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INTRODUCTION

“Dancers kill themselves in a show. They're always the low man
on the totem pole. They work like dogs, they get less money
than anybody else, and they don’t get any real credit. | want
to do a show where the dancers are the stars.”

- Michael Bennett

They work so hard and make it look so easy. The actors who star in A Chorus
Line - and the characters they play Bare members of a special group of
professionals: the Broadway musical theatre performer. Through pain, injury,
rejection and doubt, they are expected to shine on stage eight times a week. And
they do, without complaint. For years, dancers in the chorus, the @ypsiesOwho
moved from show to show, were the unsung heroes of Broadway. They did what
they did for the chance to perform in front of an audience. Some wanted fame,
but most just wanted a job. They just wanted a chance.

Then in 1975, director Michael Bennett, in collaboration with a group of top
theatre artists and performers, brought the story of the chorus dancers to life on
stage. A Chorus Line took the dancersGwn words and in a powerfully simple
setting B a bare Broadway stage Ptold their stories through words, song and,
especially, dance. It was utterly unique. It won the Pulitzer Prize in 1975, and the
Tony Award for Best New Musical. It changed the American musical forever.

Now a new production of A Chorus Line is back where it belongs, on Broadway.
It@ about time a new generation of young people hears its message of
collaboration, learning from mistakes and loving what you do.

When A Chorus Line opened in 1975, audiences were shocked at its raw
honesty, its look ack stageQat auditions for a Broadway show. Today, we are
used to auditions, we@ used to seeing people put everything @n the lineGin
shows like American Idol, or So You Think You Can Dance. And we@e used to
hearing people talk about their lives, on the latest reality show or in blogs by the
million.

What@ vitally different about A Chorus Line, and why it remains an important
show for young people to experience, is that the performers are auditioning, not
to be famous or to spread the word about themselves. They@e simply looking for
a job. Do these gypsy dancers hope for fame? Someday, perhaps. But right now,
they@e dancing, working, simply for love.
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Interestingly, a major theme that runs through A Chorus Line is the importance of
education and the influence of teachers on the performersQives. In the 2006
Broadway production of A Chorus Line, it is stated that the cast has spent, all
together, 472 years in dance training with 637 teachers!

The gypsies in A Chorus Line are judged and graded, just as students are every
day. Students know what it® like to be @n the line.OThis study guide for A
Chorus Line explores this Pulitzer Prize winning show in an interdisciplinary
curriculum that takes in English/Language Arts, History/Social Studies, Music,
Theatre, and Dance. Learning about how A Chorus Line was created will make
viewing the show a richer experience for young people.
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THE STORY

AN AUDITION
THE TIME: 1975
THE PLACE: A BROADWAY THEATRE

The lights come up in the middle of auditions for a new Broadway show.

The director of the show, Zach, and his assistant, Larry, choose 17 dancers out
of dozens of hopeful performers. Zach tells them that he is looking for 8 dancers,
4 men and 4 women. He wants to find out more about them, to see if they can
work together well in a group.

Many of the dancers are reluctant to speak about themselves and why they
began dancing, but one by one, they begin to open up. Mike describes watching
his sister® dance class and realizing that he could do that; one day he takes her
place in the class and stays forever. Maggie, Sheila and Bebe talk about the
beauty and escape they found at the Ballet: they all saw the Ballet as a way to
make up for things they missed in real life.

We are introduced to other dancers: Kristine and Al, a married couple of dancers
who support each other; Mark, a young and eager performer; Diana, who sings
about how she struggled through her terrible high school acting class; and Val,
who describes how, despite her extraordinary dancing, she was rejected by
casting directors because of her looks.

It becomes clear that Zach and Cassie have known each other in the past. She
had been a rising star on Broadway and had gone to Los Angeles to become a
movie actor. During the break, Zach asks her what she is doing here, auditioning
for the chorus, and Cassie tells him that she hasn®been able to find work. She
wants to start again, at the beginning, in the chorus. She pleads with him to give
her a chance.

Zach lets Cassie learn a new dance with the rest of the gypsies. Zach speaks to
Paul alone on stage. He likes Paul® dancing, but wants the young man to open
up about his past. In a wrenching monologue, Paul describes how being a
dancer has changed his view of life, his family and his definition of manhood.

As the auditions come to an end, Zach must decide which of the performers in
front of him will make up his chorus line.
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THE CHARACTERS

Zach: The director of the musical.
Larry: Zach@ assistant.

The ones who make it to the “line”:

Don:
Maggie:
Mike:
Connie:
Greg:
Cassie:
Sheila:
Bobby:
Bebe:
Judy:
Richie:
Al:
Kristine:
Val:
Mark:
Paul:
Diana

When performers come to an audition, they@e only names to a director; he or she doesn®know anything
about them. Zach spends the audition learning about each of the performers in front of him. Of course, it@
the same for an audience; we learn about the characters during the course of the show. After seeing A
Chorus Line, write a one sentence description for each of the characters above.

5
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ENGLISH/LANGUAGE ARTS

“l think it would be better if | knew something about you -
about your personalities. So I'm going to ask you some
questions. | want to hear you talk.”

- Zach Prom A Chorus Line

A Chorus Line is so full of brilliant song and
dance that it@ easy to forget what it® really
about: storytelling. In the show, Zach asks each
performer to be open, to share his or her dreams
and hopes for the future. And that® how A
Chorus Line was first created: chorus dancers
sitting in a circle and sharing their lives. A
Chorus Line will help students understand that
even with the extraordinary technology at our
fingertips, we still find the simple act of telling
stories a powerful experience.
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INFO SHEET

WHAT ARE GYPSIES?

“Well, it would be nice to be a star...but I’'m not, I'm a dancer.”

— Cassie, PFrom A Chorus Line

Because they move wherever the work is, they are called @ypsies.OChorus
dancers sometimes spend their lives in the chorus, moving from show to show,
from state to state. They lead separate lives from the stars; they have their own
community, their own self-made family; they even had their own union for many
years. They are professionals, and they work with passion and determination.
Jeanna Belkin, a former chorus member and activist says, 0’he chorus is closer
to the actual problems on the stage. The chorus works close to injury, they must
continuously train.O

In 1919, when Actors were going on strike to demand their rights, the chorus
formed its own union. The chorus girls of Florenz Ziegfeld® Follies of 1919
walked out to form their own union. Former chorus girl Marie Dressler was
Chorus Equity® first president.

During the 1950s, efforts were made to merge ActorsCEquity with Chorus Equity.
A report from a committee formed with members of both unions described the
average chorus member, a description that would match any of the characters in
A Chorus Line: Because of the demands made by today® choreographers and
musical directors, certain chorus member of known abilityEa re in constant
demand. This has created an almost new class of ensemble player who is not
only quite satisfied to pursue a career devoted exclusively to ensemble work, but
who is actually proud of his ability to continue for a long time in such a

careerE These chorus membersEa re QerformersCas surely as any speaking
player.ODespite some hesitation on both sides, Chorus Equity merged into
ActorsCEquity in 1955.

One tradition of the Gypsies has continued to this day: the Gypsy Robe. On the
opening night of every show on Broadway, the chorus member who has had the
most experience wears the Gypsy Robe, a robe passed on from show to show,
each time gaining another souvenir, some item unique to that show. The selected
chorus member walks in a circle around the stage, while each member of the
cast touches the robe for good luck. This tradition began in 1950 and has been
kept alive by the efforts of Terry Marone, a former chorus member and former
Equity staff member.
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Qrealized,Gshe told Equity News, Ghat the chorus never got Tonys, they never
got Drama Desk awards, they really never got anything! | felt that the Robe would
tell everybody on Broadway, ®ley! There® chorus in this show!d was in many
shows where the chorus wasn®invited to opening night parties! So | felt that
bringing the Gypsy Robe back to life would help to strengthen the cause of the
chorusO After all, she says, O'he chorus is the backbone of the Broadway
musical.O
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INFO SHEET

“COMMON EXPERIENCE”: CREATING A CHORUS LINE

A Chorus Line began with perhaps the oldest form of theatre: storytelling.
Dancers gathered together in the middle of the night and told stories - about
dance, work and why it all matters so much. The creation of A Chorus Line is a
fascinating story of trust and risk and using storytelling to find common ground.

On January 18, 1974, Tony Stevens, Michon Peacock and Michael Bennett met
with 18 chorus dancers at the Nicklaus Exercise Center on East 23" Street in
Manhattan. It was midnight, the streets of New York were quiet. The last
Broadway shows had let out, and they were done working for the night.

Stevens and Peacock had become more and more frustrated with the Broadway
system, where chorus dancers were seen as stage dressing and nothing more.
Both veteran Broadway dancers, they were considering different ways to keep
working between shows, perhaps forming a permanent company of dancers.
Michael Bennett was a rising star in the musical theatre world. A former chorus
dancer himself, he had recently worked on the creation of two groundbreaking
musicals: Company in 1970 and Follies in 1971. But he too had become
dissatisfied with the constant pressure of Broadway and was looking for a way to
get back to his own roots.

There was a sense in 1974 that Broadway was dying, that the American musical
that they all depended on for a living was in decline. They wanted to talk about
why they continued, why they continued to dance after so much punishment,
both physical and emotional. Stevens later said, Ve invited people we had
worked with, people with a cross-section of experience about being a dancer:
young, old, straight and gay, those who had small or featured parts and those
who hadn@® We wanted the biggest cross section possible, so that we could try to
find what the common experience was.O

They talked about why they worked, why they continued to work even in the face
of rejection, failure and depression. Dancing seems easy, the dancers make it
look easy, but it can be a dangerous job; as you® see in A Chorus Line, the
danger of injury is always there. So why continue? Why was dancing so
important to them?

They talked about why they had begun and what kept them going.
9
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They sat on the floor of the Exercise Center and began to talk. Bennett led the
discussion, and each dancer followed suit, telling stories of his or her life and
their inspiration to dance. Many of these stories found their way into A Chorus
Line.

