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ROGER WAGNER ON BROADWAY! 

ROGER WAGNER, Conductor 
JEANNINE WAGNER, Assistant Conductor 
CELESTE TAVERA, Soprano 
LESLIE RICHARDS, Mezzo-Soprano 
STEPHEN AMERSON, Tenor 
RODNEY GILFRY, Baritone 
ENDRE GRANAT, Concertmaster 

STEPHANIE and EFREM ZIMBALIST, JR., Narrators 

RODGERS AND HAMMERSTEIN 

STATE FAIR 

It's A Grand Night For Singing 

CAROUSEL 

June Is Bustin' Out All Over 
If I Loved You 
Mister Snow 
You'll Never Walk Alone 

SOUTH PACIFIC 

Younger Than Springtime 
Wonderful Guy 
Some Enchanted Evening 
There is Nothing Like A Dame 

THE SOUND OF MUSIC 

Climb Every Mountain 
Do-Re-Mi 
The Sound Of Music 

OKLAHOMA! 

Oh, What A Beautiful Morning! 
The Surrey With The Fringe On Top 
People Will Say We're In Love 
Oklahoma! 

Miss Richards, Mr. Gilfry, Chorale 

Miss Richards, Chorale 
Mr. Amerson 

Miss Tavera 
Miss Richards, Chorale 

Mr. Amerson 
Miss Tavera 

Mr. Gilfry 
Men of the Chorale 

Miss Richards 
Chorale 

Miss Tavera 

Mr. Amerson 
Mr. Gilfry 

Miss Tavera, Mr. Amerson 
Entire Ensemble 

INTERMISSION 
(Continued on page L-2) 

L-1 



L-2 

LERNER AND LOEWE 

CAMELOT 
Camelot 
If Ever I Would Leave You 

PAINT YOUR WAGON 

I Talk To The Trees 
They Call The Wind Maria 

GIGI 

Mr. Gilfry, Chorale 
Mr. Amerson 

Miss Tavera, Mr. Amerson 
Mr. Gilfry, Chorale 

The Night They Invented Champagne 
Gigi 

Chorale 
Mr. Gilfry, Chorale 

BRIGADOON 

The Heather On The Hill 
111 Go home To Bonnie Jean 
It's Almost Like Being In Love 

MY FAIR LADY 

Wouldn't It Be Loverly? 
With A Little Bit Of Luck 
The Rain In Spain 
I Could Have Danced All Night 
On The Street Where You Live 
I've Grown Accustomed To Her Face 
I Could Have Danced All Night 

Miss Tavera, Mr. Gilfry 
Mr. Amerson, Chorale 

Miss Richards, Mr. Gilfry 

Miss Tavera, Chorale 
Mr. Gilfry, Chorale 

Miss Richards, Mr. Amerson, Mr. Gilfry 
Miss Richards 
Mr. Amerson 

Mr. Gilfry 
Entire Ensemble 

The Los Angeles Master Chorale is a member of the Association of Professional Vocal Ensem­
bles, APVE. 

The Los Angeles Master Chorale Association sponsors the Los Angeles Master Chorale and 
Sinfonia Orchestra. It does this through the generosity of its volunteer Board of Directors and 
all those who contribute to The Music Center Unified Fund of the Performing Arts Council. 
The Association's volunteer affiliate committees provide substantial support for its activities. 
These concerts are made possible, in part, through the sponsorship of the Los Angeles County 
Board of Supervisors and the Los Angeles County Music and Performing Arts Commission, 
and through grants from the Cultural Affairs Department of the City of Los Angeles, the National 
Endowment for the Arts, and the California Arts Council. 

Latecomers will not be seated until the first convenient pause in the performance. /Invited guests are welcome backstage after 
the performance; use performers' entrances: Grand Ave. side of Plaza for Pavilion, comer of Temple & Grand for Ahmanson, 
and rear of theatre for Forum. I Use of tape recorders and/or cameras prohibited in auditorium. I Your use of a ticket consti­
tutes acknowledgement of willingness to appear in photographs taken in public areas of The Music Center and releases The 
Music Center Operating Co., its lessees and all others from liability resulting from use of such photograph. I Programs and 
artists subject to change. I Patrons cannot be paged during a performance. Individuals expecting emergency calls must leave 
their seat numbers with the House Manager. 



