Craig Nealy (Agwe), Nikki Rene (Andrea), Eric Riley (Papa Ge), Ellis E. Williams (Tonton Julian)

			The musical was presented in one act.

			The action takes place on an island in the French Antilles.

			Musical Numbers

			“We Dance” (Storytellers); “One Small Girl” (Sheila Gibbs, Ellis E. Williams, Afi McClendon, Storytellers); “Waiting for Life” (La Chanze, Storytellers); “And the Gods Heard Her Prayer” (Kecia Lewis-Evans, Eric Riley, Andrea Frierson); “Rain” (Milton Craig Nealy, Storytellers); “Pray” (La Chanze, Ellis E. Williams, Sheila Gibbs, Guard [performer unknown], Storytellers); “Forever Yours” (La Chanze, Jerry Dixon, Eric Riley); “The Sad Tale of Beauxhommes” (Gerry McIntyre, Storytellers); “Ti Moune” (Sheila Gibbs, Ellis E. Williams, La Chanze); “Mama Will Provide” (Kecia Lewis-Evans, Storytellers); “Waiting for Life” (reprise) (La Chanze); “Some Say” (Storytellers); “The Human Heart” (Andrea Frierson, Storytellers); “Pray” (reprise) (Storytellers); “Some Girls” (Jerry Dixon); “The Ball” (Nikki Rene, Jerry Dixon, La Chanze, Storytellers); “Forever Yours” (reprise) (Eric Riley, La Chanze, Andrea Frierson, Storytellers); “A Part of Us” (Sheila Gibbs, Afi McClendon, Ellis E. Williams, Storytellers); “Why We Tell The Story” (Storytellers)

			Once on This Island transferred to Broadway after an earlier engagement at Playwrights Horizons. Its slight story dealt with a group of islanders in the French Antilles who pass the time during a storm by acting out a fable about a poor girl who loves a rich man’s son, who scorns her by marrying another. Howard Kissel in the New York Daily News reported that in response the jilted girl does the only logical thing: she turns herself into a tree. Kissel said the evening aimed for “folk” but was instead “fake.” The score lacked “depth” with “repetitive” and “mechanical” music and “arch and coy” lyrics, and because there was an “implicit” element of “condescension toward the characters” the performers were “restricted by the pidgin quality of the score.”

			Although Clive Barnes in the New York Post welcomed the “cheerful” show, he complained about the décor’s “faux naïf look,” the “pseudo-folklorist story,” the “standard-issue Caribbean music,” the “derivative” but “lively” dances, and a staging reminiscent of Katherine Dunham “on a slick night.” He also noted that the score’s “relentlessly pastiche style” was “mercilessly exposed” by the release of the cast album.

			Jan Stuart in New York Newsday said the “cuddly” and “alternately soporific and soothing” score would make you “want to suck your thumb.” The evening was “lopsided and wimped-out,” but nonetheless offered a “simplicity” that brought “a refreshing tropical breeze to blow away the stale spectacles of Andrew Lloyd Webber.”

			Joel Siegel on WABCTV7 praised the “jewel of a musical” but suggested the jewel was perhaps a bit small for a regular Broadway house; David Patrick Stearns in USA Today said the score was “theatrical to the core”; and Jack Kroll in Newsweek liked the “perfect orchid of a musical.” In his review of the earlier Off-Broadway presentation, Frank Rich in the New York Times reported that the show had “the integrity of genuine fairy tales” and he praised the “lush, melodic” music.

			The show was first presented Off-Broadway at Playwrights Horizons on May 6, 1990, for twenty-four performances, and between the Off-Broadway and Broadway engagements RCA Victor recorded the cast album (CD # 60595-2-RC), which includes two sequences not listed in the Broadway program (“Ti Moune’s Dance” and “When We Are Wed”). The London production opened on September 28, 1994, at the Island Theatre and was recorded by That’s Entertainment Records (CD # CDTER-1224); it too includes the two aforementioned songs as well as “Discovering Daniel.”

			The Varese Sarabande collections Lost in Boston (the first in the series, and not described as volume one; CD # VSD-5475) and Lost in Boston III (CD # VSD-5563) include two cut songs from the score (the first collection offers “Come Down from the Tree”; and the second “When Daniel Marries,” a number intended for the character Ti Moune and is here sung by cast member La Chanze, who played the role in both the Off-Broadway and Broadway productions).

			Awards

			Tony Award Nominations: Best Musical (Once on This Island); Best Featured Actress in a Musical (La Chanze); Best Director of a Musical (Graciela Daniele); Best Book (Lynn Ahrens); Best Score (lyrics by Lynn Ahrens, music by Stephen Flaherty); Best Costume Designer (Judy Deering); Best Lighting Designer (Allen Lee Hughes); Best Choreography (Graciela Daniele)

			OH, KAY!

			Theatre: Richard Rodgers Theatre

			Opening Date: November 1, 1990; Closing Date: January 5, 1991

			Performances: 77

			Book: Guy Bolton and P. G. Wodehouse; new book adaptation by James Racheff from a concept by Dan Siretta

			Lyrics: Ira Gershwin

			Music: George Gershwin

			Direction and Choreography: Dan Siretta (Ken Leigh Rogers, Assistant Choreographer); Producers: David Merrick (Natalie Lloyd, Executive Producer; Leo K. Cohen, Associate Producer); Scenery: Kenneth Foy; Costumes: Theoni V. Aldredge; Lighting: Craig Miller; Musical Direction: Tom Fay

			Cast: Gregg Burge (Billy Lyles), Kyme (Dolly Greene), Stanley Wayne Mathis (Duke), David Preston Sharp (Nick, Sam), Fracaswell Hyman (Joe), Frantz Hall (Waiter, Jake), Kevin Ramsey (Larry Potter), Helmar Augustus Cooper (Shorty), Keith Robert Bennett (B.J.), Frederick J. Boothe (Floyd), Ken Roberson (Zeke), Brian (Stokes) Mitchell (Jimmy Winter), Tamara Tunie Bouquett (Constance DuGrasse), Byron Easley (Chauffer), Angela Teek (Kay Jones), Mark Kenneth Smaltz (Janson), Alexander Barton (Reverend Alphonse DuGrasse); Ensemble: Keith Robert Bennett, Jacqueline Bird, Frederick J. Boothe, Cheryl Burr, Byron Easley, Robert H. Fowler, Karen E. Fraction, Frantz Hall, Garry Q. Lewis, Greta Martin, Sharon Moore, Elise Neal, Ken Roberson, David Preston Sharp, Allyson Tucker, Mona Wyatt

			The musical was presented in two acts.

			The action takes place in Harlem during 1926.

			Musical Numbers

			Note: (*) denotes song performed in the original 1926 Broadway production.

			Act One: “Slap That Bass” (1937 film Shall We Dance) (Gregg Burge, Kyme, Ensemble); “When Our Ship Comes Sailing In” (dropped during rehearsals of the original 1926 Broadway production) (Stanley Wayne Mathis, Helmar Augustus Cooper, Male Ensemble); “Dear Little Girl” (*) (Brian Mitchell, Helmar Augustus Cooper); “Maybe” (*) (Brian Mitchell, Angela Teek); “You’ve Got What Gets Me” (1932 film version of Girl Crazy) (Gregg Burge, Kyme); “Do, Do, Do” (*) (Brian Mitchell, Angela Teek); “Clap Yo’ Hands” (*) (Kevin Ramsey, Ensemble)

			Act Two: “Oh, Kay!” (*) (lyric by Ira Gershwin and Howard Dietz) (Gregg Burge, Angela Teek, Ensemble); “Ask Me Again” (independent song written in the late 1920s or early 1930s) (Brian Mitchell); “Fidgety Feet” (*) (Stanley Wayne Mathis, Ensemble); “Ask Me Again” (reprise) (Brian Mitchell); “Someone to Watch Over Me” (*) (Angela Teek); “Heaven on Earth” (*) (lyric by Ira Gershwin and Howard Dietz) (Kevin Ramsey, Stanley Wayne Mathis, Gregg Burge); “Show Me the Town” (dropped during the tryout of the original 1926 Broadway production, and with a different verse was used in the 1928 Broadway musical Rosalie) and “Sleepless Nights” (origin unknown) (Angela Teek, Gregg Burge, Kyme, Kevin Ramsey, Stanley Wayne Mathis, Ensemble); “Someone to Watch Over Me” (reprise) (Brian Mitchell, Angela Teek)

			The $3 million revival of George and Ira Gershwin’s hit 1926 musical Oh, Kay! about the heady days of the Prohibition era received mixed reviews and was gone in two months (but it briefly reappeared at the end of the season in a slightly revamped production; see entry). The current adaptation with an all-black cast took place in Harlem, and while the critics enjoyed the Gershwin score and various aspects of the production, some were cool to the performances of the leading players.

