If someone were to push a microphone into your face

on an odd Tuesday afternoon and ask you what an ice-cream soda,

£~ﬂ v
a hot dog, and a musical comedy had in common, I wouldn't want

you to be stuck for an answer. In the first place, they are all
absolutely, incontrovertibly, and also without a doubt indi-
genously American. ﬁgpp&&yr“géfééuusiYT'uﬁinhibrtidly”sc:>‘
That ice-cream had been known before the ice-cream soda, that
sausage was on the scene before the hot dog, that musical shows
were in the theatre before musical comedy is true; but the
ancestry, though apparent, is not real.

7/—This brings me to my second point, which is where I

‘//
was headed in the first place:iZMore sﬁbtle, but perhaps more

important, is the curious fact that even though‘vaiiant attempts

have been made in other countries to carefully repréduce&every‘
! §

C a Prrtang
ingredient, no one has been able to :epnéduee the whole}~the
W “v“'”f

seed, the binder, the magic is missing. And what the magic is -

or was - is what this book is about,
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Curiously enough, even though you can get a great hot

dog or ice~cream soda any place within the continental United

o .

Azal * K Qs Ty t“, \—( ¥ weafem L&i»u‘,
States, the true magic of the American Musical Comedy (there
N "
U - w
isn't any other) is never quite captured except ean that mythi-
\lT\ oneors

cal nazrow~e%§&p callABroadway, on the small island of Manhattan.

But, unlike the first two, Musical Comedy is no longer
with us. Born in 1915 at the Princess Theatre, it passed
quietly away in the mid-€0s - so quietly, that most people
don't even know it's gone., The generic term, in the last
eight or ten years, has been cheerfully misapplied to a form
cftheatre rooted in Mérlowe and briefly touched by the genius
of Brecht and Weill., Actually, Brecht and Weill were writing
what they fondly thought was musical comedy, but what was
essentially a musical version of the Morality Play. One can
almost date this "new" kind of American musical theatre by
the off-Broadway musical German cabaret version of The Three
Penny Opera in 1955‘@#
/. 8> ) 1< e WY
A~ (U8 Wwo &
*I will expand on such story substitutes‘asAtrampolines, Biying.

frying plans anad singers in w
arious sta (
marching through the audience, T S e




I find the "new" musiczl as unrelated to Musical
Con'{edy as was the O perettay far-fetched libretti,
| g ,UUL;,;('-A.’W.{I
1yr1cvs of—purple-generalities, and its Vienna-before-the-
war music. To me, Sigmund Romberg and Stephen Schwartz have
a lot in common.. What they have in common is as much under-
standing of what made a Musical Comedy as an African aborigine
would-hawe of Noel Coward's wit.
Let me note in passing that what distinguished
Musical Comedy from tde Operetta was music ef_gualiey, written
sl Couttn Etﬂ *
in the'\idiom of_the-present, plus, most importantly, Alyric of
wit, literacy, and style. Ever since Rock became the music of
today, it's been tossed into the theatre as if the theatre
were a discotheque - fully amped and camped - and with no
(@)
X
variety in the music at that. EIt's like going to see a show in
which every single number is a samba. After the third samba,

bl g walsd euduo‘fﬁ‘a% =
it would be impossible toAi;emembe: r-the-meledy, since

the beat over-rides ¥ all;l So with Rock - with the added

ilm*—(’\.,o»\;b agi:cu'g&”] { ‘ML\GA‘)\ =
hurdle of b&and—newe—ehmnqm - the'\lyrics have
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become unimportant. Even if they were good you cou%dn't hear

) [ . o
4 Té T PP P ‘{\ )
them - not even a dog could. And,hin the language of the

theatre,- the lyrics are dogs. The only way you can tell a
love song from a protest song is that you can occasionally
hear the word love shouted in the former, and the word hate
shouted in the latter. And if by any chance the lyricist de-
Tl

cides to use a poetic line, he repeated #t eight times to as-
sure the fact that eventually it will be understood.