Chorus members take a great amount of pride in their professionalism, in their
dedication to their work. They don®complain, they don®whine. But talking about
themselves like this made them realize what they all had in common: many of
them had come from broken homes, many had come to New York with high
hopes only to have those hopes dashed by repeated rejection. Many were afraid
of where their next paycheck was coming from. Bennett said, @t had been years
since they had thought about their childhoods and how they became dancers.Oit
was exhilarating and draining. Not watching the clock, they spoke together until
noon the next day.

10
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INFO SHEET

MICHAEL BENNETT

He was born Michael Bennett DiFiglia in Buffalo New York on April 8, 1943, and
from the very beginning he knew what he wanted to do.

The word @horeographerOcomes from the Greek words for @anceGand Qvriting,0
so a choreographer is someone who literally writes, or tells a story, through
dance. Michael loved to dance, but he knew he wanted to be the one to shape

the dance, to use dance to tell stories. While other boys had posters of sports
heroes on their walls, Bennett® walls were plastered with images of his idols:
choreographers like Gower Champion and Jerome Robbins. He formed his own
dance troupe in high school; his brother remembered him staging musicals by
moving marbles around on the floor.

When he was 17, he got the part of Baby John in a production of West Side Story
that toured the U.S. and Europe. He was at last pursuing his dream of being in
the chorus, dancing. It was during this tour that Bennett met Bob Avian, who
became a partner and life-long friend. When Michael came back to New York, he
got parts in the musicals Subways Are For Sleeping (1961) and Here® Love
(1963). His first ventures into choreography were failures, but he was learning.
He finally had a hit in 1968 with the Burt Bacharach/Hal David musical Promises,
Promises. He began to garner rave reviews for his work, and began to work on
musicals that broke the traditional mold: Company, the 1970 show about the
relationships and inner lives of New Yorkers, and Follies (1971), about the fading
dreams of aging Follies dancers, who were, ironically, the first @Gypsies.O

Bennett was not only developing his style during the preparation and rehearsals
for these shows, he was also developing a working partnership with Bob Avian
that would prove invaluable. Avian later said, ®e@ bounce things off me, and
see things through my eyes. | wasn®afraid of him or worried about a job and
having to please him. That was the basis for our relationship. 1@ tell him
whatever | thought, and it became a very strong alliance.O

Bennett was eager to arrange and lead the late night talking sessions with the
chorus dancers. He felt he had lost something of the joy and simplicity of life as a
gypsy dancer. He said, @ started thinking about the days when my life was the
simplest Dwhen | was young and | was in the chorus.OHe had long been

11
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thinking of a show about the gypsy, about the chorus dancer.

T et
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ACTIVITY

Now it@ YOUR turn! (Part 1)

Tell your own stories. Start out by gathering in a circle and, one by one, telling
one thing about your self. Then open it up to anyone who wishes to go into
further detail.

Don®know what to talk about? Brainstorm on these ideas:

¥ Talk about your family. Describe your relationship with your parents or
guardians, and your siblings. How many brothers and sisters do you
have? Are you an only child? Relate one event that exemplifies your
family life.

What® your favorite subject in school? Least favorite? Why?

Who are some of your heroes? Who is someone you admire, and why?
Do stories in the news scare you? Disgust you? Inspire you? Why?
What are your dreams for the future? Where you think you will be in the
next 10 years?

K K K K

Tape record the stories. Notice what you have in common with your peers.
How do your stories compare with the stories in A Chorus Line?

13
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WORKSHEET
FICTIONAL BIOGRAPHIES

A biography is the detailed life story of an historical figure, someone who actually
lived. But is it possible to write the biography of a fictional character? After seeing
A Chorus Line, choose one of the main characters from the list on pages 5 as the
subject of your biography. Use these charts to graph out your information before
you begin.

STEP 1: What We Know

Your main source of information on your character is A Chorus Line itself. After seeing
the show, write a list of GdictsOabout your character: what have you learned about the
character from seeing the show. Be prepared to explain where in the show you learned
each Ofct.OThese OdctsCcan include age, physical appearance, likes and dislikes,
family members, political views, musical tastes, etc.

WHAT | KNOW ABOUT HOW | LEARNED THIS GFACTO

apbrhwnN Bk
apbrhwnN k-

STEP 2: What We Can Inker

When we infer an idea, we come to an educated conclusion based on facts we already
know. For example, if you see smoke in the distance, you can infer that there is probably
some type of fire. What can we infer about the characters in A Chorus Line, based on
the facts we already know? Remember, inferences are not guesses, but educated
deductions based on facts. So your inferences can take in what you have learned about
musical theatre or the life and work Broadway @ypsies.O

FACTS WHAT | INFER WHY?
ABOUT

1 1. 1

2 2. 2

3 3. 3

4 4. 4

5 5. 5

14
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STEP 3: What We Can Imagine

Finally, after gathering facts and making inferences, we are left with what we can
imagine about our characters. In biographies of historical figures, imagining facts
or events is usually frowned upon, but in the research and discovery process, a
good imagination is essential to a biographer. When dealing with fictional
characters, the sky@® the limit, but only up to a point. You can fill out your
biography of a Chorus Line character with ideas you imagine, but remember,
they have to make sense, they have to logically fit the facts and inferences you
have already gathered.

STEP 4: Write Your Biography

Now that you®e gathered your information, create your biography, using prose,
poem, play, video documentary or web format. Remember, a biography has to be
factual, but also interesting. It has to make us want to know more about the
character or historical figure.

15
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WORKSHEET

INVENT A GYPSY

In A Chorus Line, you® meet a group of @ypsies,Cthe dancers in Broadway
musicals who travel from show to show, from tour to tour, from state to state.
What are the characteristics a chorus dancer might need to be successful? What
type of training he or she might need?

Name:

Age:

Home town or city:

Where did your dancer go to school:

Family life (brothers, sisters, parents, pets):

What style of dance does your gypsy specialize in (tap, hip-hop, swing,
contemporary):

Why did your gypsy want to become a dancer?:

What does your gypsy look like? Draw a picture or create a composite
photograph of what your gypsy may look like.

16
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WORKSHEET

WRITE A REVIEW

One of the most interesting (and sometimes disliked!) jobs in the theatre is that of
a critic. A theatre critic expresses his or her opinions on a show. It is a personal
view, but a critic does more than just say whether he or she liked or disliked a
show. A critic must explain his or her opinions, and have examples and facts to
back them up. Only then will readers trust a critic® opinion.

After seeing A Chorus Line, use the chart below to take notes for your review:

1. First, describe the show. Write a 3 B 5 sentence paragraph describing the
show without expressing your opinion:

2. Now, on balance, did you like the show? (Remember, many modern critics fall
into the trap of believing that they must LOVE or HATE a show, without any
in-betweens. It is possible to like or dislike some aspects of a work of art
without loving or hating the whole production)

3. What aspects of the show (performances, direction, music, story, sets, lights,
costumes) did you like:
a.
b.
C.
4. What aspects of the show did you think needed to be improved:
a.
b.
C.

17
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5. What did the show remind you of? Did it evoke memories of other theatrical
productions, books, movies or recordings? If it did, how did these memories
affect your opinion of the show

6. How did the performers, the costumes, sets, lighting work together with the
script, music and dancing to create the story for you?

Don®forget Dthe difference between criticism and opinion is the WHY?
factor. A critic can give his or her opinion on just about anything P but they
must be able to explain why. Use your notes above to write a one page
review of A Chorus Line.

18
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WORKSHEET

“| really need this job
Please, God,
| need this job.”

DON'T SELL YOURSELF SHORT!

In A Chorus Line, the characters all show their headshots and resumes.
(eadshotsGare head-and-shoulder photos, meant to make the performer stand
out from the crowd. Theatrical resumes are formalized lists of past productions
and skills that might make a director stand up and take notice.

Imagine that you are one of the characters in A Chorus Line. Write Zach, the
director, a letter, letting him know why you should be cast in the show. Describe
yourself, your training, and why you would be the best choice. Be polite, but
enthusiastic; remember, he® going to be looking through many such letters. Why
will he choose yours?

Date:

Dear Mr. Director,

And that® why | believe you should cast me in your show!

Sincerely,

19
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WORKSHEET

HELP WANTED

Now turn the tables. Imagine you are Zach, casting for parts in a new Broadway
musical. Write an ad describing the kind of performer you need. Remember what
you have learned about Zach in A Chorus Line and what he wants from the
performers at the audition.

Brainstorm five words to describe the performer Zach is looking for, each one
highlighting a different aspect of his perfect chorus dancer:

arwpdE

Using the words you wrote above in any combination you wish, write a paragraph
description of the kind of performer you are looking for for your new show.
Remember, somewhere out there is the perfect performer for your show b use
your words to attract him or her to your theatre!

WANTED! PERFORMER FOR A NEW BROADWAY SHOW

The performer 1@ looking for must be:

See you at auditions!

20
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ACTIVITY

PREDICT THE FUTURE

The characters in A Chorus Line, or any play, have had a whole life before the
beginning of the show. They were born, went to school, fell in love. Sometimes
we hear about a character® past, or what happened before the beginning of the
show; sometimes it remains a mystery. But what happens AFTER the curtain
closes, after the end of the show, is ALWAYS a mystery. It® up to us, the
audience, to use our imaginations and conjure up in our minds what happens to
the characters after the final curtain.

Choose one of the dancers in the show. Write a short story (not more than three
pages) describing what you think happens to them after the curtain of A Chorus
Line. Do they give up? Do they keep trying? And if they got into the chorus, how
do they do in the show? Do they get good reviews?

Don Judy
Maggie Richie
Mike Al
Connie Kristine
Greg Val
Cassie Mark
Sheila Paul
Bobby Diana
Bebe

21



CAORUS LINE 5.0

ACTIVITY

WHAT | DID FOR LOVE

In A Chorus Line, one of the performers is injured, perhaps ruining his or her
chances at ever dancing again. Zach asks the performers, QVhat would you do if
you couldn®dance?OThe show is built around the idea of Gvhat | did for love,O
sacrificing everything to do the work you love. But what if you couldn®do that
work anymore?

Write a short story (not more than three pages) about one of the characters,
imagining the worst: that they have been injured and can@dance anymore.