PROGRAM NOTES 
By 

Richard H. Trame, S.J., Ph.D. 

This evening's concert brings together 
ever fresh excerpts from the brilliant 
musicals of two of the most popular and 
successful collaborating associates in the 
history of American musical theater, 
Rodgers and Hammerstein, and Lerner 
and Loewe. While everyone finds these 
engaging songs and choruses readily 
familiar, it is their intrinsic artistic qual­
ity and inspiration which insure their 
perennial freshness. 

The musicals of Rodgers and Hammer­
stein and of Lerner and Loewe mark the 
culmination of a long evolution in Ameri­
can Musical Theater. Such theater finds 
its roots in Ballad opera imported from 
England. It became very popular during 
the 18th century in the Colonies. The first 
native theatrical product in the United 
States, however, emerged in the early 
1800's as the "burlesque:' Burlesque here 
meant a production which parodied and 
caricatured existing and accepted works 
of serious intent. In 1828 John Poole 
produced a popular burlesque on 
Shakespeare's Hamlet. This theatrical style 
then evolved as a contributing factor to 
the popular Minstrel Show of Civil War 
days. The closing act or revue of such 
shows parodied the first two portions of 
the production. 

Beside ballad opera, burlesque, and 
minstrel show, entertainment theater fur­
ther developed the "extravaganza" shortly 
after the Civil War. Here the formative ele­
ments noted above received a quite exag­
gerated and caricatural treatment. By 1866 
the extravaganza Black Crook fore­
shadowed in its successful production 
some of the standard procedures of later 
musical stage productions. Black Crook 
introduced techniques such as the use of 
chorus girls in pink tights, or clothed in 
diaphanous costumes, stunning stage 
effects, spectacle, and flamboyant dance 
sequences. 

Up until 1930, the American operetta 
flourished, particularly those of Victor 
Herbert, Rudolf Friml and Sigmund 
Romberg, to mention only the most suc­
cessful. During their extended period of 
popularity, however, the American 
operetta exhibited a distinctly European 
personality. The musical score, the 
instrumentation, and the story often 
reflected Nineteenth Century cultural 
models. 

The next step in the evolution of Ameri­
can Musical Theater involved the trans­
formation of this operetta form into a 
viable medium endowed with a plot and 
music of distinctly American spirit, verve, 
drive, and locale. The transition of a quar­
ter of a century from a success such as 
The Student Prince (1924) to South Pacific 
(1949) or The Most Happy Fe/la (1956) 
involved a transformation from highly 

Richard Rodgers 

romanticized subject matter redolent of a 
disappearing culture to more American 
subject matter incorporating native 
American musical influences such as rag­
time and jazz. 

The ongoing trend toward a greater 
integration of a cohesive plot with seri­
ous character delineation and adroit 
musical scoring found mature expression 
in Jerome Kern's and Oscar Hammer­
stein's Show Boat (1927). The explosion of 
Broadway musicals which commenced 
with Rodgers and Hammerstein's Okla­
homa! (1943) quickly established the 
American Musical as a recognized and 
accepted international art form, an art 
form approaching genuine operatic 
characteristics. The "Musical Play" had at 
last achieved a close integration between 
a plot, now often serious and human, 
and the musical and spectacular elements 
of the show. 

Selections from four musicals of each 
of the famed teams constitute this even­
ing's repertoire of solos, duets, and cho-

Oscar Hammerstein 

ruses. Their eight initial production dates 
range amazingly over a seventeen-year 
period from the earliest, Oklahoma! (1943), 
thru Camelot in 1960. Included also are 
songs from the 1945 Rodgers and Ham­
merstein movie State Fair and the 1958 
Lerner and Loewe movie Gigi. 