As for the music being contemporary,<Kern, Gershwin,
Rodgers et al never put the equivalent of "Tiger Rag" in a show,
The great over-riding Jazz triumphs - Ellington, Basie,
Goodman, etc, - were for the band-stand and not for the
theatre. Not all contemporary music is theatrical. All good
theatre is, and should be, highly selective. One doesn't wear

,\f‘

a bathing-suit to a ball nor a ball-gown to go swimming. iV %f
) - -, )
3 cornst - Go Uadwv Pai, [ acl .

. As the result of a passing joke (since I sometimes

\JL&
get funny answers when a straight one will do), I found myself

last year teaching a course in "The History and Analysis of
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Musical Comedy" at U.S.C. — not to be confused with U.C.L.A.,
which has a great basket-ball team ~ I found myself explain--

ing that the art and craft of writing and producing Musical

ki,:.ﬁ& Y
Comedy werekdeadktand that the so-called musical theatre of
T
today had about as much in common with Ameriean. Musieal-Comedy
Lt a Mm&.f‘:(a-{‘f:é.% Wil o Saatley, - :
as—fried-liver and onions had with-pate-de-fois gras (Edgar A,

s
Guest-Shakespeare, African war.chaat.with-"Begin the Beguine")

kL
This met with not a=ldittle surprising resentment at first; but

thorough understanding and agreement ensued in rather short
"l\\l’:\h((ﬁ ':‘: 4 -,;‘gfs |

order. I had been warned that_juniois and-seniors of—eellege
A
thought in a different idiom and spoke in a different language,

but by the second or third week they were all into my world
with both feet}‘>I'11 never know wﬂat really got them, but I (ﬁ ; ‘
. = (] t 4 { [ .
{ 3 e y L
v pmmtm&h Wmm,simm“ O“Y'vﬂ ¢ ,*‘-’;

think' it was a combinationﬁffrexplaining in detail the differ-

i

ence between a lyric and just rhyming lines, i

g 4 ] b ; A _E B e .
(’g },ii_}?;ﬁ,&m‘ & *{v‘\. £ %44 sa,i‘ W&K&\ *&}\d WAL 18 e L' A,‘tﬂ@, WL br i/ V{f‘fké SR STE ,
game -to-teach.-them-how-to.try to-write lyries. For instance,

e
most tyros don't seem to realize thas\punctuation and the

emphasis for a lyric is provided by the music, e.g. a famous
\
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song from "One Touch of Venus," which, on opening night I thought
was "speak low when you speak love." As the song proceeded, I
found myself puzzled by some of the lyrics and couldn't figure
how or why someone had to speak very quietly of love., Thin walls?

Too many people in the room? Some days later I looked at a copy

i ; ‘
QL @Al WL 3 SR Qe UL (Mea_ Ottt

e
of the sheet music and found to my surprise that the. lyrie-was
SR T ¢ ‘\&". n Lol 3
,\x\%a‘ U AL Na ey Tﬁ . ‘ L" . Q i
¢ o 3 Mot 0 . b )
"speak low when you speak, love." W MUSLL  Tool J JAOTR VS
g x,u\\ W Yoy o w e - "(G.;J.A T .

\ \ -

Lo, Dot & e

Oadhu |

I then explained that the only true a

oL e e ¢ ©)

American ﬁusical Comedy were Gilbert and Sullivan, although their
works were called comic operettas. Gilbert took the first step

away-when he wrote lyrics so witty, of such high quality, and so
related to the plot that they became for thé first time as impor-

tant as the music. .Sullivan, for his part, set the lyrics so that

A A
gt d | Ll

A
Sy

they were heightened and breadened and-set-te tunes so lilting and
so irretrievably bound to the lyrics that people who couldn't
ordinarily rhyme cat with brat were happily singing "opportunity