			The lightweight plot dealt with the shenanigans surrounding bootleggers from the recently raided speakeasy Paradise Club who hide their hooch in the supposedly unused Harlem mansion of playboy Jimmy Winter (Brian [Stokes] Mitchell) while the club’s singer, Kay (Angela Teek), pretends to be the absent owner’s wife. When Jimmy unexpectedly returns with his bride, Constance (Tamara Tunie Bouquett), he and Kay realize they’d met years before and soon rekindle their old flame (happily, Jimmy’s marriage to Constance is invalid when it turns out his divorce from his first marriage has yet to be finalized).

			Howard Kissel in the New York Daily News said the production provided a “good time” and was “essentially a dance show” embellished with the talents of Gregg Burge, Kyme, Stanley Wayne Mathis, and Kevin Ramsey; in the same newspaper, Douglas Watt found the evening “generally witless” but praised Burge, Ramsey, and Helmar Augustus Cooper for their various dance and comic contributions. Joel Siegel on ABCTV7 noted that the musical played like “a big summer stock hit” and said he was offended by some of the plot’s Amos ’n’ Andy machinations.

			Linda Winer in New York Newsday said the revival was “taut” and “easygoing” and possessed a “spiffy” look that was “lavish with taste”; Jack Kroll in Newsweek felt much of the humor sank “in the quicksands of vaudevillish humor” but otherwise the musical had “fresh energy” and an “easy, winning style.” William A. Henry III in Time said the plot was “unredeemably corny” with “less than inspired clowning,” but praised Gershwin’s “nonpareil score.” Clive Barnes in the New York Post hailed the “enchanted, delicious evening” with its “nonsensical sense of fun” and its explosion of “timeless energy,” and David Patrick Stearns in USA Today said the revival was “a fun, splashy, new production” that recalled the era when musicals were “blissfully devoid of logic.”

			But Frank Rich in the New York Times said the “deficient” and “pallid” revival was “less redolent of the Cotton Club than of Amos ’n’ Andy” with its “eye-popping gags and stereotypes” and thus was evocative of a “minstrel show” with “hoary jokes.”

			Dan Siretta’s choreography received wildly divergent reviews. Rich said the “dance routines” clearly showed that “the word routine was coined to describe them,” and Kissel said the group choreography was weak because each sequence achieved “a certain intensity right at the beginning rather than building slowly.” But Henry stated the dancing was “unsurpassed on Broadway,” Stearns praised the “dazzling” choreography, Barnes said Siretta did “wonders” with the period choreography (which included Charlestons and tap dances), and Winer said the production was “ecstatically well danced.” And Kroll delighted in Siretta’s “sizzling brew” of dances, including Stanley Wayne Mathis’s “Fidgety Feet,” which was “a classic of pedal perplexity.”

			The critics were also divided on the merits of the two leads, Angela Teek and Brian Mitchell. Stearns said Teek projected “an appropriately sassy attitude but little more”; Rich found her “strident of voice and mechanical of gesture” and noted that her rapport with the “robotic” Mitchell was “ice-cold”; and Watt said she “shrilly” performed “Someone to Watch Over Me.” John Beaufort in the Christian Science Monitor found her “pert and pretty” but noted Siretta had apparently “permitted” her to give “an inappropriately belting interpretation” of “Someone to Watch Over Me” (but the critic noted that the theatre’s sound system may have been responsible for some of the problem). Kroll said Teek couldn’t “fill that star space with her spunky charm,” and Winer said she lacked “a powerhouse presence or stage voice” but had a “piquant charm and a pleasant off-hand way with a phrase.” But Barnes said she was a “sprightly” and “perfect and cheeky delight,” and Kissel said she proved herself a “solid comedienne” and “delightfully” sang “Do, Do, Do” (but did “less well” with “Someone to Watch Over Me” because she “sidesteps the direct emotional thrust of the song by embellishing it with mannerisms”). Siegel found her “talented” but was unhappy with her “Someone to Watch Over Me” and suggested that “something’s wrong when you hear a song and think of ten other people you’d rather hear sing it.”

			As for Mitchell, Kissel said he was an “assured” and “compelling” performer who sang with “great power,” but Watt suggested he lacked “the essential Gershwin lift” to his songs. Barnes found him “elegant”; Beaufort said he was “suave” and made a “strong vocal contribution” to the evening; Kroll said he showed “assurance” as the “uptight, superrich” hero; and Winer said he was “smooth.”

			Stearns reported that Mitchell had “a combination of looks, voice and presence that suggests he’s a major find” but noted he lacked “the lightness and precision for this kind of comedy.” (Indeed, as his career progressed Mitchell clearly seemed more comfortable with his serious roles in Ragtime and the 2002 Man of La Mancha revival and was clearly less at home as the hammy Fred/Petruchio in the 1999 revival of Kiss Me, Kate.)

			The original production of Oh, Kay! opened at the Imperial Theatre on November 8, 1926, for 256 performances with Gertrude Lawrence (Kay), Victor Moore (Shorty McGee), and Oscar Shaw (Jimmy). A few months after the musical closed, a return engagement opened at the Century Theatre on January 2, 1928, for sixteen performances with Julia Sanderson, Frank Crumit, and John E. Young. A revised Off-Broadway adaptation opened on April 16, 1960, at the East 74th Street Theatre for eighty-nine performances (Marti Stevens played the title role, and others in the cast were David Daniels, Bernie West, Penny Fuller, Linda Lavin, and Eddie Phillips); the book and some of the lyrics were revised by P. G. Wodehouse (who had cowritten the original book), and the production included a few interpolations from other Gershwin scores.

			Another revised version was scheduled to open at the Lunt-Fontanne Theatre on October 5, 1978, with a cast that included Jane Summerhays (Kay), Jack Weston (Shorty), and David-James Carroll (Jimmy; during the course of the tryout, Carroll was succeeded by Jim Weston). This version was put together by many of the production team responsible for the hit 1971 revival of No, No, Nanette, but despite lavish production values and pleasant (and, for “Fidgety Feet,” memorably quirky) choreography, the production closed prior to Broadway. During preproduction, the revised book was by John Guare and then by Muriel Resnik, and by the time of the tryout’s opening it was credited to Thomas Meehan.

			The current revival was inspired by an all-black version of the musical that had been produced at Goodspeed Opera House (East Haddam, Connecticut) during the 1989–1990 season and had featured Pamela Isaacs and Ron Richardson as Kay and Jimmy.

			As noted above, the current production played two months on Broadway, and then later in the season briefly returned to Broadway (at the Lunt-Fontanne Theatre, the would-be home for the ill-fated 1978 production).

			A silent film version was released by First National Pictures in 1928; directed by Mervyn LeRoy, the cast included Coleen Moore (Kay), Lawrence Gray (Jimmy), Ford Sterling (Shorty), and Alan Hale (Jansen).

			In 1978, a recording issued as part of the Smithsonian American Musical Theatre Series (released by RCA Special Products LP # DPL1-0310) included original cast performances by Gertrude Lawrence and duo pianists Victor Arden and Phil Ohman as well as solo piano recordings by Gershwin himself. The 1960 Off-Broadway cast album was issued by 20th Fox MasterArts Records (LP # FOX-4003) and was later released by Stet Records (LP # DS-15017).