State Fair was originally produced by 
Fox in 1933 featuring Will Rogers and 
Janet Gaynor. Based on a novel of Phil 
Stong dealing with an Iowa family's visit 
to the Fair, Oscar Hammerstein elabo­
rated the musical version and lyrics set 
by Rodgers. Of its two most popular 
songs, "It Might as Well be Spring;' a solo 
for heroine Margy, received top critical 
honors. "It's a Grand Night for Singing" 
for Emily and the Ensemble was likewise 
applauded. 

Oklahoma! ran for a previously unprece­
dented 2212 performances between 
March 31, 1943 and May 29, 1948. Mark­
ing the first collaboration of Rodgers and 
Hammerstein this musical version of 
Lynn Rigg's novel Green Grow the Lilacs 
exploded on the Broadway scene offering 
an almost totally new approach to the 
musical. Reviews, uniformly laudatory, 
reflected its enthusiastic audience accep­
tance and forcast innumerable produc­
tions to come on amateur and 
professional stages and in cinema all over 
the world. 

M-G-M initally rejected the dramatic 
possiblities in a work derived from James 
Michener's "Our Heroine;' one of his Tales 
of the South Pacific. Joshua Logan had real­
ized its potential for a stage musical. In 
producing South Pacific's book, he enjoyed 
the lyrical genius of Hammerstein. The 
successful production commenced April 
7, 1949, starring the great opera baritone, 
Ezio Pinza, and the beloved Mary Mar­
tin. Its stunning success earned for it a 
Pulitzer Prize in 1950, the second Musi­
cal so honored. Until My Fair Lady, South 
Pacific grossed the highest box office 
receipts ever. Stanley Green in his The 
World of Musical Comedy notes: "The skill 
with which the action flowed from the 
music just as smoothly as the music 
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Alan Jay Lerner & Frederick Loewe 

flowed from the action prompted some 
music critics to liken Rodgers' technique 
to that of an operatic composer. Moreo­
ver, the authors created each song to fit 
perfectly with the occasion and the 
character singing it. 

The "wholesome" Sound of Music 
marked somewhat of a throw-back to the 
style of a Sigmund Romberg operetta. Its 
Old-World atmosphere rose out of Maria 
Augusta Trapp's book, The Trapp Family 
Singers, a group which had captivated the 
European and American world with its 
widely acclaimed and artistic choral con­
certs. The family-oriented atmosphere of 
its music was "filled with that glow and 
radiance, that warmth of heart, that gen­
tleness and sweet sentimentality that we 
have long come to associate with Rodgers 
and Hammerstein:' Sound of Music was 
the last of Oscar Hammerstein's librettos. 
He died on August 23, 1960 while this 
musical continued its resounding success 
from November 6, 1959 until June 15, 1963. 

Carousel had followed immediately after 
Oklahoma! utilizing most of that produc­
tion's staff. Based on an Americanized 
version of the Hungarian Ferenc Molnar's 
tragic play Liliom, it opened on April 19, 
1945 at the Majestic Theater, across the 
street from the St. James Theater where 
Oklahoma! concurrently flourished. 
Generally praised, Carousel did not 
receive the enthusiastic plaudits its 
predecessor had garnered, though the 
numbers sung in this evening's concert 
were singled out for praise by the critics. 

Brigadoon occupied for the Lerner and 
Loewe collaboration a similar initial suc­
cess which Oklahoma! had achieved for 
Rodgers and Hammerstein. After several 
previous attempts, the team here scored 
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their first hit. Opening on March 13, 1947 
at the Ziegfield Theater it ran for 581 per­
formances, while in England it saw 685. 
Brigadoon, the story of love in a small Scot­
tish highland town which was roused to 
life once a century has sustained its 
popularity as a favorite production for col­
legiate and high school theatrical 
endeavors. "The production won praise;' 
says Stanley Green, "for its atmospheric 
charm and its choreography by Agnes De 
Mille (including a sword dance, a chase 
through the forest and a funeral dance.)" 