[

and impunity. (For some insane reason there was then a lapse of

about thirty-five years before this was transposed to an American




T
idiom by three British writers - one of them Jerome Kern,(yho
was born in England but brought up in Americ;; P.G. Wodehouse =
he of the famous Jeeves - and Guy Bolton.)
I then proceeded to the history and analysis of musicals

by tape, film, and illustrations at the piano. Since Musical Comedy,

ML},\ !’"“J:,{e A L /(J,"Z: & g M‘f\, g_u‘,‘: [ 2
like Topsy, was something that just grew, I found that F=get-the o
"\f”‘hl o ”k& QJ!fLi AR 5;’;,\ (4 y P Lesah ’1/ 5(_«;4/3 "—’\/‘ \ Lo ; S MD\ Y‘(( 2
\ I T e Wob Gute sdutelat BUC) B 45 el o
%ﬁ* best understanding of what made it grdw and.glbw
k/\;lk*‘ - WLott 1;‘ v A% "‘x Thost \u “ )W acly ¥ DL Citad Y

And that is where the heart of this book will lie. | i

I think it was because of this background that my pupiks S-ed Liic
didn*'t rise up and ﬁgﬁe me when I announced that in my opinion
"Hair" was not only not a musical comedy, but wasn't very good.
(It was a formless Rock ballet, the dialogue being few and far between.?¥
In that case, they wanted to know how I explained the fact that
"Hair" was universally acclaimed and was one of the greatest hits

| ot sl o

the musical theatre had ever produced. Well, ¥csay .that=tFsir"

was_*“Fhe Emperor*s-New-Clethe#" 6f-its»day. It opened in 1965

(
A
-ahké just about the time that the generation over thirty decided to




bridge the generation gap by invading the discotheque%wearing
Love Beads, and generally pretending not only to understand the
younger people but to love everything they loved. They were de-
termined to prove they wouldn't be shocked by the nude scene nor

by the staggering smell of pot in the theatre., What it got down
e e L 4 44 (\v(___
to was that they didn't dare qg; like it., I speak, of course, of

{%%15» D‘« C ot %\\ k#{ax

its opening run on Broadway. After awhile it became a tribal rou-

tine for the more daring members of the audience to leap up on

~ by
L AN

the stage tearing off some part[of their clothing, and to join
with the cast in an impromptu love fest - the "in" thing, so the
critics loved it too. (I notifed, with amusement, this fall that

the scathing notices on "Dude" objected to exactly the same

»

QQY‘NsJJAu *(hdﬁmgghat were hdled in "Hair".) "Hair" did have a couple

- f ¢ LJ,JT: - {', 1%
> MAS A “
songs, but it was really impossible to tellﬁin the theatre

Heiq
and were revealed only later when they were recorded and/or sung

on television. "Hair" was formless which the Musical Comedy was

not,
But it's extremely interesting to note that the final

form of almost every good musical was not apparent in its first
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draft. Musical Comedy much less so than straight plays don't
emerge from writers' heads like Minerva out of Zeus'. Let's
take "The Rain in Spain" from "My Fair Lady. Lerner and Loewe
were busily writing away one afternoon, when Fritz Loew sug-
gested that "the rain in Spain falls mostly on the plain" might
rake a good song., Alan suggested that Fritz was crazy. "What
kind of lyric is that - the rain in spain? It's the silliest
thing I ever heard." Fritz persisted, but‘Qlan just wouldn't

buy it. A couple of weeks later they went to Herman Levin's
0 0

we Y Wriaa, e,

& e ileateg
office to play three new songs they'd written, and-ewverybody- 4"L'&‘ p
é CI,(\_P) () 4 % E

was mad. for them, They jumped up and down, congratulated each

other, opened champagne, etc., and in the spirit of alebration,
Fritz went to the piano and dashed off the b$-now famous tango
strain, singing "the rain in Spain falls mainly on the plain."

Moss Hart jumped up and said, "That's great! Wwhy don't you write

v,,’" p E
B i /J/\// [ L L»dl ( |
it"? Alan sheepishly allowed that it was, he did, and they~dtd;/

That song, as everyone knows, lifted ghe audience about
el 82 . ) 5,.(\{‘1‘!‘-
four feet out of their seats amd they staye e for the rest of

9 s . ) A . f

A"G*“’lw_%f*‘) M«L«}J-"{"(r ) A S T

the show, &Whenwl was asked why it had such a galvanic effect, I
\ Jﬁ

\ 13 &
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Swdd Mlu% neada Z«’& Wt

had-to-think about it. In my-epinten-it took the place of
™ audesben \‘

atlove song. The audience was dying to see some emotional
connection between Higgins and Liza. Just before the song,
he, for the first time, speaks to her as a human being and
not a "thing." He finally touches her and reaches her, and

for the first time she responds after hours and days and

R,QLW\@J)’; " N\u’ﬁ.x;,u. a
nights and weeks of juséthying,tp g§;~h954§94ﬂ&¢ the dif=