Don Judy
Maggie Richie
Mike Al
Connie Kristine
Greg Val
Cassie Mark
Sheila Paul
Bobby Diana
Bebe

22
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DISCUSSION IDEAS

¥

¥

Isn®all art a form of storytelling? Discuss how painting, sculpture or
photography are forms of storytelling.

In his book A Chorus Line and the Musicals of Michael Bennett, Ken
Mandelbaum writes that Ghe dancer is of necessity a creature of honesty.O
What does he mean? What about being a dancer makes you honest?
What premium do we place on honesty today? Do you consider yourself
an honest person? Is it important to be honest? Why or why not?
Describing the finale of A Chorus Line, Zach says to the dancers, Qlow B
this is important! | want to see Unison Dancing. Every head, arm, body
angle, exactly the same. You must blend. This is one of those numbers
where you back the star Byou@e her frame. | don®want anybody to pull
my eye.OAfter you see A Chorus Line, discuss the ending. Is it a happy
ending or a sad ending?

23
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PuzzLE
FILL IN “THE LINE”

Using library or Internet resources, research the names of the famous
playwrights below. Plug the circled letters above the corresponding numbers
below to get the name of the fabled New York City street where all the gypsies
want to go!

1. I wrote Waiting for Godot.

O

2. | wrote Street Scene

O

3. | wrote Waiting for Lefty

4. | wrote Play It Again, Sam O

5. | wrote Beyond Therapy

6. | wrote The Heidi Chronicles

O

7. | wrote Death of a Salesman

O

8. | wrote Men in White

24
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REVIEW

1. Broadway chorus dancers are sometimes called:

a. @ypsiesO

b. BCDGO

c. Gtage-LeapersO
d. ootersO

2. An opening night tradition for the chorus is:

a. 0he Gypsy HotplateO
b. Ohe Gypsy SockO

c. 0Ohe Gypsy RobeO

d. Ohe Gypsy LaptopO

3. A Chorus Line first opened on Broadway in:

a. 1966
b. 1999
c. 1958
d. 1975

4. Michael Bennett@ first professional theatre job was in the show:

a. Ragtime

b. West Side Story
c. Les Miserables
d. Via Galactica

5. The theatre artist who creates the dances in a musical is called the:

a. choreographer
b. producer

c. lighting designer
d. usher

25



CAORUS LINGE 5.0

STANDARDS

Standards met:

¥

LANGUAGE ARTS: Uses a variety of prewriting strategies
(e.g. develops a focus, plans a sequence of ideas, uses
structured overviews, uses speed writing (brainstorming),
creates diagrams)

LANGUAGE ARTS: Understands writing techniques used to
influence the reader and accomplish an author® purpose
(e.g. organizational patterns, such as cause-and-effect or
chronological order; imagery, personification, figures of
speech, sounds in poetry; literary and technical language;
formal and informal language; point of view,
characterization; irony; narrator)

LANGUAGE ARTS: Understands the philosophical
assumptions and basic beliefs underlying an author@ work
(e.g. point of view, attitude, and values conveyed by
specific language; clarity and consistency of political
assumptions)

26
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RESOURCES

TEXT

A Chorus Line and the Musicals of Michael Bennett by Ken Manelbaum (St.
Martin@ Press, 1989)

A Chorus Line, The Book of the Musical conceived by Michael Bennett, book by
Nicholas Dante and James Kirkwood (Applause Books, 1995)

On the Line: The Creation of a Chorus Line by Robert Viagas, Baayork Lee,
Thommie Walsh (William Morrow & Co., 1990)
WEB SITE

INFO ON THE GYPSY ROBE: http://www.citylore.org/pdf/gypsy.pdf

A CHORUS LINE OFFICIAL SITE: http://www.achorusline.com

RECORDINGS

A Chorus Line Cast Recording (2006 Broadway Revival Cast) (Sony,
2006)

27
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SOCIAL STUDIES

“Look, | sic around and get depressed and worry about all
these things, too. But then | meet somebody and they say to
me: ‘Wow, you dance on Broadway! How Fabulous! You got
somewhere. You’'re something.”

- Diana, Pfrom A Chorus Line

A Chorus Line was created in 1975; it was a
time of recession, fear, and suspicion. Memories
of Watergate lingered, and the headline of the
New York Daily News on October 30, 1975 was
@ORD TO CITY: DROP DEAD.OBroadway
seemed to be on its way to extinction B Times
Square was just too dangerous. A Chorus Line
IS being revived in 2006. Times Square is safe
again, but the world is far from stable. It® the
era of the Internet, global warming and the
constant threat of terrorism. How does art reflect
the time in which it is made? What did A Chorus
Line have to say about the mid-1970s? How can
It comment on the time we live in today? What
has changed and what has remained the same?

28
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INFO SHEET

TIMES SQUARE AND BROADWAY IN 1975

“l don’t wanna hear about how Broadway’s dying. ‘Cause | just
got here.”

- Bebe, PFrom A Chorus Line

Like a great engine roaring to life, shooting off sparks in every direction,
Broadway and Times Square helped to generate American culture in the 20™
century. American theatre, music, dance, film - all were sparked into life, in one
way or another, on its stages, in its theatres, and on its streets. Sleepy Longacre
Square, the area where the city kept its horse stables, became Times Square in
1904, named after the New York Times, whose new office building at One Times
Square, dominated the intersection of 42" Street, Broadway and Seventh
Avenue. Theatre impresario Oscar Hammerstein had already built his Olympia
Theatre on the square in 1895, and other producers were beginning to follow
suit. With the growth of theatre and now the Times, Times Square was suddenly
a hub of entertainment and communication. On December 31, 1907, a ball was
first dropped from atop the flagpole on One Times Square, signifying the
beginning of the New Year, and this tradition has continued to this day. In his
book, The Devil® Playground: A Century of Pleasure and Profit in Times Square,
James Traub writes, 0imes Square quickly becameEa place to await great
tidings and celebrate them, whether a World Series or a presidential election.Oin
1945, almost 2 million people gathered in Times Square to celebrate the end of
World War Il. The architect and historian Robert Stern wrote that the creation of
an entertainment and communications center on Times Square created "a new
synthesis in the city's social makeup which embodied the concept of the Melting
Pot." Everyone could come to Times Square to be entertained or enlightened; no
wonder it became known as the Crossroads of the World.

After 1929, the face of Times Square began to change. Because of the onset of
the Great Depression and the emergence of movies, theatre became less
popular. Even as the production of new and innovative musicals like Oklahoma!
and Carousel flourished, theatre audiences continued to decline. Many Broadway
theatres were torn down, and many of those that remained were used for other
purposes besides theatre. By the 1970s, Times Square had gained a reputation
as New York City® Red Light District; it was, in the words of Shubert
Organization chairman Gerry Schoenfeld, @ sewer. This was the den of
pornography, prostitution, felony crime, drug dealing -- you name it.OAs Ric
Burns and James Sanders, with Lisa Ades, wrote in their book New York: An
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lllustrated History, n 1975, the legendary entertainment and media district
whose name and glittering image still drew tens of millions of visitors each year b
had degenerated in many places into a squalid, crime-ridden twilight zone of sex
shops, strip clubs and seedy bars. New Yorkers themselves often took a kind of
ironic civic pride in the fact that the crossroads of the world now looked more like
Skid Row than the Great White Way..O

This was the Broadway to which Michael Bennett brought A Chorus Line. This
was the Times Square that A Chorus Line helped to change.
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ACTIVITY

MUSICAL THEATRE AND CULTURE

The critic Brooks Atkinson said, Qf the heart of theatre began with tribal festivals,
with singing, dancing, pantomime, mummery and celebration in primitive times,
the musical show retains more of the original ingredients than the spoken
drama.OMusical theatre has always been a reflection of the culture in which it is
produced. Michael Bennett said that he wanted A Chorus Line to be an answer to
the feelings of mistrust and suspicion that loomed so large in the mid-1970s. In
many ways, A Chorus Line marked the beginning of Times Square® revival; a
massive hit at The Shubert Theatre, A Chorus Line® huge electric sign shone
like a beacon calling audiences back to Broadway.

The 1970s was a time of great change for the American musical. Before A
Chorus Line, Michael Bennett worked on two ground-breaking shows, Company
and Follies. These were later called @oncept musicalsO shows that revolved
around an idea, a concept, rather than simply relying on plot. The 1970s saw
new freedoms of language, content and theatrical staging in shows like Pippin
(1972), A Little Night Music (1973), Chicago (1975) and Pacific Overtures (1976).

How did the times affect the creation of these shows? How does art intersect with
history? How does culture influence current events, or vice-versa? Create two
timelines of the 1970s, one cultural and one historical (see Resources section for
ideas on getting started). The historical timeline will denote important events of
the decade; the cultural timeline will show influential cultural events, in theatre,
film, television, architecture, art. Use these parallel timelines as the foundation for
discussion: where do they meet? What cultural events were influenced by
history? What historical events were influenced by artistic achievements?
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WORKSHEET

ESSAY QUESTION: THEN AND NOW

Through collaboration between the Broadway community, New York City and
State, Times Square and Broadway began to emerge from the crude, dangerous
1970s into a cleaner and safer existence. Times Square was no longer a place of
shadows. Theatres were full again, new hotels were built and stores were
packed. The lights on The Great White Way never seemed brighter; as Ric Burns
and James Sanders write, @By the late 1990s, a new Times Square had
emergedEE ach night as the sun went down, the district was transformed into a
glowing, shimmering diaphanous dish of light.O

A Chorus Line was created in the 1970s. It® being revived in 2006, and although
the current production is set in 1975, this musical still has much to say about our
lives today. After seeing A Chorus Line, and researching the cultural and
historical events of the 1970s, write a short essay describing how A Chorus Line
comments on life in 2006.
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ACTIVITY

TIMES SQUARE WHO’S WHO

Times Square and Broadway are just places Bthey were made famous by the
artistic, creative, hard working and determined people who worked there.

Break your class or group into smaller groups and with your teammates choose
one person who assisted in the creation of Times Square, or in its revival. Each
group will research the lives, achievements and innovations of the person you
have chosen, and present a brief report on their findings.