Paint Your Wagon followed Brigadoon in 
1951. Its production staff was almost the 
same as for the initial production. But it 
achieved only half the number of perfor­
mances. Walter Kerr's critique summa­
rized the musical's impact. "Writing an 
integrated musical comedy- where peo­
ple are believable and the songs are logi­
cally introduced-is no excuse for not 
being funny from time to time. But the 
librettist of Paint Your Wagon seems to be 
more interested in the authenticity of his 
background than in the joy of his 
audience:' 

Lerner and Loewe next scored a 
tremendously smashing hit with My Fair 
Lndy. That Lerner could attempt an adap­
tation of George Bernard Shaw's "perfect 
work;" Pygmalion could occur only after 
Shaw's death in 1945. The Hungarian 
playwright Gabriel Pascal had alerted 
Lerner to the possibilities of such a trans­
formation. Earlier on when Shaw had 
been approached by Pascal for permission 
to make an adaptation, he indignantly 
pointed to the music intrinsic to the 
words of his play and suggested that one 
might just as well try to improve on 
Mozart's Cosi ftm tutte. One wonders how 

that old and salty dramatist and music 
critic would have in fact related to the 
verve of My Fair Lndy. Lerner had antici­
pated in Pascal's suggestion a significant 
problem on "how to enlarge the play into 
a big musical without hurting its content. 
It was a big surprise- we hardly had to 
enlarge the plot at all. We just added what 
Shaw had happening off stage:' My Fair 
Lndy, a masterly artistic stroke and a ring­
ing financial success counted 2717 Ameri­
can performances on Broadway and 
almost 2300 in Drury Lane in London. 
With its scintillating variety of memora­
ble tunes, this musical lifted the names 
of Lerner and Loewe to rival in fame those 
of Rodgers and Hammerstein. 

In the interval between the premiere of 
My Fair Lndy on March 3, 1955 and that 
of Camelot in December, 1960, they 
produced in 1958 the music for the ten­
der and whimsical movie Gigi, starring 
Leslie Caron. 

Camelot, based on T.H. White's The Once 
and Future King, proved to be Lerner and 
Loewe's last collaboration. It almost failed, 
compared as it inevitably was with My 
Fair Lndy. Plagued intially with high 
production costs and the delaying illness 
of both Lerner and the producer Hart, 
Camelot, after judicious overhauling, 
rewriting, and shortening, enjoyed 
almost 900 performances. Nevertheless it 
failed to capture the spontaneous accep­
tance of its forerunner and only gradu­
ally managed to catch on. Lerner himself 
summarized its fate in 1961. "In the jar­
gon of Times Square a play that comes 
unheralded to Broadway and becomes a 
success is known as a 'sleeper'. Camelot 
was a 'waker'; exhausting, infuriating, 
unraveling at times; but now, twelve 
months later, gratifying indeed:' 

WS ANGELES MASTER CHORALE 

SOPRANO 

Samela Aird 
Sally Anderson 
Kathryn Breidenthal 
Jeanne Davenport 
Annie Kim 
Rae McDonald 
Rebecca Martin 
Nancy Von Oeyen 
Donna Ulmer 
Linda Williams 

ALTO 

Kimberly Bernhardt 
Mar}' Hmshaw 
Carole Keiser 
Vivian Miller 
Nancy OBrien 
Carol Reich 
Susan Rheingans 
Lori Turner 
Jeannine Wagner 
Hanan Yaquo 

TENOR 

G. Brooks Arnold 
Casey Criste 
James Daugherty 
Jody Goligntly 
Robert Gurnee 
Tim Johnson 
Kirk Lamb 
Donald Martin 
Maurice Staples 
Scott Whitaker 

BASS 

Mark Beasom 
Kevin Dalbey 
Paul Hinshaw 
Tony Katics 
Craig Kingsbury 
Kenneth Knight 
David Kress 
William Struebing 
Don Whitsitt 
Burton York 