			A charming studio cast album with Barbara Ruick, Jack Cassidy, and Alan Case was released by Columbia Records (LP # OS-2550 and # OL-7050) and later issued on CD by Sony Classical/Columbia/Legacy Records (# SK-60703); and another studio cast recording (Nonesuch Records CD # 79361-2) with Dawn Upshaw, Kurt Ollmann, and Patrick Cassidy (Jack’s son) represents the most complete version of the score.

			The current revival retained eight of the eleven songs heard in the original 1926 Broadway production: “Dear Little Girl,” “Maybe,” “Do, Do, Do,” “Clap Yo’ Hands,” “Oh, Kay!,” “Fidgety Feet,” “Someone to Watch Over Me,” and “Heaven on Earth” (unused were “The Woman’s Touch,” “Don’t Ask,” and “Bride and Groom”); one song dropped during rehearsals of the original production (“When Our Ship Comes Sailing In”); one song dropped during the original tryout (“Show Me the Town”); and four interpolations (“Slap That Bass” from the 1937 film musical Shall We Dance; “You’ve Got What Gets Me,” written especially for the 1932 film version of Girl Crazy; “Ask Me Again,” independent song; and “Sleepless Nights,” origin unknown).

			During the current production’s previews, “New York Serenade” (Rosalie, 1928), “Somehow It Seldom Comes True” (origin unknown), and “Where’s the Boy? Where’s the Girl?” (heard as “Where’s the Boy? Here’s the Girl!” from the 1928 Broadway musical Treasure Girl) were cut.

			Awards

			Tony Award Nominations: Best Featured Actor in a Musical (Gregg Burge); Best Choreographer (Dan Siretta)

			BUDDY

			“The Buddy Holly Story”

			Theatre: Shubert Theatre

			Opening Date: November 4, 1990; Closing Date: May 19, 1991

			Performances: 225

			Book: Alan Janes

			Lyrics and Music: See list of musical numbers for specific credits

			Direction: Rob Bettinson; Producers: Paul Elliott, Laurie Mansfield, and Greg Smith (for International Artists) and David Mirvish (Brian Sewell, Executive Producer) (Contracts International Ltd., Associate Producer); Scenery: Andy Walmsley; Costumes: Bill Butler; Lighting: Graham McLusky; Musical Direction: Paul Jury

			Cast: Fred Sanders (Hipockets Duncan); Jingle Singers: Jo Lynn Burks, Caren Cole, and Liliane Stilwell; The Hayriders: Melanie Doane, Kevin Fox, Tom Nash, Steve Steiner, and Don Stitt; Philip Anthony (Engineer at KDAV, DJ on WWOL, Ritchie Valens), Paul Hipp (Buddy Holly), Bobby Prochaska (Joe B. Mauldin), Russ Jolly (Jerry Allison); Boppers and Autograph Hunters: Jill Hennessy, Paul McQuillan, and Ken Triwush; Decca Session Musicians: Kevin Fox, Tom Nash, Ken Triwush, and Steve Steiner; David Mucci (Decca Producer, DJ on WCLS, The Big Bopper); Decca Engineers: Paul McQuillan and Don Stitt; Kurt Ziskie (Norman Petty, DJ on KRWP), Jo Lynn Burks (Vi Petty), Ken Triwush (Fourth Cricket, Tommy), Demo Cates (DJ on WDAS, Man at the Apollo), Don Stitt (DJ on KPST, DJ at the Apollo, Clear Lake MC), Melanie Doane (Candy, Peggy Sue); Couples in Woods: Jo Lynn Burks, Caren Cole, Kevin Fox, Jill Hennessy, Liliane Stilwell, and Ken Triwush); Apollo Singers: Sandra Caldwell, Denese Matthews, and Lorraine Scott; Musicians at the Apollo: Demo Cates, Alvin Crawford, Jerome Smith Jr., and James H. Wiggins Jr.; Jerome Smith Jr. (Performer at the Apollo); Jingle Singers on WWOL: Sandra Caldwell, Denese Matthews, and Lorraine Scott; Jill Hennessy (Maria Elena), Steve Steiner (Murray Deutch, Jack Daw), Caren Cole (Shirley), Liliane Stilwell (Maria Elena’s Aunt), Paul McQuillan (English DJ, Dion), Photographers (Members of the Company): The Belmonts: Russ Jolly and Tom Nash; Caren Cole (Mary Lou Sokoloff); The Snowbirds: Jo Lynn Burks, Caren Cole, Melanie Doane, Jill Hennessy, and Lilian Stilwell; Band and Backup Singers at Clear Lake: Members of the Company

			The musical was presented in two acts.

			The action takes place during the late 1950s throughout the United States, including New York City and Clear Lake, Iowa.

			Musical Numbers

			The program’s song list didn’t include names of the performers.

			Act One: “Texas Rose” (lyric and music by Paul Jury); “Flower of My Heart” (lyric and music by Paul Jury); “Ready Teddy” (lyric and music by John Marascolo and Robert Blackwell); “That’s All Right” (lyric and music by Arthur Crudup); “That’ll Be the Day” (lyric and music by Jerry Allison, Buddy Holly, and Norman Petty); “Blue Days, Black Nights” (lyric and music by Ben Hall); “Changing All These Changes” (lyric and music by J. Denny); “Peggy Sue” (lyric and music by Jerry Allison, Buddy Holly, and Norman Petty); “(I’m) Looking for Someone to Love” (lyric and music by Buddy Holly and Norman Petty); “Mailman, Bring Me No More Blues” (lyric and music by Ruth Roberts, Bill Klatz, and Stanley Clayton); “Maybe Baby” (lyric and music by Buddy Holly and Norman Petty); “Every Day” (lyric and music by Charles Hardin and Norman Petty); “That’ll Be the Day” (reprise); “Sweet Love” (lyric and music by Paul Jury and Caren Cole); “You Send Me” (lyric and music by Sam Cooke); “Not Fade Away” (lyric and music by Charles Hardin and Norman Petty); “Peggy Sue” (reprise); “Words of Love” (lyric and music by Buddy Holly); “Oh, Boy” (lyric and music by Norman Petty, Sonny West, and Bill Tilghman)

			Act Two: “Listen to Me” (lyric and music by Charles Hardin and Norman Petty); “Well, All Right” (lyric and music by Jerry Allison, Buddy Holly, Norman Petty, and Joe Mauldin); “It’s So Easy (to Fall in Love)” (lyric and music by Buddy Holly and Norman Petty); “Think It Over” (lyric and music by Jerry Allison, Buddy Holly, and Norman Petty); “True Love Ways” (lyric and music by Buddy Holly and Norman Petty); “Why Do Fools Fall in Love?” (lyric and music by Frankie Lymon and Morris Levy); “Chantilly Lace” (lyric and music by Jiles Perry “J.P.” Richardson Jr. aka “The Big Bopper”); “Maybe Baby” (reprise); “Peggy Sue Got Married” (lyric and music by Buddy Holly); “Heartbeat” (lyric and music by Bob Montgomery and Norman Petty); “La Bamba” (traditional song adapted by Ritchie Valens); “Raining in My Heart” (lyric and music by Felice and Boudleaux Bryant); “It Doesn’t Matter Anymore” (lyric and music by Paul Anka); “Rave On” (lyric and music by Norman Petty, Bill Tilghman, and Sonny West); “Johnny B. Goode” (lyric and music by Chuck Berry)

			Although Buddy was one of the biggest hits in West End history, it was a quickly forgotten also-ran in New York. The musical had opened in London on October 12, 1989, at the Victoria Palace Theatre, and when it closed on March 3, 2002, it had chalked up over 5,000 performances. But the Broadway edition, which was the first production to play the Shubert Theatre after the marathon run of A Chorus Line, managed only a six-month run and closed after 225 showings. The New York critics were unimpressed with the clichéd show-business story, and while American performer Paul Hipp reprised the title role for Broadway and was praised for his performance, the consensus was that he deserved a better vehicle.

			Despite the critics’ reports that some audience members felt compelled to jiggle in their seats, dance in the aisles, and scream for more encores, the show didn’t achieve the must-see status of such other pop-singer sagas as Jersey Boys (2005; Frankie Valli and the Four Seasons) and Beautiful (2014; Carole King). Maybe Buddy Holly’s name wasn’t all that recognizable or iconic to most theatergoers, and perhaps those who might best appreciate his middle-of-the-road rock-and-roll songs weren’t regular Broadway patrons.