These reports, along with all photos, images, newspaper clippings, and anything
else you find on your subject, will be placed in one book, your Times Square
Who® Who!

Here are some suggestions of possible additions to your book:

Rudolph Guiliani
Oscar Hammerstein
Adolph Ochs

0.J. Gude

Florenz Ziegfeld
Irving Berlin

George Gershwin
Max Neuhaus
Father Francis Duffy
George B. McClellan
Damon Runyon
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DISCUSSION IDEAS

¥ Before working on A Chorus Line, Michael Bennett had
gained fame by working on the shows Company in 1970 and
Follies in 1971 with composer Stephen Sondheim and
director Hal Prince. Both represented a new way of looking
at musical theatre: gone were the dancing girls and idea
that musical theatre should only be entertainment. These
new musicals were made to disturb as well as entertain.
They probed ideas and concepts rather than just offering
pure entertainment. After studying the 1970s, why do you
think these musicals emerged during that era?
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PuzzLE
BROADWAY JUMBLE

A Chorus Line takes place in an empty Broadway theatre. Along with A Chorus
Line, Broadway theatres have held some of the most important and powerful
theatre of the past century. Unscramble the names of each Broadway theatre
below (for a hint, check out the complete list here
http://www.livebroadway.com/broadway_theatres_in_nyc.html)

LA DSCRIHELF

INACREMA NILSIARE

LEBOACS

BEROMILT

HRUSTDOABR

RBOKSO NOSKINTA

YRABRROME

NEHEL SEYAH

IALREPMI

GNOLCREA

YLEUMC

QUISRAM

CIUSM OXB

EWN MRADERMAS

ECAALP

SHREBTU

OIUDTS 45
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SSRODAAMBA

USTGUA NOSLSIW

DRABERNA COBSAJ

THOBO

DRABROAY

LLACIDAC ERTNIW RDENAG

TROC

EEEGUN O@&LLIN

Student
. Study Guide

SHNERGWI

HTONLI

HNOJ LDENOG

DRALREG DLEFCHOESN

TNUL-NNAEFONT -

JESAMTIC

FFMOSINK

REDLANDEDER

EILN MONIS

DARCHIR DORSERG

TS. SEMAJ

VVIINA TNOUMEAB

RALTEW EKRR
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STANDARDS

¥ HISTORY: Analyzes the values held by specific people who
influenced history and the role their values played in
influencing history

¥ HISTORY: Analyze the influences specific ideas and beliefs
had on a period of history and how events might have been
different in the absence of those ideas and values

¥ HISTORY: Understands patterns of change and continuity
in the historical succession of related events

¥ HISTORY: Knows how to impose temporal structure on
historical narratives
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RESOURCES

TEXTS
Broadway by Brooks Atkinson (Limelight, 1985)

The Devil's Playground: A Century of Pleasure and Profit in Times Square by
James Traub (Random House, 2004)

New York: An lllustrated History by Ric Burns & James Sanders with Lisa Ades,
(New York: Alfred Knopf, 2003)

Show Time: A Chronology of Broadway and the Theatre from Its Beginnings to
the Present by Gene Brown (Macmillan, 1998)

The Timetables of American History, edited by Laurence Urdang (Touchstone,
2001)
WEB SITES

The official Times Square web site
www.timessquarenyc.org

What@® happening on Times Square right now? Check out the Times
Square web cam!
www.earthcam.com/usa/newyork/timessquare

Information on American Cultural history during the 1970s
http://kclibrary.nhmccd.edu/decade70.html
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REVIEW

1. Times Square was originally called:

a. Hollywood Square
b. Longacre Square
c. Trafalgar Square
d. Circle Square

2. Times Square got its name from:

a. The New York Times

b. The big clock over the Square

c. Time Magazine

d. The fact that you always have a good GimeCthere

3. Before working on A Chorus Line, Michael Bennett had gained fame
by working on the shows Company in 1970 and Follies in 1971 with
composer Stephen Sondheim and director Hal Prince. These were
shows based on ideas rather than simply relying on plot. These
types of shows were called:

a. ldea plays

b. Lightbulb entertainment
c. Concept Musicals

d. Mike® ShowsO

4. In 1907, this tradition started on Times Square:

a. Dropping the ball from One Times Square on New Years
b. Wearing green on St. Patrick@ Day

c. The Easter Parade

d. Wearing Masks on Halloween

5. This producer built the first theatre on Times Square:

a. Hal Prince

b. Cameron Mackintosh
c. David Merrick

d. Oscar Hammerstein
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THEATRE

“Ev’ry day Ror a week

we would try to Peel the motion
Feel the motion

down the hill.”

-Diana, Prom A Chorus Line

The jazz trumpeter Miles Davis once said, o not fear
mistakes. There are none.On shaping A Chorus Line,
Michael Bennett wanted the chance to fail, to make
mistakes. He knew that a show could be created from the
dancersGstories, but he was wary of the pressure of
Broadway. He took the show to Joseph Papp and the New
York Shakespeare Festival, with the idea that the
experimental atmosphere of Off-Broadway would be more
nurturing to this new project. A series of workshops allowed
Bennett, his creative team and the performers to craft the
show in a slower, more deliberate process. As composer
Marvin Hamlisch said, OTe beautiful thing about workshop
is, you try something out, it fails and you don®have to shoot
yourself. You just know that tomorrow you® try something
else out.OThis is an extraordinarily important concept for
young people to understand: the idea of brainstorming, trying
things out, and not being afraid to fail.
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INFO SHEET

THE PUBLIC THEATRE

After the initial session at Nicklaus Exercise center, there was another taping
session and individual interviews; hundreds of hours of tape were collected.

It was decided that Bennett would continue to develop the project. He was
determined that this project be developed in the slow, deliberate way it deserved.

He said, ®was used to having five weeks of rehearsal, four days of tech, two
weeks out-of-town, you move to New York, have previews and openEO All the
time looking at the clock, no time to experiment, no room for risk. But he felt the
stories on those tapes were too powerful, too important to work on in the usual
manner. He had to leave the pressure cooker atmosphere of Broadway and,
with his collaborators, create a new way to work. He took the tapes to Joseph
Papp and the New York Shakespeare Festival (also known as The Public
Theatre).

Papp had gained a reputation for fostering new works, for allowing artists the
freedom to fail. The British playwright David Hare wrote of how, after the opening
of one of Hare® plays at the Public, Papp read the bad review from The New
York Times out loud at the cast party, @iving passionate emphasis to every
dismissive phrase and lousy adjective. At the end of the reading, Joe put the
paper down, knowing he had just lost a million dollars. ®low that,Che said, @&
what | call a bad review.CHe then turned and looked at me. o, David, what do
you want to do in my theatre next?@

This kind of freedom was just what Bennett was looking for. Papp listened to
some of the tapes and heard the drama there: Ghe details of those tapes were
absolutely stunningEl t was one story after another in the most non-sentimental
way. No self-pity.OPapp offered to fund Bennett® project, to give him the space
and time to work. The workshops began during the summer of 1974, the dancers
and the creative team were paid $100 a week. Bennett said of the original cast,
On 1974, there wasn®other work. If there@ been work, they wouldn®have been
at the Shakespeare Festival for $100 a week. No one® that noble.O

Many of the dancers who had shared their stories in the talking sessions were
now in the workshop, but ironically, Bennett required almost every dancer who
had taken part in the sessions to audition for the new workshop. Many were
auditioning for GhemselvesOb characters based on their own taped stories and
conversations. Several did not make the cut. This was the first of two workshops
B the second workshop was held in January and February of 1975. Playwright
James Kirkwood came on to work with the original author, Nicholas Dante, in
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shaping the stories into a script. It was Dante® story of working at the Jewel Box
Revue that became Paul®@ monologue in A Chorus Line.

A Chorus Line began performances at the New York Shakespeare Festival
during the spring of 1975. After rapturous reviews and passionate word of mouth,
the show was moved to the Shubert Theatre on Broadway, where it played to
sold out crowds for fifteen years. The show closed on April 28, 1990, after 6,137
performances. It won nine Tony Awards and the Pulitzer Prize for drama.

Although tours of A Chorus Line took up much of his time, Michael Bennett
continued to direct and choreograph. His next musical, Ballroom (1978) was
unsuccessful, but in 1981, he again took Broadway by storm with the show
Dreamgirls. Based loosely on the story of the girl group The Supremes,
Dreamgirls was a major hit. It would prove to be Bennett® last Broadway show.
In 1983, he produced a spectacular reunion celebration when A Chorus Line
became the longest running musical in Broadway history (this title was eventually
taken by the show Cats, and, recently, The Phantom of the Opera). The
Broadway, touring, even the international casts all took part in this special show,
which finished with over 300 dancers taking part in the finale. Although
scheduled to take on various projects, his failing health prevented him from
directing. He died in 1987 from AIDS-related lymphoma.
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INFO SHEET
INTERVIEWS:

JOHN BREGLIO - PRODUCER

What is the job of the Producer?

The job of the producer is to concern yourself with just about every aspect of the
show, both the creative elements, and, of course, all of the business and financial
elements. When it comes to the artistic and creative elements, certainly you look
to your director, your choreographer and your writers to take the lead in
presenting the show in the best possible way from an artistic point of view. But
your job is to keep that collaboration together and working smoothly. There®
nobody else on the creative team whose responsibility it is to make sure that
everyone else is working in tandem. All the creative forces in the show need to
be working together, on time, in coordination with one another. And the person
who needs to be on top of that is the producer.

How were you involved with the original production of A Chorus Line in
19757

Well, Michael Bennett became one of my very first clients, in 1973. So | was his
lawyer at the time. Our firm was also counsel for the New York Shakespeare
Festival. So we not only represented Michael Bennett as his lawyer, but also the
Festival which became the show® co-producer.

As someone who was involved with the original production and now, of
course, greatly involved with this new production, how has the show
changed? How is this production different?