SO Vmunk«a“HJ "o Caf e g S -

fereaeesx Thehpesponse, of course, was emotional because —R /r:n,
{\&afh ’* ( : ka

it-was--touched-off-by emotion rather then by reason, And

tha£)4s one of the best possible reasons for a song in a

musical.“ﬁTbe characters have to explode emotionally and the

audience wants them to, and the release of the music and the

aly (ST

genius of having the rigdd Higgins break into a tango sent

the audience into a paroxysm of joy.é After that, the atmos-

phere absolutely required Liza to sing "I Could Have Danced

All Night," which was as deft a way of telling the audience

that she is in love with Higgins as could ever be found,
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That sort of divine accident I always say (when I'm
)
not busy saying something else)lonly happens when the moon is
AN XY
shining., Other people say, when you're lucky, when the stars
7
are right,-but as far as I'm concerned "when the moon is

shining" covers all good theatrical accidents. When the scenery

doesn't work or.the costumes don't arrive, or—theErTight=seene

s Or you open in Saq
d Léth%

Francisco on the first day of Lent -- then the moon iﬁ\n°t

shining,
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If someone were to puzh a microphone into your face on an
odd Tuesday afternoon and ask you what an ice-cream soda, a hot
dog, and a musical comedy have in common, I wouldn't want you
to be stuck for an answer. In the first place, they are all
absolutely, incontrovertibly, and also without a doubt indi-
genously American. That ice-cream had been known before the
ice-cream soda, that sausage was on the scene before the hot
dog, that musical shows were in the theatre before musical
comedy is true; but the ancestry, though apparent, is not real.

This brings me to my second point, which is where I was
headed in the first place. More subtle, but perhaps more
important, is the curious fact that even though valiant
attempts have been made in other countries to carefully reproduce
every ingredient, no one has been able to capture the whole;
the seed, the invisible string, the magic is missing. And what
the magic is - or was - is what this book is about.

Curiously enough, even though you can get a great hot dog
or ice-cream soda any place within the continental United States,
the great "X" guality that makes magic true magic of the American
Musical Comedy (there isn't any other) is never quite captured
except in that mythical little area called Broadway, on the

small island of Manhattan.




But, unlike the first two, Musical Comedy is no longer
with us. Born in 1915 at the Princess Theatre, it passed
quietly away in the mid-60's - so quietly, that most people
don't even know it's gone. The generic term, in the last eight
or ten years, has been cheerfully misapplied to a form of
theatre rooted in Marlowe and briefly touched by the genius
of Brecht and Weill. Actually, Brecht and Weill were writing
what they fondly thought was musical comedy, but what was
essentially a musical version of the Morality Play. One can
almost date this "new" kind of American musical theatre by the
off-Broadway musical German cabaret version of The Three Penny
Opera in 1955-61.

I find the "new" musical as unrelated to Musical Comedy
as was the Operetta of the far-fetched libretti, languishing
lyrics, and Vienna-before-the-War music. To me, Sigmund Romberg
and Stephen Schwartz have a lot in common. What they have in
common is as much understanding of what made a Musical Comedy
as an African aborigine of Noel Coward's wit.

Let me note in passing that what distinguished Musical
Comedy from Operetta was music, written in the current idiom,
plus, most importantly, contemporary lyrics of wit, literacy,
and style. Ever since Rock became the music of today, it's
been tossed into the theatre as if the theatre were a discotheque

- fully amped and camped - and with no variety in the music at that.
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I will expand on such story substitutes as no scenery, trampolines,
and singers in various stages of sweat and undress marching
through the audience. (It's like going to see a show in which
every single number is a samba. After the third samba, it would
be impossible to tell one melody from another, since the beat
over-rides all.) So with Rock - with the added hurdle of
electronic assault - the melody and lyrics have become unimportant.
Even if they were good you couldn't hear them - not even a dog
could. And, for the most part, - in the language of the theatre,
- the lyrics are dogs. The only way you can tell a love song
from a protest song is that you can occasionally hear the word
love shouted in the former, and the word hate shouted in the
latter. And if by any chance the lyricist decides to use a
poetic line, it's repeated eight times to assure the fact that
eQentually it will be understood.