			The musical received two London cast albums, both released by First Night Records; the original cast recording was issued on CD # QUEUE-1, and a 1995 live stage performance was released on CD # 55. Five years after the long-running production closed, it was revived in London at the Duchess Theatre on August 3, 2007, where it played about eighteen months. The score was also recorded by the original Hamburg cast, and a studio cast album was released in Australia.

			Buddy Holly (1936–1959) enjoyed a meteoric rise into the world of rock and roll stardom with a string of popular hit songs, but his life and career were cut short. During the winter of 1959, he and a group of singers and musicians toured the Midwest in a series of one-night “Winter Dance Party” concerts. After completing their performance at the Surf Ballroom in Clear Lake, Iowa, on February 2, some of the performers boarded a bus for the next engagement in Moorhead, Minnesota, while Holly and singers Ritchie Valens (Philip Anthony) and Jiles Perry “J.P.” Richardson Jr. aka “The Big Bopper” (David Mucci) flew to the next destination in a small chartered plane, which crashed in a snowstorm soon after take-off, killing everyone on board.

			Although the evening ended with a re-creation of the final Winter Dance Party concert, Frank Rich in the New York Times noted that one had to “slog through” two hours to get there, “much the way contemporary rock audiences must endure interminable warm-up acts before the headliner arrives.” Rich complained that book writer Alan Janes seemed “incapable of writing a scene that is dramatic or funny or revealing of character,” and he groaned over the hoary dialogue: Buddy says he has to play his music “my way”; Ritchie Valens says “I got to get on that plane tonight!”; and The Big Bopper says “Thanks for saving me a seat on that plane!” Rich suggested these howlers brought forth nostalgia for the satiric sketches from The Carol Burnett Show rather than for vintage rock-and-roll.

			Howard Kissel in the New York Daily News suggested if the show had been an “audio-animatronics exhibit” at Disney World, one could praise it for being “uncannily lifelike,” but because the musical appeared “to be written and performed by humans” it wasn’t “lifelike enough.” The show was “mechanical,” the script “unbelievably primitive,” and the evening never went deeper than “an elementary school pageant.” David Patrick Stearns in USA Today said audiences expecting “a reasonably sophisticated theatre experience” would “cringe at the ineptness” and “lack of resourcefulness” in the show’s writing and direction. The evening was nothing more than “a Buddy Holly impersonation show” that was “more lavishly produced” than the typical Elvis Presley impersonation but was still “nearly as cheap.”

			An unsigned review in New York Newsday (possibly written by Linda Winer) reported that the production was “a simpleminded and synthetic golden oldies theme park for baby boom nostalgists.” And like Rich she pounced on the Script Writing 101 dialogue: someone cautions, “Don’t go in airplanes, Buddy”; when Buddy and the Crickets are mistakenly booked into the Apollo Theatre under the impression they’re a black singing group, such lines as “You cats are outta sight!” and “Slip me some skin, man” were actually spoken; and, anachronistically, Buddy states “I need my space. I have to do my own thing.” Joel Siegel on ABCTV7 said the “incompetent production” had a book that played as if “a talented high school senior had written” it for “a Buddy Holly Day pageant.” The show was a “rock concert” but was “never theatre.”

			Douglas Watt in the New York Daily News noted that the musical had “almost nothing to offer in the way of an interesting story or truly memorable songs,” but the show’s “beat and fervor” couldn’t be denied, and Hipp was “engaging and skillful.” William A. Henry III in Time praised Hipp’s “dead-on” impersonation, and Clive Barnes in the New York Post found Hipp “unquestionably terrific” and “prodigiously talented.” Barnes admitted the evening was “little more than a rock concert,” and he quickly added, “But what a rock concert!” And Edwin Wilson in the Wall Street Journal found the dialogue “on the level of a high school pageant” but nonetheless praised Hipp’s “good voice” and “limitless energy.”

			The song “Good Times” was heard in New York previews, and “Sweet Love” was especially written for the Broadway production by cast member Caren Cole and Paul Jury, the production’s musical director (Jury also wrote the lyrics and composed the music for two other songs written for the Broadway presentation, “Texas Rose” and “Flower of My Heart”). Songs added for New York were: “Sweet Time,” “You Send Me,” “Why Do Fools Fall in Love?,” and “Johnny B. Goode”; and “Blue Ridge Mountains,” which had been heard in the London version, was dropped for Broadway.

			The 1978 biographical film The Buddy Holly Story starred Gary Busey in the title role, and Ritchie Valens’s life was depicted in the 1987 film La Bamba, which starred Lou Diamond Phillips. But so far Hollywood has ignored a screen salute to The Big Bopper.

			Awards

			Tony Award Nomination: Best Leading Actor in a Musical (Paul Hipp)

			THOSE WERE THE DAYS

			“The New English-Yiddish Musical Revue”

			Theatre: Edison Theatre

			Opening Date: November 7, 1990; Closing Date: February 24, 1991

			Performances: 130

			Continuity: Zalmen Mlotek and Moishe Rosenfeld

			Lyrics and Music: See list of musical numbers for specific credits

			Additional Material: Ernesto Cecuona, Jacques Offenbach, Miriam Makeba, Frank Loesser, Manos Hadjidakis, Billy Towne, Bruce Adler, Robert Abelson, Mina Bern, and Eleanor Reissa

			Direction and Choreography: Eleanor Reissa; Producers: Moe Septee and Emanual Azenberg in association with Victor H. Potamkin, Zalmen Mlotek, and Moishe Rosenfeld; Scenery: Uncredited; Costumes: Gail Cooper-Hecht; Lighting: Tom Sturge; Musical Direction: Zalmen Mlotek

			Cast: Bruce Adler, Eleanor Reissa, Lori Wilner, Robert Abelson, Mina Bern; the program also noted that the evening included a “special guest appearance” by Norman Atkins.

			The revue was presented in two acts.

			Sketches and Musical Numbers

			Act One: The Shtetl: Overture (“Those Were the Days”) (The Golden Land Orchestra); Prologue: “Lomir loybn” (“Let Us Praise”) and “Sha shtil” (“The Rabbi’s Coming”) (folksong medley) (Company); “Oyfn pripetshik” (“At the Fireplace”) (lyric and music by M. Warshavsky) (Bruce Adler); “On a Moonlit Night” (based on a story by I. L. Peretz) (Eleanor Reissa, Lori Wilner); “Ver der ershter vet lakhn” (“Who Will Laugh First?”) (lyric and music by M. Gebirtig) (Eleanor Reissa, Lori Wilner); “Motele” (lyric and music by M. Gebirtig) (Robert Abelson, Eleanor Reissa); “Hudl mitn shtrudl” (“Hudl with the Shtrudl”) (lyric and music by A. Lebedeff) (Bruce Adler); “Kasrilevke restoran” (“A Restaurant in Kasrilevke”) (based on a story by Sholem Aleichem) (Robert Abelson, Bruce Adler, Mina Bern); “Di dinst” (“The Maid”) (folk song) (Eleanor Reissa); “Shalakh-mones” (“Gifts for Purim”) (based on a story by Sholem Aleichem) (Eleanor Reissa, Lori Wilner); “Yosl ber” (lyric by Itzik Manger, music based on a folk melody) (Bruce Adler, Eleanor Reissa, Lori Wilner); “Shabes, shabes, shabes” (“Welcome to the Sabbath”) (lyric by Ben Bonus, music by Ben Yomen) (Mina Bern); “Chelm” (Company); “Litvak/Galitsyaner” (lyric and music by Hymie Jacobson) (Bruce Adler, Eleanor Reissa); “Halevay volt singl geven” (“I Wish I Were Single Again”) (American folk song adapted by W. Youin) (Mina Bern, Robert Abelson); “Shloymele-Malkele” (music by J. Rumshinsky) (Lori Wilner, Bruce Adler); “Mamenyu tayere” (“Dear Mama”) (lyric by Mani Leib, music based on a folk melody) (song from the repertory of Menashe Oppenheim) (Mina Bern, Lori Wilner); “Nokhumke, ayn zun” (“Nochum, My Son”) (folk song) (Robert Abelson, Bruce Adler); “Saposhkelekh” (“The Boots”) (folk song, from research by Michael Alpert) (Eleanor Reissa); “The Wedding” (Company): (1) “Khosn-kale mazl-tov” (“Congratulations to the Bride and Groom”) (folk song); (2) “Di rod” (“The Circle”) (lyric and music by M. Warshavsky); (3) “Der ayznban” (“The Train”) (folk song); (4) “Yoshke fort avek” (“Yoshke’s Going Away”) (folk song); and (5) “Mayn alte heym” (from the “Forbidden Songs” of Soviet Jews as recorded by David Eshet)