Well, from a producing point of view, everything is much more expensive! The
costs to run the show, to keep it going every week, are seven times more
expensive now. From the creative point of view, we are still doing the same show
when it comes to the book, music and lyrics. And we are fundamentally still
reproducing Michael Bennett® original direction and choreography. What has
changed is the cast. The cast is obviously new, very young, and the biggest and
most important change is that we®e looked for new actors to come in and
reinterpret these roles. They have shown us a wholly different way of looking at
each of these characters.
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Is there a difference in bringing the show to Broadway now?

We have a much healthier Broadway business today than we had in 1975. A
show like A Chorus Line has a great reputation, but that is very different from
1975 when Broadway was not very healthy, the city was in terrible shape, there
was a lot of crime, the economy was very bad. When A Chorus Line first opened
it was an unknown show, and it was a high-risk environment. The show opened
to great notices, it was a huge hit. This time, of course, we have a show that is
well known and we@ coming into an environment that is very welcoming. Having
said all that, every Broadway show is a high-risk investment. We hope it will be
successful, but it® always risky.

What can young people take away from A Chorus Line?

| think a young person can take away two lessons from A Chorus Line. The first
one is: try to be true to yourself and do what you truly believe will fulfill your life
and what you love. That takes a lot of honesty with yourself, it takes honesty
about what your strengths and weaknesses are.

The second lesson is that life is full of acceptance and rejection. Throughout your
entire life, you® going to be faced with that, whether it® being accepted or not
accepted to a school, or whether, when you get older, you get accepted or
rejected for a new job you®e always wanted. Acceptance and rejection is a part
of our lives.

These lessons don®have anything to do with being an actor or a dancer. What

those performers are going through is something that everybody goes through,
no matter what role they choose for themselves in life.
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INFO SHEET
INTERVIEWS:
NATASHA KATZ — LIGHTING DESIGNER

What is the job of a lighting designer?

The lighting designer tells you where to look, we emotionally sway what a scene
looks like, we can make you feel sad, we can make you feel happy. We can
make it a rainy day, we can make it a sunny day. We can create visceral feelings
that you make not be able to articulate, that you might not even realize you feel!
During a musical, we try to highlight what the music is doing. If there® a change
in tempo and feel to the music, the lighting also changes in tempo and feel. We
play the role of pulling a lot of the other elements together in order to make a
cohesive picture.

How do those elements work in A Chorus Line?

Well, for a lighting designer, A Chorus Line is different from any other show. It
was originally lit by Tharon Musser, and she got a Tony Award for her work. It@
considered an iconic lighting scheme. It® what all lighting designers hold their
work up against. Tharon has Alzheimer® B otherwise she would be in the
theatre, | wouldn®be there. So really, what I@ doing is more of an homage to
Tharon Musser than anything else. Tharon and Michael Bennett at the beginning
must have been like a hand and a glove that never separated. When you see the
show you realize that there isn®a moment in the show that isn®choreographed,
not only in dance, but in light. If somebody steps downstage, exactly at that
moment is when the lights change. Sometimes the lights change right in the
middle of somebody® thought. It® like a light switch has changed and all of a
sudden you@ in somebody® head.

Usually you think of lighting as painting with colors, but in A Chorus Line, the
lighting is sculpted, in that the lighting tells you exactly where to look at all times.
There can be thirty people on stage, but the lighting tells you to look at just one
person. It® like carving a big piece of marble Dthe black box of the stage.
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You mentioned painting, and | know that Ms. Musser was inspired by the
paintings of Piet Mondrian for the original lighting scheme b

There® another iconic lighting element that Tharon created. If there® any lighting
designer over the age of 40 who doesn®know about A Chorus Line® Mondrian
lights, then they®e been living in a bubble! They@e still in the show, and they look
like a Mondrian painting on stage! Then you put an actor inside of it, and one
actor is in a yellow box and another actor is in a blue box, and it@ an
extraordinary look.

What advice would you give to a young person who@® interested in
becoming a lighting designer?

| would say go to the theatre as much as you can. See as much as you can see. |
would also say do whatever you can in the theatre B act, do stage management,
set design Blearn it all! Because it all helps. Then go to as many museums as
you can, because you can see how light works in the paintings. Notice light all
the time.
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INFO SHEET
INTERVIEWS:

BOB AVIAN - DIRECTOR

What is the job of the director?

The director has to interpret the text and deliver it to the stage. He has to control
and collaborate with all the departments. He has to guide the actors to find their
roles. And he has to work hand-in-hand with the producer.

Can you describe how you guide the actors to their roles?

Well, there® an old clichZ that directing is really 90% casting, and it® true, it is
the most important part to find the right person for the role. You need to find
someone who you can communicate with, whom you have an understanding
with, who will take your guidance and help deliver the play. The director has to
see the whole piece; the actor usually only sees it from him or her self. The
director has to be able to see the big picture.

You were involved in the original Chorus Line, and so you know the
characters very well. How are these actors different from the original
actors, some of whom created the roles in the original workshop process?

That® true, and because they were involved in the original taping process, we
took the roles from them. They were the parts. Sometimes they were playing
another person@ story, but that person may have been just down the line. They
had a great familiarity with all the materials. We went with the talent and the
people we had in the room, because we were working Off-Broadway for no
money, and we didn®know what we had.

When you try to duplicate that show many years later, it® very difficult. | was
basically looking for, first off, just raw talent: people who could sing well, dance
well, and hopefully act. Then it narrows itself down. If they don®have the fiery
attitude of Diana or the gentleness of Maggie, then they@e just not good for those
roles. The show casts itself. You just keep eliminating down and down until you
see what you®e got. But | had certain people up for certain roles that | said, at
the last minute, let me see them in a different part, and they were much more
suited to those roles.
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The original show was about the role of the Broadway dancer and the
audition process. How has that changed?

| don®think it®@ any different at all. The audition process is exactly the same. The
performers in this production have the same type of childhood memories; they@e
talking about going to dancing school, about their school experiences, their
adolescent experiences.

What do you think young people can take away from A Chorus Line?

Well, | think they take away the same things that audiences got from it in 1975. |
think that when they see the show, they know that they@e not alone. | think they
know that when they hear these stories, they realize that the same things happen
to them, either in school, or at home, the same family troubles, embarrassments
at school. And those issues are totally the same; they@ about pain and love.
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INFO SHEET
INTERVIEWS:

BAAYORK LEE — CHOREOGRAPHY RE-STAGING

What is your job in this new production of A Chorus Line?

Well, | am a re-stager at this point, because Michael Bennett choreographed the
show. So my job is to recreate his original work.

You have been with the show since the beginning, the Oleeper of the
flameOfor the show over the years, directing the show in many places
around the country and around the world. Can you talk about that journey?

Well, | was assistant to the choreographers, both Michael Bennett and Bob
Avian. | was also the Dance Captain, which meant that | took care of the show
every single night, making sure that the choreography was intact. And so over
the years, Bennett gave me the opportunity to go around the world and bring the
show to different countries. My job was to maintain the integrity of the show. So
that when people walked into the theatre in Budapest or Vienna, they were
seeing A Chorus Line that was done on Broadway.

But being a dancer in another country means different things than it does here in
America. When you go to Stockholm, there are dancers, there are singers and
there are actors. There weren®any Griple threatsOP performers who can excel at
singing, dancing and acting together. We were the first to coin that term, Qriple
threat.0Going into Stockholm and those other countries, we had to start schools.
We had to start acting schools, give singing lessons.

How is the life of a gypsy dancer different today than in 1975?
| think the standards are much higher because you®@e required to do more. When
you were a dancer in a show in the 60s and late 70s, you danced! And then the

singers came out and sang. Then the leads did their roles. Now you@ standing
out there, and you are the star.
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What can young people take away from A Chorus Line?

First of all, commitment. When they see those dancers dance, they know that it
doesn®take just two minutes to learn their combinations. You®e got to stick to
what you believe in, and what you want. And loving what you do! You look at
those people on stage, and they@e in it for the long haul. No matter what® thrown
at them, they want to be in the business, they want to be in that show where
they@e just in the chorus, where everybody wears the same costumes. They
want to be in the theatre.

We place such a high premium on fame today, but it seems these people in
the show just want to work.

They just want to work. | think it® all about love B loving what you do. |®e gotten
so many letters saying, (You know, | saw the show and, believe it or not, I@
leaving my job! 1@n going to find something that I@ really love to do!OPeople
come to the show and they see our passion!

50



CAORUS LING s65uee

INFO SHEET

THE PERIAKTOI

Sometimes simplicity is the hardest thing to achieve in the theatre. The setting for
A Chorus Line is an empty Broadway stage, holding nothing except the actors
and their inner dreams and fears. It was vital that the performers be the center of
attention at all times.

In order to create this sense of raw honesty, the creators of A Chorus Line went
back thousands of years to use an ancient Greek theatrical device known as the
periaktos (the plural form is periaktoi, from the Greek for @evolvingQ. The
periaktos is a large isosceles triangle. Each of the three faces of the triangle is
painted with a different scene, so that, by quickly turning the periaktos, another
triangle face, or another scene, can be displayed to the audience. Usually a
series of periaktoi are placed together and turned at the same time. In A Chorus
Line, the periaktoi are covered with mirrors on one face, black fabric on another,
and the last face, used only in the finale, shows an art-deco sunrise.

You may see a similar device used on some modern billboards. By using the
periaktoi device, advertisers can use one billboard space to promote three
different products!

There is an honesty to A Chorus Line. Mirrors are a staple in rehearsal halls b
how else are actors to see themselves and hone their performances? But they
also allow no escape, no retreat from inner emotions and fears. Through A
Chorus Line® canny combination of lighting and set changes, the audience is
able to see every nuance of the charactersGstage lives, and inner lives. And, of
course, we@ not able to escape, either: from the very first moment of the show,
the huge mirrors show us, the audience, as well. We, too, are being judged. We,
too, are @n the line.O
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WORKSHEET

JOBS IN THE THEATRE

Theatre is the most collaborative of art forms; sometimes hundreds of people
work together to create the show for each performance. Match the theatre jobs
below with their appropriate descriptions.

1.

2.

