
VA."LAL,,L b eg





V
O
R
 T
H
E
 F
IR
ST
 T
I
M
E
 O
N
 D
V
D

1.
Co
mm
em
or
at
iv
e 
80
th
 A
nn
iv
er
sa
ry
 E
di
ti
on

o 
th
e 
Le
ge
nd
ar
y 
La
nd
ma
rk
 i
n 
Mo
vi
e 
Hi
st
or
Y.

Ho
ur
s 
of
 E
xt
ra
s

Re
st
or
ed
 a
nd
 R
em
as
te
re
d 

Mo
vi
e

Fe
at
ur
e-
Le
ng
th
 D
oc
um
en
ta
ry

Da
wn
 o
f S

ou
nd
: H

ow
 t
he
 M
ov
ie
s

Le
ar
ne
d 
to
 T
al
k

Vi
ta
ph
on
e 
Sh
or
t 
Su
bj
ec
ts
: 
Ov
er
 3'

/2
Ho
ur
s 
of
 R
ar
e 
Pr
og
ra
ms
 a
nd
 m
or
e!

—
Co
ll
ec
to
r'
s 
Bo
nu
s

Ph
ot
o 
Ca
rd
s +
16

-P
ag
e 
Bo
ok
le
t

ith
 V
in
ta
ge
 D
oc
um
en
t 
Re
pr
od
uc
ti
on
s +

DV
D 

Fe
at
ur
es
 G
ui
de
 a
nd
 m
or
e!

Vi
ew
 t
he
 C
om
pl
et
e 
Co
nt
en
ts

at
 w
ar
ne
rv
id
eo
.c
or
a

e
i R
t.'
s 
Ti
tl
e 
Is
 N
ot
 R
at
ed
. 
Sp
ec
ia
l 
Fe
at
ur
es
 A
re
 N
ot
 R
at
ed
 a
nd
 M
a
y
 N
ot
 B
e 
S
D
H
.

2
0
0
7
 T
ur
ne
r 
En
te
rt
ai
nm
en
t 
Co
. 
an
d 
Wa
rn
er
 B
ro
s.
 E
nt
er
ta
in
me
nt
 I
nc
. 
Al
l 
ri
gh
ts
 r
es
er
ve
d.

O
w
n
 I
t 
N
o
w

w
h
y
d
v
d
-
c
o
l
l
e
c
t
i
o
n
s
.
c
o
m
 

S
O
H

I
L
A
N
t
 
1
,
1
1
1
0
 
\
 M
I
N
T
 
0



FI
C 
TW

OS
OM

E!
CA

L 
HI
TS
 F
OR

 T
HE
 F
IR

ST
 T
IM

E 
O
N
 D
VD

!

UL
TI
MA
TE

CO
LL

EC
TO

R'
S

ED
IT

IO
N

rm
s 
•
 S
tr
ik
e 
U
p
 t
he
 B
an
d 
•
 B
a 

es
 o
n 
Br
oa
dw
ay
 •
 G
ir

l 
Cr

az
y

PL
US

!
2.
5 
Ho

ur
 B
on

us
 D
is
c 
•
 
2
0
 B
eh

in
d -

th
e -
Sc
en
es
 P
ho
to
s

De
lu
xe
 C
ol

le
ct

or
's

 B
oo

kl
et

W
A
P
N
E
R
 H
O
M
E
 V
I
D
E
O
 

l
M
i
s
e
r
 E
i
l
l
e
<
O
,
 O
i
t
i
o

Ne
w

MI
CK

EY
 R
OO

NE
Y'

O
n -

Sc
re

en
 I
nt

ro
du

ct
io

ns
!

In
cl

ud
es

TH
E 
JU

DY
 G
AR

LA
ND

S
O
N
G
B
O
O
K

Ov
er
 2
0
 o
f 
He

r 
Mo

st
Un

fo
rg

et
ta

bl
e 
So

ng
s!

z
4
3
 

SD
H

T
U
R
N
.
 E
N
T
E
R
T
A
I
N
M
I
,
I
C
O
.

O
W
N
 I

T 
N
O
W
!

wh
yd
vd
-c
ol
le
ct
io
ns
.c
om

Th
es
e 

Ti
tl
es
 A
re

 N
ot
 M
PA
A-
Ra
te
d 

Bo
nu
s 
Ma
te
ri
al
 N
ot
 M
PA

A-
Ra

te
d 
Sr
 S
DH
.