As for the music being contemporary, - Kern, Gershwin,
Rodgers et al never put the equivalent of "Tiger Rag" in a show.
The great over-riding Jazz triumphs - Ellington, Basie, Goodman,
etc. - were for the band-stand and not for the theatre. Not all
contemporary music is theatrical. All good theatre is, and
should be, highly selective. One doesn't wear a bathing suit to
a ball nor a ball gown to go swimming. Except, of course, to the

Under Water Ball.
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As the result of a passing joke (since I sometimes give
funny answers when a straight one will do), I found myself last
year teaching a course in "The History and Analysis of Musical
Comedy" at U.S.C. - not to be confused with U.C.L.A., which
has a great basketball team. I found myself explaining that
the art and craft of writing and producing Musical Comedy were
just about dead and that the so-called musical theatre of today
had about as much in common with it as a motorcycle with a Bentley.
This met with not at all surprising resentment at first; but
thorough understanding and agreement ensued in rather short
order. I had been warned that today's college students thought
in a different idiom and spoke in a different language, but by the
second or third week they were all into my world with both feet.
I'll never know what really got them, but I think it was a
combination of my passionate but irreverent approach, and of
explaining in detail the difference between a lyric and just
rhyming lines, of demonstrating why the music and lyric must
breathe as one. For instance, most tyros don't seem to realize
that the punctuation and the emphasis for a lyric is provided by
the music, e.g., a famous song from "One Touch of Venus," which,
on opening night I thought was "speak low when you speak love."
As the song proceeded, I found myself puzzled by some of the
lyrics and couldn't figure how or why someone had to speak very

quietly of love. Thin walls? Too many people in the room?




54
Some days later I looked at a copy of the sheet music and found
to my surprise an all important comma, and that the title read
"speak low when you speak, love." The music, however, didn't
supply the comma - thus the wonfusion.

I then explained that the only true ancestors of American
Musical Comedy were Gilbert and Sullivan, although their works
were called comic operettas. Gilbert took the first step away
when he wrote lyrics so witty, of such high quality, and so
related to the plot that they became for the first time as
important as the music. Sullivan, for his part, set the lyrics
so that they were heightened and brightened, with tunes so lilting
and so irretrievably bound to the lyrics that people who couldn't
ordinarily rhyme cat with brat were happily singing "opportunity
and impunity." (For some insane reason there was then a lapse
of about thirty-five years before this was transposed to an American
idiom by three British writers - one of them Jerome Kern, (who
was born in England but brought up in America,) P.G. Wodehouse -
he of the famous Jeeves - and Guy Bolton.)

I then proceeded to the history and analysis of musicals by
tape, film and illustrations at the piano. Since Musical Comedy,
like Topsy, was something that just grew, and could never have a
master blueprint, I found that telling actual stories of Ira Gershwin,
Cole Porter, Moss Hart, etc., in the preparation and out-of-town

tryout stages made the process come alive best. And that is




And that is where the heart of this book will lie.

I think it was because of this background that my students
didn't rise up and stone me when I announced that in my opinion
"Hair" was not only not a musical comedy, but wasn't very good.
(It was a formless Rock ballet, the dialogue being few and far
between.) In that case, they wanted to know how I explained
the fact that "Hair" was universally acclaimed and was one of
the greatest hits the musical theatre had ever produced. Well,
let's consider. It opened in 1965 at just about the time that
the generation over thirty decided to bridge the generétion gap
by invading the discotheques, wearing Love Beads, and generally
pretending not only to understand the younger people but to
love everything they loved. They were determined to prove
they wouldn't be shocked by the nude scene nor by the staggering
smell of pot in the theatre. What it got down to was that they
didn't dare not like it. Actually, it was the "Emperor's New
Clotheé" of its day. I speak, of course, of its opening run on
Broadway. After a while it became a tribal routine for the more
daring members of the audience to leap up on the stage tearing
off some part or all of their clothing, and to join with the cast
in an impromptu love fest - the "in" thing, so the critics loved
it too. (I noticed, with amusement, this fall that the scathing
notices on "Dude" objected to exactly the same approaches and

ambiance that were hailed in "Hair".) "Hair" did have a couple
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of smashing songs, but it was really impossible to tell that in
the theatre and they were revealed only later when they were
recorded and/or sung on television. "Hair" was formless which
the Musical Comedy was not.