COMPOSER

LYRICIST

. BOOK WRITER

. DIRECTOR

. ORCHESTRATOR

. CHOREOGRAPHER

. SET DESIGNER

. COSTUME DESIGNER

. LIGHTING DESIGNER

10. SOUND DESIGNER

11. GENERAL MANAGER

12. PRODUCER

13. AUDIENCE MEMBER

14. CRITIC

a)

b)

c)

d)

e)

f)

9)
h)

Creates the music for the show. Creates the overall sound of
the show

Writes the spoken words between the songs in the show

Writes the words to the songs. Works closely with the
composer to create the sound of the show

In charge of creating the overall atmosphere of the show; works
with the actors on the movements of the characters, or the
blocking. Works with the creative staff on the direction of nearly
every aspect of the show.

With the performers, creates the dancing and musical
movement of the show

Part architect, part artist, creates the physical world of the show
on stage

Designs the physical look of each character, from hats to shoes
Uses lighting instruments to light parts of the stage during the
show, creating different effects, such as the passing of time,
time of day, etc.

Uses amplification instruments and microphones to create the
aural world of the show

Using the work of the composer and lyricist as a foundation,
decides which instruments to use in creating the orchestral
sound of the show

Respectfully and intently watches and listens to the show
Expresses an opinion about the show, in print, on television,
radio or over the Internet. Explains why he or she came to that
conclusion

Controls the creation, finance and presentation of a theatrical
production

Has broad responsibility for the OlisinessGend of Ofiow
businessOpayroll, hiring, firing and maintenance
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WORKSHEET

EXPECTATION SHEET #1: WHAT DO YOU EXPECT?

What are you expecting when you see A Chorus Line? Before seeing the show,
write down five sentences describing what you expect to see. Save your
paragraph. After seeing the show, look over your paragraph. How have your
feelings changed? If so, what about the production changed your mind?
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WORKSHEET

EXPECTATION SHEET #2:
WHAT DOES THEATRE MEAN TO YOU?

To the characters in A Chorus Line, theatre means many things: passion, an
escape, a way to become famous, a way to make a living. What does theatre
mean to you? Before you see A Chorus Line, use the attitude rating scale below
to gauge how you feel about theatre. Look at your scale again after seeing the
show. How has your list changed?

AGREE DISAGREE

Theatre is exciting 1----2----3----4----5----6----7----8----9----10
Theatre is boring 1----2----3----4----5----6----7----8----9----10
Theatre is hard work 1----2----3----4----5----6----7----8----9----10
Theatre is easy 1----2----3----4----5----6----7----8----9----10
Theatre is exciting 1----2----3----4----5----6----7----8----9----10
Theatre is art 1----2----3----4----5----6----7 ----8----9----10
Theatre can make me

see the world differently 1----2----3----4----5----6----7----8----9----10
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ACTIVITY

Now it@ YOUR turn! (Part 2)

Using the tapes from your roundtable discussions, create your own workshop.
You will be using your own lives, your own stories as the foundation for a

play.

1. Transcribe the stories from the tapes.

2. Brainstorm a setting for your show. A Chorus Line is set in an empty theatre

during the auditions for a Broadway show. Since your stories are from students,

perhaps your show can be set in a school, but why would the characters tell their
stories? Is it the first day of classes? Before a big test? During a fire drill?

Do the stories suggest characters? Brainstorm characters for each story.

Once you have the characters in mind, write a short detailed paragraph for each

character.

5. How do your characters interact? Brainstorm dialogue between the characters
linking the larger stories.

6. In A Chorus Line, Zach, the director, initiates the action of the story. Is there
someone like Zach in your story, someone to keep the action moving forward? A
teacher or counselor, perhaps?

7. Finally, donOforget that the public monologues and dialogues in A Chorus Line
are only half the story: the audience also gets to hear and see the characters
inner lives, their fears and dreams. For each of your characters, write down three
secret hopes for the future, and three secret fears. Work these into your play.

W
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WORKSHEET

YOU ARE WHAT YOU WEAR

For a show like A Chorus Line, which is supposed to portray life in the @ealOworld, a
costume designer@® job is a challenging one. The characters in A Chorus Line are not
(except for the finale) wearing @ostumesOP they are supposed to be wearing comfortable
rehearsal clothes. So the costumes are supposed to look completely natural, but yet also
subtly convey aspects of the characters to the audience. As you are watching A Chorus Line,
note the charactersCcostumes Dtheir colors, layers, textures, patterns, how they hang on the
body. What insights do the costumes give you into the character?

COSTUME DESCRIPTION CHARACTER INSIGHTS

Zach

Larry

Don

Maggie

Mike

Connie

Greg

Cassie

Sheila

Bobby

Bebe

Judy

Richie

Al

Kristine

Val

Mark

Paul

Diana
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ACTIVITY

DIRECTORS WHO’S WHO

Michael Bennett was the director of the original production of A Chorus Line; Bob
Avian is the current director. A director is the creative leader of a theatrical
production, in charge of creating the overall atmosphere of the show; a director
works with the actors on the movements, emotions and motivations of the
characters, and works with the creative staff on the direction of nearly every
aspect of the show (uh oh! Now you have an answer to the quiz on page 52!).

Directors have greatly influenced the @irectionCof theatre® development. Break
your class or group into smaller groups and with your teammates choose a
director from the history of Broadway. Each group will research the lives,
achievements and innovations of the person you have chosen, and present a
brief report on their findings.

These reports, along with all photos, images, newspaper clippings, and anything
else you find on your subject, will be placed in one book, your Broadway
Directors Who© Who!

Here are some suggestions of possible additions to your book:

Harold Prince
George C. Wolfe
Julie Taymor
Peter Brook
Trevor Nunn
Mike Nichols
Gower Champion
Scott Ellis
James Lapine
Jerry Zaks
George Abbott
Lloyd Richards
Tommy Tune

(Note: some of these directors, like Michael Bennett, are also choreographers.
What is the choreographer@® job? How is it like the director?)
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GAME
AUDITION GAMES

Pretend you are holding auditions for a Broadway show, as Zach does in A
Chorus Line. Select one person in your class or group to be the director (if
necessary, she or he can have an assistant).

The director and her or his assistant should brainstorm 10 questions to ask the
auditioning performers. Remember, you are trying to find the right question to
discover if that performer is correct for your show. What are you looking for in a
performer? What are the best qualities for a performer, and what questions can
you ask that will reveal those qualities in the auditioning actors?

Now, the other members of your class or group will be the auditioning
performers. Stand in a line facing the director and answer his or her questions.
Choose some of the following ways in which you can answer:

1. Dramatic Adverbs: Choose an adverb and answer all the questions in
that mood. Can the director guess which adverb you are using?
Suggested adverbs: sadly, sweetly, angrily, crazily, excitedly, cheerfully,
awkwardly, joyously, loudly, suspiciously, gently, courageously,
obnoxiously, wearily, warmly, enthusiastically.

2. Occupations: Choose an occupation (other than a gypsy dancer!).
Answer the question as if you have that job. How would a teacher
answer? A construction worker? A marine biologist?

3. Fictional Characters: Choose a well-known fictional character. Answer
the director® questions in the voice and manner of that character.

4. Chorus Line characters: If you play this game after seeing A Chorus
Line, choose one of the characters from the musical, and answer the
director® question as that character would. What about Zach P perhaps
he could learn what it® like to be on the other end of the questions!
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DISCUSSION IDEAS

¥ From musicals like Gypsy to movies like The Red Shoes or All That Jazz,
we®e always loved to look behind the curtains and watch the life of the
theatre. Why are we so interested in how a show is put together? Why
are we attracted to backstage stories?

¥ The playwright David Hare wrote of A Chorus Line and Joseph Papp: @&\
Chorus Line, his most famous hit, was important to Joe for two different
reasons. It was his conviction that the best place for a radical to work was
in the mainstream. He had no interest in being overlooked on the fringe.
But just as important to Joe was the musical's political metaphor. A
Chorus Line was about America, and the people who wait to be picked
out.OResearch the life and career of Joseph Papp. Why was he important
to the development of American theatre during the last decades of the 20"
century?

¥ Michael Bennett asked lighting designer Tharon Musser to create an edgy
sharpness to the lighting plot, to mirror the evenness of the line the actors
form. Musser was stimulated by the paintings of the Dutch artist Piet
Mondrian. Look at these examples of Mondrian® work:
http://sunsite.nus.edu.sg/wm/paint/auth/mondrian/. As you watch A
Chorus Line, watch how Musser is inspired by Mondrian. How is the
lighting used to show us the difference between the charactersGnner
dreams and public lives?

¥ There® one character we never really hear from in A Chorus Line: the
theatre. An empty theatre can be scary or welcoming. If the theatre where
the auditions take place in A Chorus Line could speak, what do you think it
would say? When was it built? How many shows has it seen? How has it
seen Broadway change? How many hopeful young performers have
auditioned on its stage?
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REVIEW

1. Joseph Papp was the founder of the Public Theatre, also known as:
a. The New York Shaw Festival
b. The New York Groucho Festival
c. The New York Shakespeare Festival
d. The New York Hare Festival

2. To help shape the script for A Chorus Line, this playwright was
brought on:
a. Tennessee Williams
b. David Hare
c. James Kirkwood
d. David Mamet

3. The original production of A Chorus Line eventually ran:
a. 6, 137 performances
b. 5,458 performances
c. 3,900 performances
d. 9,789 performances

4. The ancient Greek theatrical device used in A Chorus Line is:
a. The Knossos
b. The Argos
c. The Periaktoi
d. The Thotheka

5. Original lighting designer Tharon Musser was inspired by the work of
this Dutch painter:
a. Rembrandt
b. Pieter van Laer
c. Jan Victers
d. Mondrian
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STANDARDS

Standards met:

¥

THEATRE: Understands the basic physical and chemical
properties of the technical aspects of theatre (e.g. light,
color, electricity, paint, makeup)

THEATRE: Understands production requirements for a
variety of dramatic texts from cultural and historical
perspectives

THEATRE: Improvises, writes, and refines scripts based on
personal experience and heritage, imagination, literature
and history