			Act Two: The Music Hall: “Entr’acte” (The Golden Land Orchestra); “Those Were the Days” (lyric and music by Gene Raskin) (Eleanor Reissa, Robert Abelson); “Shpil gitar” (“Play Guitar”) (Lori Wilner); “The Palace of the Czar” (lyric and music by Mel Tolkin) (Bruce Adler); “Di mame” (“The Mother”) (monologue) (Mina Bern); “Yiddish International Radio Hour” (Yiddish lyric by Chana Mlotek) (Company); “Figaro’s Aria” (from The Barber of Seville; music by Gioacchino Rossini, Yiddish lyric by Robert Abelson and Moishe Rosenfeld) (Robert Abelson); “My Yiddishe Mame” (lyric by Jack Yellen, music by Lew Pollack) (Eleanor Reissa); “Hootsata” (based on a song by Fishl Kanapoff) (Bruce Adler); “Bei mir bistu schoen” (Yiddish lyric by Jacob Jacobs, English lyric by Sammy Cahn and Saul Chaplin, music by Sholom Secunda) (Eleanor Reissa, Lori Wilner, Bruce Adler); “In an Orem Shtibele” (“In a Poor Little House”) (folk song) (Mina Bern); “A khazndl oyf shabes” (“A Cantor for the Sabbath”) (folk song) (Robert Abelson); “Papirosn” (“Cigarettes”) (lyric and music by Bella Meisel and Herman Yablokoff) (Lori Wilner); “Yosl, Yosl” (lyric by Nellie Casman, music by Samuel Steinberg) (Eleanor Reissa); “Rumania, Rumania” (lyric and music by A. Lebedeff and Sholum Secunda) (Bruce Adler); “Those Were the Days” (reprise) (Company)

			Like most Yiddish-English revues of the era, Those Were the Days looked at life in the shtetl, and then contrasted the old country with its folk songs and stories to modern life in the big city (in this case, Second Avenue with its music halls as well as Broadway itself) with spoofs of The Barber of Seville and such popular standards as “Bei mir bistu schoen.” Another cliché of Yiddish revues and musicals was a wedding scene, and, sure enough, the first act concluded with an elaborate five-part wedding sequence.

			Richard F. Shepard in the New York Times praised the “musical mitzvah,” which like “a glass of cold seltzer” brought “sparkle” to the “humdinger of a hum-along.” Clive Barnes in the New York Post said he “loved, quite extravagantly,” the revue and its “enormously talented” and “terrific” cast, and noted that the songs were “worth braving the Cossacks to hear.” Howard Kissel in the New York Daily News liked the “unusually polished evening of nostalgia” and noted that even when the jokes weren’t “fresh” they had the imprint “of the real McCoy” in their delivery and manner. And Renee Kaplan in New York Newsday said the show had the “panache” to work well on Broadway (but a “word to the wise” was in order because despite being advertised as an “English-Yiddish” revue, “it was more accurate to say that one needs some familiarity with Yiddish to get what’s going on”).

			The cast was highly praised, but Bruce Adler walked away with the most glowing notices; Shepard asked, “What is there that this anchor man can’t do?,” and Barnes said he danced up “a minor hurricane.” Barnes, Kissel, and Kaplan compared him favorably to Danny Kaye, and Kissel said he was at his “funniest” in a “vintage” Kaye-like number (“The Palace of the Czar,” in which he sang, “I went shootin’ with Rasputin/Ate farina with Czarina”).

			Zalmen Mlotek and Moishe Rosenfeld had earlier put together two Off-Broadway revues that celebrated Jewish culture, The Golden Land and On Second Avenue. The Golden Land opened on November 11, 1985, at the Second Avenue Theatre for 277 performances with a cast that included Bruce Adler and Neva Small, and it was recorded by Golden Land Records, Inc. (LP # GL-001); both The Golden Land and Those Were the Days included the song “Papirosn” (“Cigarettes” aka “Buy Cigarettes”), and Neva Small’s collection My Place in the World (Small Penny Enterprises, LCC CD # NS-2211) includes the number. On Second Avenue opened on October 25, 1987, at the Norman Thomas Theatre for fifty-four performances, and besides Adler the cast included Robert Abelson (who incidentally was an actual cantor), another performer seen in Those Were the Days.

			Awards

			Tony Award Nominations: Best Featured Actor in a Musical (Bruce Adler); Best Director of a Musical (Eleanor Reissa)

			FIDDLER ON THE ROOF

			Theatre: Gershwin Theatre

			Opening Date: November 18, 1990; Closing Date: June 16, 1991

			Performances: 241

			Book: Joseph Stein

			Lyrics: Sheldon Harnick

			Music: Jerry Bock

			Based on various short stories by Sholem Aleichem.

			Direction: Ruth Mitchell (reproduced from the original direction by Jerome Robbins); Producers: Barry and Fran Weissler and PACE Theatrical Group produced in association with C. Itoh & Co., Ltd./Tokyo Broadcasting System Intl., Inc. and also produced in association with A. Deshe (Pashanel) (Aleicia Parker, Associate Producer); Choreography: Sammy Dallas Bayes (reproduced from the original choreography by Jerome Robbins); Scenery: Boris Aronson; Costumes: Based on the original designs by Patricia Zipprodt; Lighting: Ken Billington; Musical Direction: Milton Greene

			Cast: Topol (aka Chaim Topol) (Tevye), Marcia Lewis (Golde), Sharon Lawrence (Tzeitel), Tia Riebling (Hodel), Jennifer Prescott (Chava), Kathy St. George (Shprintze, Grandma Tzeitel), Judy Dodd (Bielke), Jack Kenny (Motel), Gary Schwartz (Perchik), Ron Bohmer (Fyedka), Mark Zeller (Lazar Wolf), David Masters (Mordcha), Michael J. Farina (Nachum), Ruth Jaroslow (Yente), Jerry Matz (Rabbi), Jerry Jarrett (Avram), Mike O’Carroll (Constable), David Pevsner (Mendel), Stephen Wright (The Fiddler), Jeri Sager (Fruma-Sarah), Panchali Null (Shandel); Bottle Dancers: Kenneth M. Daigle, David Enriquez, Craig Gahnz, Keith Keen; Russian Dancers: Brian Arsenault, Michael Berresse, Brian Henry; Villagers: Brian Arsenault, Michael Berresse, Joanne Borts, Stacey Lynn Brass, Lisa Cartmell, Kenneth M. Daigle, David Enriquez, Craig Gahnz, Brian Henry, Todd Heughens, Keith Keen, Panchali Null, Marty Ross, Jeri Sager, Beth Thompson, Lou Williford

			The musical was presented in two acts.

			The action takes place in the Russian village of Anatevka during 1905, on the eve of the revolutionary period.