But it's extremely interesting to note that the final form
of almost every good musical was not apparent in its first draft.
Musical Comedy much less so than straight plays don't emerge from
writers' heads like Minerva out of Zeus'. ILet's take "The Rain
In Spain" from "My Fair Lady." Lerner and Loewe were busily
writing away one afternoon, when Fritz Loewe suggested that
"the rain in Spain falls mostly on the plain" might make a good
song. Alan suggested that Fritz was crazy. "What kind of lyric
is that - the rain in Spain? It's the silliest thing I ever heard."
Fritz persisted, but Alan just wouldn't buy it. A couple of weeks
later they went to Herman Levin's office to play three new songs
they'd written, with which everybody was delighted. They jumped
up and down, congratulated each other, opened champagne, etc.,
and in the spirit of celebration, Fritz went to the piano and
dashed off the by-now famous tango strain, singing "the rain in
Spain falls mainly on the plain." Moss Hart jumped up and said,
"That's great! Why don't you write it"? Alan sheepishly allowed

that it was, he did, but brilliantly.
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And the song, as everyone knows, lifted the audience about
four feet out of their seats where they stayed happily for the rest
of the show.

Not too long ago, Kitty Carlisle Hart asked me why, in my
opinion, "The Rain In Spain' had such a kinetic effect on the
audience night after night all the years it ran. I thought it
was a manditory release both for the characters AND the audience
and in an enchanting off-beat way, it took the place of a love
song. The audience was dying to see some emotional connection
between Higgins and Liza. Just before the song, he, for the
first time, speaks to her as a human being and not a "thing".
He finally touches her and reaches her, and for the first time
she responds after hours and days and nights and weeks of re-
maining maddeningly deaf.

The unexpected resronse or caditulation, of course, was
emotional because Higgins reached her by emotion rather than
by reason. And that's one of the best possible reasons for
a song in a musical.

The characters have to explode emotionally and the audience
wants them to, and the release of the music and the genius of
having the rigidly British Higgins break into a tango sent the
audience into a paroxysm of joy.

After that, the atmosphere absolutely required Liza to sing
"I Could Have Danced All Night," which was as deft a way of
telling the audience that she is in lbve with Higgins as could

ever be found.




That sort of divine accident, I always say (when I'm not
busy saying something else), only happens when the moon is
shining. Other people say, "when you're lucky," "when the
stars are right," but as far as I'm concerned "when the moon
is shining" covers all good theatrical accidents. When the
scenery doesn't work or the costumes don't arrive, or you open
in san Francisco on the first day of Lent -- then the moon is

definitely not shining.




BIOGRAPHY
Since, of the comparatively few books on the history of Musical
Theatre none has ever been written by anyone who has actively
worked in the creative end, I believe that the book I propose
to write would be unique. And hopefully revealing, colorful

and amusing.

True, Ira Gershwin and Oscar Hammerstein each wrote a book on
his own lyrics. But the eight or nine books extant were done
by what I call "bystanders", - i.e., critics, musicologists,

and one conductor.

What qualifies me? I have written and produced in the theatre,
in movies and television for over 30 years. I came in at the
tail end of one era and the beginning of another, - and I have
known iﬁtimately and on a shop-talk basis, most of the greats,
on both sides of the footlights. 1In addition, I have had the
advantage of two prospectives--having been married and worked
with one of the most talented and versatile performers of our

time.

Briefly, just for the record, - I was a child prodigy pianist
and started to write lyrics at the age of 10 and have my B.A.

in music. I am also a pretty good cook.