THEATRE: Conceptualizes and realizes artistic
interpretations for informal or formal productions
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RESOURCES

TEXTS

125 Years of Broadway by Hollis Alpert (Arcade Publishing, 1991)
Broadway by Brooks Atkinson (Macmillan Company, 1970)

At This Theatre by Louis Botto and Robert Viagas (Applause, 2002)

Our Musicals, Ourselves: A Social History of the American Musical Theater by
John Bush Jones (University Press of New England, 2002)

Joe Papp, An American Life by Helen Epstein (Da Capo Press, 1996)

WEB SITES

The Public Theatre website
www.publictheatre.org

Daily updates on Broadway news and openings
www.broadway.com

Information on Broadway Cares/Equity Fights AIDS
www.broadwaycares.org
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“All | ever needed
Was the music and the mirror
And a chance to dance For you”

-Cassie, Prom A Chorus Line

Composer Marvin Hamlisch and lyricist Edward
Kleban were brought on board to write the songs
connecting and embellishing the dancersO
stories. Along with the other members of the
creative team, Hamlisch and Kleban listened to
the dancersGstories on tape; they listened for the
story or the line that would translate well into
song. As Edward Kleban later said in A Chorus
Line and the Musicals of Michael Bennett by
Ken Mandelbaum, @very twenty or twenty-five
pages there would be something interesting to
the outside, and not just to the chorus gypsy.
Suddenly you discovered something like the
realization that ®can do that,Qhat that young
man could excel and have a special life if he
danced. There was a song.O
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INFO SHEET

Marvin Hamlisch (Composer)

He seemed to have been born for writing music. He entered Juilliard in 1951 at
the age of seven B the youngest to ever be accepted at that prestigious music
school. He had to wait a while B until he was 21 D to write his first hit song,
GBunshine, Lollipops, and RainbowsCfor the singer Lesley Gore. At the same
time, he was writing film scores, for movies like The Swimmer and early Woody
Allen films. In 1973, he became the first person to win three Academy Awards
for music in the same year, for the films The Sting and The Way We Were.
Along with A Chorus Line, he wrote the music for such musicals as They@e
Playing Our Song, Jean, Smile, and The Goodbye Girl. He has won all the major
American performing awards: The Emmy, Grammy, Oscar and Tony Awards.

Edward Kleban (Lyricist)

Edward Kleban went to school at the High School of Music and Art at Columbia
College Bthere he wrote music for the Variety Show of 1960, with a book by
playwright Terrance McNally. He became a record producer, but was always
hoping to become a song writer. He joined Lehman Engel's BMI Musical Theatre
Workshop, an interdisciplinary program designed to give new writers for the
musical theatre a place to learn their craft without pressure. The list of musical
theatre artists who have been a part of the Workshop is massive; it includes Alan
Menken (Beauty and the Beast, Little Shop of Horrors), Lynn Ahrens and Steven
Flaherty (Ragtime, Once on This Island), Robert Lopez and Jeff Marx (Avenue
Q), and Andrew Lippa (Jon and Jen). Kleban felt so strongly about the BMI
Workshop that he would take the completed songs from A Chorus Line to the
Workshop for feedback. Later on, in the 1980s, he would teach at the Workshop.
After A Chorus Line, Kleban® musical Gallery, for which he wrote the music and
lyrics, was workshopped at the Public Theatre (1980). He died in 1987. His will
stipulated a foundation be created in his name to grant awards to would-be
musical theatre creators. In 2001, A Class Act, a musical about Kleban@ life and
music, opened on Broadway.
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WORKSHEET

WHAT CAN MUSIC TELL US?

A Chorus Line is an example of musical theatre, which is, like jazz, a distinctly
American art form, with influences from all around the world. The essence of
musical theatre is the merging of song and story, where songs help to move the
story forward and let us know more about the characters. Use this chart to map
out what we learn about the characters through their songs, and how the songs
move the story forward:

CHARACTER SONG INSIGHTS
1. THE COMPANY OHOPE I GET ITO
2. MIKE @ CAN DO THATO
3. BOBBY, RICHIE, @ANDEO
VAL, JUDY
4. SHEILA, BEBE, @\T THE BALLET!O
MAGGIE
5. KRISTINE, AL GING!O

6. THE COMPANY )
MHELLO, TWELVE, HELLO THIRTEEN, HELLO LOVEO

7. DIANA NOTHINGO
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8. VAL MANCE: TEN; LOOKS: THREEO
9. CASSIE JHE MUSIC AND THE MIRRORO
10. THE COMPANY MNEO

11. DIANA QVHAT | DID FOR LOVEO

and COMPANY
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WORKSHEET

MUSIC DESCRIPTION CHART

Marvin Hamlisch wanted the music in A Chorus Line to match the driving force
and motion of the dancers. He said, Qe tried to make the music energetic, kind
of angular and very rhythmic.OBut @ngularGis a word you would usually use to
describe a solid object, one with sharp edges. How can a piece of music be
@ngular@ What do you think Hamlisch meant? Use the chart below as you are
listening to the music from A Chorus Line, either to the soundtrack or while you
are watching the show. Write down three describing words for each song. Hint:
try not to use words that refer to a statement of fact, i.e. @oudCor Goft.OWhat
you@e looking for are words that evoke the feeling behind the song. Does the
music evoke an emotion? Textures? Tastes? Smells?

SONGS DESCRIBING WORDS

1. DHOPE | GET ITO

2. ®CAN DO THATO

3. @NDEO

4. A\T THE BALLET!O

5. BING!O

6. ®ELLO, TWELVE, HELLO THIRTEEN, HELLO LOVEO
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7. OIOTHINGO

8. MANCE: TEN; LOOKS: THREEO

9. OHE MUSIC AND THE MIRRORO

10. @WNEO

11. QVHAT | DID FOR LOVEO

Now study this list and match it against the list on page 65. How do the
descriptive words you@e written for each song match what the songs tell us

about the characters?
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WORKSHEET

Now it@ YOUR turn! (PART 3)

Now that you®e created a play based on your taped stories, give it a music
score. Create a soundtrack for the story or play you®e created from your own
stories, using songs you listen to every day.

Remember that in musical theatre, the songs and the music give us insights into
the characters, and move the story forward. So you can®choose songs for your
stories just because you like them; the songs in your show need to bring us into
the charactersCheads.

As you@e choosing your songs, think about what the songs are about. Do they
tell a story, or just set a mood or emotion?

Use the chart below to match your stories with appropriate songs. For every song
choice, write a sentence describing why it was chosen, and write down one
describing word which evokes the feelings behind the song.

STORY SONG WHY? DESCRIBING WORD
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REVIEW

1. The theatre artist who writes the music for a musical is called:
a. the director
b. the composer
c. the general manager
d. the lyricist

2. Thetheatre artist who writes the words for the songs in a musical is
called:
a. the composer
b. the lyricist
c. the set designer
d. the @ypsyO

3. Edward Kleban was a member of this famous class:
a. the BMI Musical Theatre Workshop
b. the High School for the Performing Arts
c. the Queen® School of Business
d. Eton College

4. The influence this class had on Kleban probably helped to name the
2001 Broadway show about him called:
a. Smile
b. The School Revue
c. Class Act
d. Eton Forever

5. Marvin Hamlisch won an Oscar for this movie score:
a. Butch Cassidy and the Sundance Kid
b. The Sting
c. Star Wars
d. Meatballs
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GAMES

BLOG HUNT

Throughout the web site for A Chorus Line, youd find mini blogs written by the
gypsies from the new production of A Chorus Line. Just as the original dancers
who inspired the creation of the show tape recorded their stories, these
performers express their dreams, fears and ambitions in a new form of story-
sharing, the blog.

Search through the blogs on the Chorus Line web site to answer these

guestions:

1. Breaking her wrist when she was 10 years old made this gypsy realize
that she wanted to be a dancer:

2. This gypsy@ first job was in a commercial for United Airlines. She was
three years old:

3. This gypsy made his Broadway debut when he was 11 years old in the
show Gypsy with Tyne Daly:

4. When this gypsy was 12 years old, she walked into the middle of Times
Square and shouted, OHIS IS MY CITY Bl AM GOING TO BE HERE
ONE DAY!O

5. This gypsy started his career as a lawn mower, McDonalds worker, and a
vacuum salesman:

6. This gypsy has already been in A Chorus Line Bwhen he was fifteen
years old at the Pittsburgh Musical Theatre:

7. This gypsy started her Broadway career when she was eighteen years

old, in Cats:
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RESOURCES

TEXTS

Vocal Selections from A Chorus Line by James Kirkwood, Nicholas Dante,
Marvin Hamlisch and Edward Kleban (Edward H. Morris, 1975)

A Class Act: A Musical About Tony-Award Winning Songwriter Edward Kleban
By Edward Kleban (Hal Leonard, 2001)

WEB SITES

For more information on the BMI workshop:
http://www.bmi.com/musicaltheatre/lengel.asp

Learn more about the Kleban Foundation:
http://www.newdramatists.org/kleban award.htm
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STANDARDS

Standards met:

¥ MUSIC: Understands characteristics that cause various
musical works (e.g. from different genres, styles, historical
periods, composers) to be considered exemplary

¥ MUSIC: Classifies unfamiliar but representative aural
examples of music (e.g. by genre, style, historical period,
culture)

¥ MUSIC: Knows sources of American music genres (e.g.
swing, Broadway musical, rock), the evolution of these
genres, and the musicians associated with them
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DANCE

“STEP, KICK, KICK, LEAP,
KICK, TOUCH! AGAIN!”