©
 2
00

7 
Tu
rn
er
 E
nt

er
ta

in
me

nt
 C
o 

an
d 
Wa

rn
er

 B
ro
s 

En
te

rt
ai

nm
en

t 
In
c 

Al
l 
li
gh
ts
 r
es
er
ve
d.

O
C
I
 I 
D
O
L
B
Y

D
I
G
I
T
A
L



©2007 American Express Company. Terms, conditions and restrictions apply.



Cardmember

Member Since  001 

. 
'Occupation  Si19Q

e. 
WS 

-41 findwles 

Proudest accomplishment  .661,

Perfect day. ..Laux9i.u.0.,71:4.4A,A. 0.14.ci:4g/Datj. tit/1414..1'N\ at. C6 noubteQ
041/1A2-petpk_Tiotf,e2

Most unusual gift')  SYU-C[4-Ci ?P.O\t Ctkle:ra  Fpac-es

Recent impulse buy ...

Retail therapy

aatne,.CC.frIUMV2.-12T410fla tOftcp

Owl° 61),1) 1-tex4 eiht sp2.4,1000

.1AYA-B .CAT. --249.3)1€42. akti:130(016611Lareg

Can't shop without a4/.1-ki.C4A EXP:rac. : ... Roth
:FA betIce,0 ca006.

My card .. ......... Iq%( .t<QJib

ARE YOU A CARDMEMBER?"

anzerictinexpre,.o.com lo join



AISLE

Railing and Rallying: Fathers & Sons, Brothers & Sisters

hat's The Homecoming
without an Ian on
board? HAROLD PINTER's

darkly cryptic rewrite of "My

Three Sons"-with-a-woman-in-

the-house won Tonys for PAUL

ROGERS as the seedy patriarch,

Max, and IAN HOLM as the most

sinister sibling, Lenny; Sir Ian

Holm doubled back 34 years later

. and did Dad to IAN HART's Lenny

for a Lincoln Center Festival run.
TERENCE RIGBY, Holm's hulking bro

Joey in the original production,

could handily play Pop for the
play's 40th anniversary Broadway
revival, but producers went with
another Ian. "Lenny's the role you
want," admitted IAN MCSHANE,
"then you look in the mirror and
go, Omigod! It's Max!" TRACY
LEn-s avers his domestic portrait,

August: Osage County, isn't autobi-

ographical—yet his own dad,
DENNIS LErrs, heads this dysfunc-
tioning-on-all-cylinders clan. Father,

73, and son, 42, are making their

Broadway bows together. Letts

fiLs made his New York acting

debut Off-Broadway in '05, via

Orson 's Shadow as critic Kenneth

4

with Harry Haun

Tynan, trying to put on a 1960

London premiere of Rhinoceros

with Orson Welles directing

Laurence Olivier. (Naturally, it

never came off) TRACY TYNAN
asked RICHARD NELSON to turn her

dad's diaries into a one-man show,
and the result—Tynan, edited by
JOHN LAHR and adapted by Nelson
and COLIN CHAMBERS—got a criti-

cally-acclaimed performance from

CORIN REDGRAVE—till his near-fatal

heart attack. Two years later, doc-

tors deemed him fit to be Tynan,

so he returned to the stage in that

role for a one-night Broadway
Cares/Equity Fights AIDS benefit
at The Public. Sisters LYNN and
VANESSA cheered him on. Can

Broadway be far away? "This," said
Nelson, "was Step One." ii Leo
Blooms have flowered into musical

Frankensteins: ROGER BART is the
Young one, HUNTER FOSTER the

somber one (in the MARK BARON/
JEFFREY JACKSON version at 37 Arts).

Why didn't Hunter make the cut

for the comedy? His love interest

would have been sister SurroN

FOSTER, and MEL BROOKS wasn't
telling that kind of horror story.

(clockwise from left):
Playwright Tracy Letts
and his dad Dennis.
The sisters Redgrave—
Vanessa (left) and Lynn
(right)—and brother
Colin before a screening
of The Charge of the
Light Brigade. They also
were on hand to cheer
him on at his perfor-
mance of Tynan at
The Public. Hunter
Foster in a scene from
Frankenstein at 37 Arts.
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The holidays begin at Macy's Herald Square!