			Musical Numbers

			Act One: “Tradition” (Topol, Villagers); “Matchmaker, Matchmaker” (Sharon Lawrence, Tia Riebling, Jennifer Prescott); “If I Were a Rich Man” (Topol); “Sabbath Prayer” (Topol, Marcia Lewis, Villagers); “To Life” (Topol, Mark Zeller, Men); “Miracle of Miracles” (Jack Kenny); “The Dream” (aka “The Tailor, Motel Kamzoil”) (Topol, Marcia Lewis, Kathy St. George, Jeri Sager, Villagers); “Sunrise, Sunset” (Topol, Marcia Lewis, Villagers); “Wedding Dance” (including “Bottle Dance”) (Villagers)

			Act Two: “Now I Have Everything” (Gary Schwartz, Tia Riebling); “Do You Love Me?” (Topol, Marcia Lewis); “The Rumor” (aka “I Just Heard”) (Ruth Jaroslow, Villagers); “Far from the Home I Love” (Tia Riebling); “Chavaleh” (aka “Chava”) (Topol); “Anatevka” (Villagers); Epilogue (Company)

			Set in the small prerevolutionary Russian shtetl of Anatevka in 1905, Fiddler on the Roof is all about change, and its brilliant opening number, “Tradition,” explores that theme, including the personal changes in the well-ordered, Jewish Orthodox life of the poor milkman Tevye (Topol) when one daughter moves away to be with her husband and another marries a Gentile. And Tevye must also face frightening political changes: he and his fellow villagers must first endure pogroms, and then are forced to leave their homeland and emigrate to faraway countries, including the United States. And the musical ended on an especially poignant note when one realized that by fleeing Russia and its pogroms many of the villagers were headed toward middle Europe and the impending Holocaust.

			The revival had been touring for a year, and now it settled into a season’s run in New York with Topol heading the cast as the put-upon Tevye. The actor had appeared in the original 1967 London production of the musical and later in the 1971 film adaptation.

			Mel Gussow in the New York Times said Topol was an “authoritative” Tevye, and while he wasn’t as “hilarious” as Zero Mostel or as “expressive a musical performer,” he didn’t neglect the character’s “warmth” and “drollness.” Howard Kissel in the New York Daily News found his British-Jewish accent and his somewhat “nasal” voice “off-putting, but otherwise the performance was warm, humorous, and “deeply touching”; in the same newspaper, Douglas Watt said the actor gave a “well-rounded” and “well-defined” performance, but there wasn’t even “a hint of spontaneity” in his interpretation of the iconic role. And while Clive Barnes in the New York Post found Topol a “total joy,” he mentioned that the performer’s British enunciation was a bit “disconcerting” because the critic felt (“quite unreasonably,” he admitted) that Tevye should sound as if he came from the Lower East Side.

			Linda Winer in New York Newsday said the “British clip” of Topol’s speech made him seem “outside the comfy conventions” of the other performers, but she noted the actor avoided a purposely “charming” interpretation and instead gave “an unsettling and strangely touching one.” And Joel Siegel on WABCTV7 complained that to American ears Topol’s British accent conveyed “wealth” and “education,” and thus he sounded like Winston Churchill. He suggested Topol soften his accent, which was “the one flaw in this excellent production.”

			A few critics felt the production looked a little road weary, and Barnes wished that revivals would stop turning back the clock in their drive to emulate earlier productions. He said he’d like to see a Fiddler with a completely new director and set of designers so that the cast members could be “freed from the responsibility of trying to fit into earlier people’s footsteps.”

			The original production opened on September 22, 1964, at the Imperial Theatre for 3,242 performances with Zero Mostel as Tevye; it won the New York Drama Critics’ Circle Award for Best Musical as well as nine Tony Awards, including Best Musical. Besides the current production, the work has been revived on Broadway four other times: on December 28, 1976, at the Winter Garden Theatre for 167 performances with Mostel re-creating his original role; on July 9, 1981, at the New York State Theatre for fifty-three performances (Herschel Bernardi); on February 26, 2004, at the Minskoff Theatre for 781 showings (Alfred Molina); and on December 20, 2015, at the Broadway Theatre (Danny Burstein) (still running as of this writing).

			The first London production opened at Her Majesty’s Theatre on February 16, 1967, for 2,030 performances, and the dreary and bloated 1971 film version was directed by Norman Jewison and released by United Artists.

			The script was published in hardback in 1965 by Crown Publishers, and is also one of sixteen scripts included in the 2014 Library of America hardcover collection American Musicals. A fascinating account about the work is The Making of a Musical: “Fiddler on the Roof” by Richard Altman and Mervyn Kaufman (Crown Publishers, 1971), and two other books about the musical are Alisa Solomon’s Wonder of Wonders: A Cultural History of “Fiddler on the Roof” (Henry Holt & Company, 2013) and Barbara Isenberg’s Tradition! The Highly Improbable, Ultimately Triumphant Broadway-to-Hollywood Story of “Fiddler on the Roof,” The World’s Most Beloved Musical (St. Martin’s Press, 2014).

			The original Broadway cast album was issued by RCA Victor Records (LP # LSO/LOC-1093), and RCA’s CD (# 51430) includes “I Just Heard,” which had been recorded during the 1964 cast album session but hadn’t been included on the LP release because of space limitations. There are numerous recordings of the score, many of which offer cut songs (such as “If I Were a Woman,” “When Messiah Comes,” “Dear Sweet Sewing Machine,” and “A Little Bit of This”) as well as music not recorded for the original cast album (“Wedding Dance” and the Chava sequence).

			Awards

			Tony Awards and Nominations: Best Revival (Fiddler on the Roof); Best Leading Actor in a Musical (Topol)

			SHOGUN

			Theatre: Marquis Theatre

			Opening Date: November 20, 1990; Closing Date: January 20, 1991

			Performances: 72

			Book and Lyrics: John Driver

			Music: Paul Chihara

			Based on the 1975 novel Shogun by James Clavell.

			Direction and Choreography: Michael Smuin (J. Steven White, Assistant Director) (Kirk Peterson, Co-Choreographer); Producers: James Clavell, Joseph Harris, and Haruki Kadokawa (Hiroshi Sugawara and Lloyd Phillips, Coproducer); Scenery: Loren Sherman; Costumes: Patricia Zipprodt; Lighting: Natasha Katz; Musical Direction: Edward G. Robinson

			Cast: Philip Casnoff (John Blackthorne), Ron Navarre (Roper), Lee Lobenhofer (Pieterzoon, Captain General Ferriera), Terry Lehmkuhl (Sonk), John Herrera (Father Alvito), Joseph Foronda (Lord Buntaro), Eric Chan (Omi), Tito Abeleda (A Captured Samurai, Ishido’s Head Samurai), Freda Foh Shen (Gyoko), JoAnn M. Hunter (Kiku), Darren Lee (First Samurai Guard, The Courtier of Osaka), Marc Oka (Second Samurai Guard, Catholic Daimyo), Owen Johnston (Third Samurai Guard), Francis Ruivivar (Lord Toranaga), Jenny Woo (Sazuko), Jason Ma (Osagi, Ishido’s General, An Acolyte), June Angela (Lady Mariko), Cholsu Kim (Catholic Daimyo), Kenji Nakao (Catholic Daimyo, Osaka Guard), Alan Muraoka (Lord Ishido), Andrew Pacho (A Ninja, Osaka Guard), Leslie Ishii (Fujiko), Kiki Moritsugu (Chimmoko); Slatterns of the Hovel: Tina Horii, Linda Igarashi, and Chi-En Telemaque; The Red Guards of Osaka Castle: Marc Oka and Alan Ariano; Ninja Attackers: Cheri Nakamura, Andrew Pacho, Darren Lee, Owen Johnston, Tito Abeleda, Jason Ma, Terry Lehmkuhl, Cholsu Kim, and Ron Navarre; Taiko Drummers: Jason Ma, Marc Oka, Leslie Ishii, and Lee Lobenhofer; Dancers: for “Storm Scene”/“Karma”—JoAnn M. Hunter, Kiki Moritsugu, Kathy Wilhelm, Darren Lee, Cholsu Kim, and Andew Pacho; for “Born to Serve”/“Toranaga’s Entrance”—Darren Lee, Marc Oka, Owen Johnston, Tito Abeleda, Cholsu Kim, and Andrew Pacho; for “An Island”Lee Lobenhofer; for “Karma”—Tito Abeleda, Betsy Chang, Deborah Geneviere, Tini Horii, JoAnn M. Hunter, Linda Igarashi, Jason Ma, Kiki Moritsugu, Cheri Nakamura, Kenji Nakao, Chi-En Telemaque, Kathy Wilhelm, and Jenny Woo; for “Fireflies”—JoAnn M. Hunter, Eric Chan, Betsy Chang, Deborah Geneviere, Linda Igarashi, Kiki Moritsugu, Kathy Wilhelm, Jenny Woo, Tito Abeleda, Owen Johnston, Darren Lee, Jason Ma, Marc Oka, and Cholsu Kim; for “Kuroko”/“Fireflies”—Alan Ariano, Tini Horii, Andrew Pacho, Cheri Nakamura, and Ron Navarre; for “Rum Below”—Betsy Chang, Tina Horii, Linda Igarashi, Kiki Moritsugu, Kathy Wilhelm, Jenny Woo, Cholsu Kim, Owen Johnston, Darren Lee, Jason Ma, Marc Oka, and Andrew Pacho; and for “One Candle”—JoAnn M. Hunter and Kiki Moritsugu

			The musical was presented in two acts.