- from A Chorus Line

Usually in musicals, dances were added after
the show was developed, almost like decoration.
But that wasn®what Bennett wanted for A
Chorus Line: he wanted the dance to be a part
of the characters. He wanted the dance to BE
the characters. In A Chorus Line and the
Musicals of Michael Bennett by Ken
Mandelbaum, Bob Avian comments, Michael
would always look for the opportunity to
redesign the number he was given, to take them
one step further from what was required of him
as choreographer, to make character pointseO

Bennett did not want to impose his own ideas on
the dancers, but wanted the dancing to emerge
from the characters. As he said, Ghe dancing in
this particular musical needed to come first,
because the dancing was the plot of the musical,
it wasn®something that could be done after the
fact.O
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WORKSHEET
THE SILENT DICTIONARY, PT. 1

The dance critic John Martin wrote about modern dance, with words that could
have easily described A Chorus Line: @it is not interested in spectacle, but in the
communication of emotional experience b intuitive perceptions, elusive truths B
which cannot be communicated in reason® terms or reduced to mere statements
of fact.OA Chorus Line avoids the spectacle of Broadway and instead allows the
dancers to use their bodies to tell the story. Dancers tell us stories through a
silent language of gesture and movement; in A Chorus Line, we come to know
the characters not only by what they say, but also by how they move. Create a
Mag of EmotionsOwrite down emotions on small pieces of paper and put the
slips in a bag. Each person in your class or group will reach into the bag, pull out
an emotion, and silently convey that emotion to the rest of the group, the
@wdience.OThe @udienceGhas two jobs: guess what emotion is being portrayed,
and, once someone has guessed, write down descriptions of how they convey
the emotions; do they use gestures, expressions or abstract movements?

GESTURE EXPRESSION MOVEMENT

Joy

Sadness

Love

Fear

Confusion

Anger

Excitement

Trust

Disgust

Hope

Courage

Contempt

75



[l CAORUS LINE

Surprise
Grief
Rage
Triumph
Hate
Jealousy
Shame
Loneliness
Dread

Relief

Student
Study Guide
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WORKSHEET
THE SILENT DICTIONARY, PT. 2

Certain performers, such as dancers, clowns, and silent movie actors, convey
emotions and tell whole stories without words. Watch a series of GilentO
performances on video or DVD (see Resources section for a list of possible
films). As you watch, recreate the exercise you did with the ®ag of Emotions®
this time, write down the performer, the emotion he or she is trying to convey and
the gestures, expressions or movements they use to tell the story.

PERFORMER EMOTION GESTURE/EXPRESSION/MOVEMENT
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WORKSHEET
THE SILENT DICTIONARY, PT. 3

Now use what you have learned about dance and gesture when you see A
Chorus Line. Of course, A Chorus Line uses words, music and song, but what
about its silent language? While you are watching the show, see if you can
pinpoint the gestures, expressions or movement that the actors use to give us
insights about their characters. Write down the moment in the story you notice,
the emotion you think the dancer is trying to convey, and the gesture/expression
or movement they use to convey it.

MOMENT EMOTION GESTURE/EXPRESSION/MOVEMENT

Zach

Larry

Don

Maggie

Mike

Connie

Greg

Cassie

Sheila

Bobby

Bebe

Judy

Richie

Al

Kristine
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Val

Mark

Paul

Diana

Focus especially on Cassie® longer dance for OThe Music and the
MirrorO- as you®e watching, see if you can isolate some gestures and
movements that express her inner feelings. How can dance be a solace to
anger or grief?
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WORKSHEET

Now it@ YOUR turn! (PART 4)

You®e created a play based on your taped stories, and given it a soundtrack.
What about movement and dance? Using what you®e learned in the Silent
Dictionary exercises, single out stories from your play, or moments within the
stories, to translate into your silent language. Use the chart below to discover
moments in your stories that would translate well to dance. What emotion are
you trying to convey with the story? How can you translate that into dance or
movement? The emphasis here is not on intricate techniques of formal dance;
you@e simply using your body to silently convey the emotions and ideas behind
your story to the audience.

STORY MOMENT EMOTION GESTURE/EXPRESSION/MOVEMENT
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ACTIVITY
CHOREOGRAPHERS WHO’S WHO

“| use dancing to embellish,
extend or enlarge upon an
existing emotion.”

- Gower Champion

A choreographer is someone who creates dances, shaping the dancersO
movements through space (uh oh! Now you have an answer to the quiz on page
52!).

Break your class or group into smaller groups and with your teammates choose a
choreographer from the history of Broadway. Each group will research the lives,
achievements and innovations of the person you have chosen, and present a
brief report on their findings.

These reports, along with all photos, images, newspaper clippings, and anything
else you find on your subject, will be placed in one book, your Broadway
Choreographers Who@® Who!

Here are some suggestions of possible additions to your book:

Onna White
Agnes de Mille
Susan Stroman
Bob Fosse
Wayne Cilento
Jerome Robbins
Rob Marshall
Graciela Danielle
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GAME

CATEGORIES

Theatre
jobs:

Broadway
theatres:

New York
City

landmarks:

Chorus Line
Characters:

Chorus Line
Actors:

Copy the worksheet above for each member of your class or group. For each
category on the left, write down as many members of that category that begin
with each letter in the word DANCE. Players score points for each word that no
other player has written, or one point for each of the players who have not gotten
the same word. In other words, if 20 people play, but only one person thinks of A
Chorus Line character that begins with C, that person gets 19 points. Obviously,
this game can be played with different words and different categories.
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STANDARDS

Standards met:

¥ DANCE: Understands how movement choices are used to
communicate abstract ideas and themes in dance

¥ DANCE: Understands how interpretation of dance can be
influenced by personal experience

¥ DANCE: Understands the difference between pantomiming
and abstracting a gesture
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RESOURCES

TEXTS
So You Want to Dance on Broadway by Tina Paul (Heinemann Drama, 2003)

The Dance Makers: Conversations with American Choreographers by Elinor
Rogisin (Walker & Company, 1980)

VIDEOS
Ballet Concert '06 (TdK Video, 2006)

The Movies Begin - A Treasury of Early Cinema, 1894-1913 (Kino, 2002)

WEB SITES

For a list and description of common dance injuries, click here:
http://www.med.nyu.edu/hjd/harkness/patients/injuries/

For an article on dance injuries sustained by Mikhail Baryshnikov
http://www.villagevoice.com/news/0340,mattingly,47447,1.html
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ANSWERS

FILL IN OTHE LINEO: Samuel Beckett, Elmer Rice, Clifford Odets, Woody Allen,
Christopher Durang, Wendy Wasserstein, Arthur Miller, Sidney Kingsley. And the
street where gypsies long to dance? BROADWAY, of course!

English/Language Arts Review:a, ¢, d, b, a

BROADWAY JUMBLE: Al Hirschfeld, American Airlines, Belasco, Biltmore,
Broadhurst, Brooks Atkinson, Barrymore, Helen Hayes, Imperial, Longacre,
Lyceum, Marquis, Music Box, New Amsterdam, Palace, Shubert, Studio 54,
Ambassador, August Wilson, Bernard Jacobs, Booth, Broadway, Cadillac Winter
Garden, Cort, Eugene O®leill, Gershwin, Hilton, John Golden, Gerald
Schoenfeld, Lunt-Fontanne, Majestic, Minskoff, Nederlander, Neil Simon,
Richard Rodgers, St. James, Vivian Beaumont, Walter Kerr

Social Studies Review: b, a, c, a, d

JOBS IN THE THEATRE:
a

oQ "o TO

PERERBPBOONOOAWNE

A OWNREFE O

o
.Nn
.m
N
A

Theatre Review: c, ¢, a, ¢, d

Music Review: b, b, a, ¢, b
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BLOG HUNT:

NoURWNE

Natalie Cortez
Alisan Porter

Tony Yazbeck
Chryssie Whitehead
Brad Anderson

Paul Mcgill
Charlotte d@mboise
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WRITER OF THE STUDY GUIDE FOR A CHORUS LINE

Peter Royston

A writer and a teaching artist, Peter Royston has worked in various capacities to bridge
the gap between the entertainment industry and the educational community. As the co-
founder and co-director of Theatre DirectOsducational program, Broadway Classroom,
Peter helped to bring thousands of students to Broadway, to experience b and learn
from - the history, grandeur, and just plain fun of live theatre.

Peter Royston is the author of over 40 study guides for Broadway, Off-Broadway, touring
and regional productions, including The Phantom of the Opera, Miss Saigon (co-author),
Les Miserables (co-author), Sunset Boulevard, Rent, Forever Tango, The Last Night of
Ballyhoo, The Scarlet Pimpernel, The Lion King, The Diary of Anne Frank (co-author),
The Civil War, Swan Lake, Martin Guerre, Annie Get Your Gun, A Moon for the
Misbegotten, Riverdance, The Rhythm Club, Picasso At the Lapin Agile, Magic On
Broadway, Jam On The Groove, Mindgames, Gross Indecency, A Chorus Line,
Gumboots, Saturday Night Fever, The Adventures of Tom Sawyer, King Hedley I, A
Christmas Carol at Madison Square Garden, Thoroughly Modern Millie, Mamma Mia
(co-author), The Exonerated, Like Jazz (Mark Taper Forum), Topdog/Underdog (Mark
Taper Forum), the 2004 Dallas Summer Musicals season, Little Shop of Horrors
(Ahmanson Theatre), Nothing But the Truth (Mark Taper Forum), A Perfect Wedding
(Kirk Douglas Theatre), Play Without Words (Ahmanson Theatre), All Wear Bowlers
(Ahmanson Theatre), The Drowsy Chaperone (Ahmanson Theatre), On the Record,
Dancing On Common Ground, Chitty Chitty Bang Bang All Shook Up, Lennon, The
Black Rider (Ahmanson Theatre), Curtains (Ahmanson Theatre), and Lestat.

He is the creator of the award-winning study guide and educational program for the 2004
Broadway production of Sly Fox, by Larry Gelbart, which brought together the disparate
worlds of the educational community, Broadway theatre, and the Museum of Cartoon
and Comic Art (MOCCA).

A contributor to Center Stage, Stagebill, Equity News, and American Theatre
Magazines, Peter is the author of the special timeline/history of ActorsCEquity, created
for the Union®90™ anniversary in 2003.

Peter was a contributing writer to the upcoming New York City Department of Education
Blueprint for Theatre Educators.

Peter writes the monthly OMlage ArtsOcolumn for WestchesterOdHudson Independent
newspaper. He is a member of the League of American Theatres and Producers, and a
licensed New York City Walking Tour Guide.
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