Don't miss Moose Crossing

at Macy's Puppet Theater on 9!
Our marionette "moose-ical" features the vocal talents of Julie Andrews, Walter Cronkite

and more! See it Friday, November 23rd through Monday, December 24th.
For details, including showtimes and group reservations, call 212-494-1917.

Visit the real Santa at Macy's Santaland' on 8
Take a magical journey through Macy's Santaland'', a holiday tradition for generations!

Santa will be here Friday, November 23rd through Monday, December 24th* from 9am to 9pm
on weekdays. Admission is free. Photographs are available for purchase.

For more information, call 212-494-4495.
*Santaland will close at 5:30pm on Christmas Eve. 2007 Macy's East, Inc. All rights reserved.

Save 11%t throughout our Herald Square store! Just bring this ad to the Visitor Center on the
34th Street balcony and request your Reserved-For-Visitors-Only Macy's Savings Pass!

tRestrictions apply. Details in store.

Macy's Santaland®
and Puppet Theatre'
sponsored in part by:

,



QUIZ 
by Andrew Gans

JUDY AT THE BROADHURST

Three-time Tony nominee Judy Kuhn, who possesses one of the more

thrilling voices in the musical theatre, is back on Broadway in the revival of

the epic musical Les Miserables at the Broadhurst Theatre. Kuhn, who

created the role of Cosette in the original run of the musical based on Victor

Hugo's novel, is now playing the part of Fantine, Cosette's ill-fated mother

(pictured in two scenes at right). Below are photos from some of Kuhn's

many other stage outings. Can you identify each show?

Kuhn was Amalia Balash to Boyd Gaines's
Georg Nowack in the Roundabout's revival of
this Harnick and Bock musical.
2 In the pre-Broadway, Los Angeles company of
this Andrew Lloyd Webber musical, Kuhn played
aspiring screenwriter Betty Schaefer.
3 Kuhn, pictured with Lonny Price, co-starred
in this short-lived musical that featured a score
by Stephen Schwartz and Charles Strouse.
This British import featured Kuhn and the

late David Carroll and such tunes as "I Know
Him So Well" and "One Night in Bangkok."
5 Kuhn (I.) appeared in this Richard Nelson
play about life backstage in the theatre.

6
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Mommy's new favorite mucus fighter

When mucus causes chest congestion and a cough in your child,
defeat it with new Mucinex Cough Mini-MeltsT". It's a
child-friendly way to break up mucus and quiet coughing. The
quick-melting, orange creme flavored granules in each packet
are sprinkled on your child's tongue and easily swallowed.
Cough and congestion relief begins quickly. So the next time
your child is under the weather with congestion and a cough,
conquer it with Mucinex Cough Mini-Melts. If your child has
congestion without a cough, ci

there's Mucinex Mini Melts in iviu inex
bubble gum or grape flavors. Mucinex in. Mucus out: 
Use as directed. Visit www.mucinex.com

Controls Cough

IL Thins & Loosens Mucus

Great Taste, Easy to 
Take



A Mermaid for
Mr. Menken
Disney's beloved The Little

'Mermaid arrives on Broadway

a
by Harry Haun

Ian Menken, in an uncharacteristi-
cally demonstrative mo6d, entered
my consciousness one December
night in 1989—a short but sure-

footed silhouette charging up the aisle Of a
screening room right into the projection
booth, shouting "Stop!" every step of the way.

That turned out to be a good thing: He
was reeling in a sitpped reel from The Little
Mermaid, a Disney-animated feature he and
his lyricist, Howard Ashman, had just musi-
calized, and the retrieved footage contained
the song that won them their first Oscar,
"Under the Sea."

Sierra Boggess as Ariel in„.
The Little Mermaid

PHOTO BY JOAN MARCUS
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A Mermaid for Mr. Menken

"I heard about that," Ashman said when

the three of us converged at the Russian Tea

Room for an interview a few days later. "I'm

very proud of you," he said, throwing a smile

to Menken. Then, shaking his head, he

assured me, "Alan's really not like that."