			The action takes place in Japan in 1600.

			Musical Numbers

			Act One: “Karma” (Orchestra); “Night of Screams” (Sailor, Philip Casnoff, Ensemble); “This Is Samurai” (Samurai); “How Nice to See You” (Francis Ruivivar, Joseph Foronda, John Herrera, June Angela); “Impossible Eyes” (June Angela, Philip Casnoff); “He Let Me Live” (June Angela); “Honto” (Philip Casnoff); “Assassination” (John Herrera, Lee Lobenhofer); “Shogun” (Hostages); “Royal Blood” (Alan Muraoka, Francis Ruivivar); “An Island” (Francis Ruivivar); “No Word for Love” (June Angela); “Mad Rum Below” and “Escape” (Philip Casnoff, Ensemble); “Karma” (Francis Ruivivar, Ensemble); “Born to Be Together” (June Angelia, Philip Casnoff)

			Act Two: “Fireflies” (Ensemble, June Angela, Philip Casnoff); “Sail Home” (Philip Casnoff); “Rum Below” (reprise) (Philip Casnoff, Francis Ruivivar, Ensemble); “Pillowing” (Freda Foh Shen, JoAnn M. Hunter, Ladies); “Born to Be Together” (reprise) (June Angela, Philip Casnoff); “No Man” (Philip Casnoff); “Cha-No-Yu” (June Angela, Joseph Foronda); “Absolution” (John Herrera, Jason Ma, Ensemble, June Angela); “Poetry Competition” (Alan Muraoka, Jenny Woo, June Angela); “Death Walk” (Ensemble, Philip Casnoff); “One Candle” (June Angela, Philip Casnoff); “Ninja Raid” (Orchestra); “One Candle” (reprise) (June Angela, Philip Casnoff); “Winter Battle” (Orchestra); “Resolutions” (Francis Ruivivar, Ensemble); “Trio” (Francis Ruivivar, Philip Casnoff, June Angela); Finale (Ensemble)

			Shogun—that is, James Clavell’s Shogun: The Musical—was a bloated and confusing affair with delusions of epic musical-theatre grandeur. In an interview with Margaret Rankin in the Washington Times, director and choreographer Michael Smuin spoke of how he’d spent two years of “intense work” on Shogun because after all “it’s not like putting on Hello, Dolly!, you know.”

			But the Les Miserables wannabe was simply miserable in a pretentious and confusing production that required a full-page story synopsis in the program and a not-so-very-helpful glossary that took up a third of another page. Even the list of cast members and their characters provided too much information, and so Lord Buntaro is described as “Daimyo of Anjiro Province, married to Lady Mariko” and Lord Toranaga is described as “Overlord of Central Province, second most powerful Daimyo in Japan, member of Council of Regents.” The show was overstuffed with information, and, conversely, it didn’t provide enough. Perhaps the creators should have aimed for a minimalist approach and written a chamber opera. And probably only those who had read Clavell’s one-thousand-plus-page novel or watched NBC’s 1980 twelve-hour mini-series adaptation could keep their daimyos and anjins and shimas straight.

			The musical included almost three-dozen songs, many of them on such extraneous subjects as fireflies and sex toys, and there were the requisite special effects, including a laser-light storm at sea that resulted in a shipwreck; an earthquake; and scenes shrouded in fog and snow. The creators were quick to share information about how big the show was: a thirty-five member cast, thirty-seven set changes, one hundred forty thousand pounds of scenery, a hundred fifty wigs, and three hundred forty costumes that consisted of some nine thousand yards of fabric (costume designer Patricia Zipprodt reported that her costume budget was $750,000). But for all the frills and furbelows, the essential plot boiled down to the tale of shipwrecked English seaman Blackthorne (Philip Casnoff) who falls in love with the married Lady Mariko (June Angela), and their involvement in the wars between Lord Toranaga (Francis Ruivivar) and his political rivals.

			The Broadway production was almost three hours in length, about an hour less than the early Washington, D.C., tryout performances. Despite the cuts, the conversion of some songs into dialogue to speed up the action, the elimination of a bland leading man (Peter Karrie) for Casnoff, and all those program notes, critics and audiences still found the musical confusing. With poor reviews and audience apathy, the show managed just two months on Broadway and lost its entire investment, which was reportedly between $6 and $10 million.

			The production’s strongest assets were Zipprodt’s lavish and colorful costumes and one brief but memorable staging effect that showed a group of soldiers on horseback heading for battle in a snowstorm and moving in slow-motion fashion toward the audience.

			Frank Rich in the New York Times reported that the plot was “mostly incomprehensible,” the songs were generally unmemorable, and the women’s song about sex toys (“Pillowing”) had such “gleeful prurience” that he longed for the “relatively benign sexism” of “I Enjoy Being a Girl” (from Richard Rodgers and Oscar Hammerstein II’s 1958 musical Flower Drum Song). In the same newspaper, David Richards said the musical was “a Gordian knot of confusions,” and despite a nod or two toward “traditional” Japanese theatre, the work was “closer in spirit to the Hollywood that found Grauman’s Chinese Theatre a fitting monument to the East.” As for the cast, Casnoff was “neither strapping nor magnetic enough,” Ruivivar was “a Jolly Green Giant, Eastern variety,” and until Angela placed a knife between her teeth, fought with villains, and thus proceeded to look “foolish,” she had otherwise conveyed “grace and dignity with appealing delicacy.”

			Stay in Variety said the musical’s huge budget was visible onstage with all its attendant production values, but warned that “everything money can’t buy is missing,” including a “coherent” story, character development, “poignant” music, and a “compelling” reason for audiences “to pay attention.” He noted that Clavell’s novel was “popular,” but the program distributed to the audience was a “page-turner,” too, as “desperate” patrons tried to decipher the plot. And Paul Chihara’s score had “achieved the impossible” by “imitating the age’s greatest imitator, Andrew Lloyd Webber.”

			Jack Kroll in Newsweek reported that when the musical had played at the Kennedy Center’s Opera House, it had “the most problematic book seen in Washington since the national budget,” and for Broadway the “tangled plot” was still there for audiences to “untangle.” William A. Henry III (with Janice C. Simpson) in Time said the book was “flatly written” and there were echoes of Into the Light (“the worst musical of the 1980s”) when beautifully clad chorines explain “the Asian religious concept of karma in lines seemingly lifted from a Southern California bumper sticker (‘Karma is the way you never die’).”

			John Simon in New York suggested the “shogun wedding” provided a baby that “even after a long gestation seems premature,” and he groaned over the always “ominous presence” of a plot synopsis in a theatre program. Mimi Kramer in the New Yorker noted that Smuin’s dances were “some of the most hilarious” she’d ever seen, and when the evening began with two half-naked men banging drums she exclaimed, “What more could you ask?” The show had “lots of flex-foot dancing straight out of The King and I,” there was the “jocund firefly ballet,” and the score offered “tuneless caterwauling in imitation of Andrew Lloyd Webber.”

			David Patrick Stearn in USA Today said that for the most part the “undercooked” show had “sold its soul to Las Vegas” and the lavish production would give audiences “their money’s worth—in the crassest sense.” He noted that the “delicious” crassness offered a song and dance about karma, and that during the shipwreck sequence a group of water nymphs danced around the vessel “looking like characters from Cats covered in seaweed.” Howard Kissel in the New York Daily News said the musical had “no discernible point of view” except to be “visually impressive,” the choreography had “more glitz than substance,” the lyrics were “unfocused,” the score often had “a soft-rock mood” that was “hardly apt for 17th-century Japan,” and, for all its “surface thrills” there was “nothing underneath” the goings-on. In the same newspaper, Douglas Watt said the “hodgepodge” marked time with “flat dialogue” and “gobs of undistinguished songs” (with the exception of one “engaging duet,” which was reprised “as often as ‘Memory’ is in Cats”). Clive Barnes in the New York Post stated the musical was “as unremittingly serious as triviality can ever hope to be.” The book was “unwieldy,” the lyrics “banal,” and the score lacked “inspiration” and for the most part was “fudge. Oriental fudge.”

			As noted, Peter Karrie was succeeded by Philip Casnoff, but Karrie agreed to remain with the production through the end of its Washington run. In reviewing Karrie’s performance for the Washington Post, Megan Rosenfeld said he was “fine” when he sang and was “pretty good” when fighting, but was “completely at sea when called upon to act” and his “emotional reactions seem to be on a timed delay, about three seconds late.” Hap Erstein in the Washington Star found him “wooden” and said his vocal style was “disconcertingly reminiscent” of the Jean Valjean character in Les Miserables.

			Songs deleted during the tryout were “Crucified,” “Torment,” and “Never Be Held Captive,” and perhaps all these titles were inadvertent warning signals to the audience.

			Much was made of five Shinto priests who were flown to New York from Japan a few months before the Broadway premiere to “purify” the Marquis Theatre. But the blessing still didn’t prevent a piece of falling scenery from hitting Casnoff during a late New York preview during his number “Death Walk.” The remainder of the performance was canceled, Casnoff was rushed to a hospital where he was given CAT scans, and two days later he was back on stage.

			Shogun was lyricist and book writer John Driver’s second failed musical about ancient Japan. He wrote the book, lyrics, and music for the 1974 Off-Broadway musical Ride the Winds, which dealt with a young man who lives during feudal times in the Far East and decides to settle down and live a peaceful life rather than take up the profession of samurai. Because Broadway had already seen a variation of this story in Pippin (1972), it wasn’t interested in yet another saga of a young man trying to find himself during medieval times and so Ride the Winds was blown away after three performances.

			For her collection June Angela (Original Cast Records CD # OC-6022), the singer includes five songs from Shogun: “No Word for Love,” “Born to Be Together” (a duet with Davis Gaines), “Impossible Eyes” (a duet with Gaines), “Cha-No-Yu” (a duet with Shogun cast member Joseph Foranda), and “One Candle” (a duet with Gaines). Angela had also appeared in the 1970 Broadway musical Lovely Ladies, Kind Gentlemen, and the collection includes two songs from that show (“Lullaby” and “Simple Words”). Peter Karrie recorded two songs from Shogun (“One Candle” and “No Man”) for his collection Theatrically Yours (Fog & Gas Records; unnumbered CD).

			Awards

			Tony Award Nominations: Best Leading Actress in a Musical (June Angela); Best Costume Designer (Patricia Zipprodt)

			AN EVENING WITH HARRY CONNICK JR. AND HIS ORCHESTRA

			Theatre: Lunt-Fontanne Theatre

			Opening Date: November 23, 1990; Closing Date: December 8, 1990

			Performances: 13

			Direction: Joe Layton; Producers: Ed Micone and Scott Sanders (Ann Marie Wilkins, Executive Producer) and presented by Radio City Music Hall Productions and James L. Nederlander; Scenery: John Falabella; Costumes: Wardrobe by Alexander Julian; Lighting: Marilyn Lowey; Musical Direction: Marc Shaiman

			Cast: Harry Connick Jr.; Musicians: Ben Wolfe, Shannon Powell, Leroy Jones, Jerry Weldon, Lucien Barbarin, Russell Malone, Craig Klein, Mark Mullins, Jeremy Davenport, Roger Ingram, Dan Miller, Ned Goold, Brad Laeli, William Campbell, Dave Schumacher

			The concert was presented in two acts.

			Musical Numbers

			The program didn’t list individual musical numbers. One critic noted that twenty songs were performed, and the following alphabetical list of songs represents those songs referenced in reviews of the concert.

			“Beyond the Sea” (lyric by Jack Lawrence, music by Charles Trenet); “Buried in Blue” (lyric by Ramsey McLean, music by Harry Connick Jr.); “Danny Boy” (lyric by Frederic Weatherly, music traditional); “Don’t Get Around Much Anymore” (lyric by Bob Russell, music by Duke Ellington); “Drifting” (lyric and music by Marc Shaiman); “It’s All Right with Me” (Can-Can, 1953; lyric and music by Cole Porter); “It Had to Be You” (lyric by Gus Kahn, music by Isham Jones); “Just a Closer Walk with Thee” (traditional); “Something’s Gotta Give” (1955 film Daddy Long Legs; lyric and music by Johnny Mercer); “When the Saints Go Marching In” (traditional)

			An Evening with Harry Connick Jr. and His Orchestra was a concert performed by the singer and pianist and his fifteen-piece orchestra. The group had played throughout the country for six months, and the limited New York engagement marked the tour’s conclusion.

			The reviews were enthusiastic, and one or two verged on hyperbole. According to Stephen Holden in the New York Times, Connick’s “musical adventures” were akin to tracking Orson Welles’s activities when he was a young man, and because Holden considered Connick a “major” talent, his “prospects” were “unlimited.” Further, Connick’s arranger and conductor Marc Shaiman was “becoming the Nelson Riddle of his generation.” David Hinckley in the New York Daily News stated that Connick put “himself up against every great crooner” and emerged “undiminished,” and so “there’s no telling what he’ll work into future compositions.”

			Stephen Williams in New York Newsday suggested that what Connick did for jazz in the 1990s, Liberace did for classical music in the 1950s, and thus the singer-pianist created “agreeable, accessible, mass-market popular music.” Williams liked his “ingratiating” piano style, but noted he couldn’t sing very well; but all things considered, one could forgive the Las Vegas-styled “show-boat-manship” and the “shameless” way he played the audience. Further, director Joe Layton offered a “themeless” production, but perhaps “overachieving” was the evening’s theme because Connick told the audience that Shaiman was a “genius” and a bass player in the orchestra was the “greatest in the world.” As for his Broadway reception, Connick said he’d “never been happier in my life.”

			Chip Deffaa in the New York Post said Connick had “a good bit” of star quality, and while he sometimes “overreached” and “the tonal quality of his voice” was “unremarkable,” his “youthful audacity was buoying.” But Connick was “clearly a winner” and knew “how to connect with a live audience.”

			Marc Shaiman of course later enjoyed a huge Broadway hit as the composer and co-lyricist of Hairspray (2002), which played for 2,642 performances; he performed the same duties for the 2011 musical Catch Me If You Can, which lasted for 166 showings. As for Connick, he wrote the lyrics and music for the 2001 musical Thou Shalt Not, which played for 85 performances, and appeared as the male lead in the Broadway revivals of The Pajama Game (2006; 111 performances) and On a Clear Day You Can See Forever (2011; 57 performances). Connick returned to Broadway with Harry Connick Jr. in Concert on Broadway, which opened at the Neil Simon Theatre on July 15, 2010, for 15 performances.

			PETER PAN

			“The Musical”

			Theatre: Lunt-Fontanne Theatre

			Opening Date: December 13, 1990; Closing Date: January 20, 1991

			Performances: 45

			Book: The book of the musical has never been officially credited (some sources incorrectly cite James M. Barrie, who died seventeen years before the musical was produced), but Jerome Robbins is rumored to have been the show’s chief adaptor.

			Lyrics: Carolyn Leigh

			Music: Mark “Moose” Charlap

			Additional Lyrics: Betty Comden and Adolph Green

			Additional Music: Jule Styne

			Based on the 1904 play Peter Pan, or The Boy Who Wouldn’t Grow Up by James M. Barrie.

			Direction: Fran Soeder; Producers: A James M.
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