There has been a lot of water under the

bridge in the past 18 years. Some things

changed for Menken (in the screaming

extreme), and some other things have stayed

the same.

Above: Sierra Boggess as Ariel, Sherie Rene
Scott (rear r.) as Ursula, Derrick Baskin (rear I.)
as Jetsam and Tyler Maynard (front, r.) as
Flotsam in a scene from The Little Mermaid;
Right: Alan Menken (center) is flanked by
musical director Michael Kosarin (I.) and lyricist
Glenn Slater Cr.) during Mermaid rehearsals

Thomas Schumacher, whose Disney

Theatrical Productions is installing the

Broadway musical version of The Little

Mermaid December 6 at the Lunt-Fontanne

Theatre, recently pointed up the sameness

when he introduced Menken to the press.

"I get to work with a lot of flashy people,"

Schumacher said. "When we go out, people

say, ̀ Omigod! It's Elton John!' or It's Sting!,'

but I have never worked with anyone whose

catalog is as profound, and whose music is

as deeply embedded in the soul of multiple

generations because of its emotional contact

with the audience, than Alan Menken.

"Startlingly, you'll be in the same room
with him and not realize you're in the room

with Alan Menken. Then, you find out there

are eight Oscars behind him at any one time."

Life-size, accessiW inconspicuous and

melodically blessed, the meek Menken has won

more Oscars than any other living person, and

one suspects eight won't be nearly enough.

Half his haul came for writing original

scores for The Little Mermaid, Beauiy and the

Beast, Aladdin and Pocahontas—a quartet that

spawned Best Song winners. Ashman did

lyrics for the first two and was replaced on

Aladdin by Tim Rice, who won for "A Whole

New World"; Stephen Schwartz shared

Oscars for Pocahontas's score and song

("Colors of the Wind"). (By the way, the

front-runner for most Oscars, fittingly, is

Menken's late boss, Walt Disney, who, count-

ing himself as his studio, amassed 32 little

gold men.)
All in all, the 58-year-old composer esti-

mates that he has run through a good dozen

lyricists in his professional life—among them

Lynn Ahrens (A Christmas Carol), David

Zippel (Hercules), David Spencer (Weird

Romance) and Jack Feldman (Newsies).
His current partnership with Glenn Slater

started with the 2004 animated feature Home

on the Range, produced ten new songs for

Broadway's Mermaid and completed all the

songs for two more Broadway-bound entries:

Leap of Faith, which director Taylor Hackford

will deliver to Broadway next season (proba-

bly with—now that Hugh Jackman is out of

the picture—Raul Esparza), and Sister Act,

which lifts off in London next fall.
But for now—for the record—the only

lyricist who got Menken to Broadway was the

one he started with via the 1979 Off-

Broadway musical God Bless You, Mr.

Rosewater. The fast fold of that show sent

12 www.playbill.com
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A Mermaid for Mr. Menken

them into the big-budgeted world of animated

musicals. This maneuver of going West to go

East ironically got them the stage success they

craved—first with the 13-year run of Beauty

and the Beast, then with the Broadway revival

of their Little Shop of Horrors, which ran five

years Off-Broadway, and now The Little

Mermaid.
Howard Ashman would have loved it,

but he barely made it to the Oscar podium

the first time. "Literally, we were at the

• Academy Awards," recalls Menken, "and

Howard said, 'When we get back to New

York, we have to talk.' We got the Oscar on

Sunday and met on Tuesday. I was on pins

and needles, and for some reason—it was a

mental block—I didn't anticipate what he'd

say. Then, I came into his living room and he

said he had AIDS."
Ashman died between Oscars, at 40, on

March 14, nine days before Beauty and the

Beast returned him to the winner's circle. His

Oscar was received by his partner, Bill Lauch.

What the past 16 years would have been

like with Ashman is a thought that nags at

Menken. Ashman was usually the one in the

driver's seat, picking the material and even

the medium—("Howard was the one who

said that animation is one of the last bastions

of musical theatre")—but even he wouldn't

have guessed their movie work would double

up on them and boomerang them back to

Broadway. In the interim, they made lazy

circles in the sky, writing an eclectic scorecard

of scores that rubbed shoulders with the

works of Kurt Vonneg-ut, Roger Corman,

Hans Christian Andersen, Jean Cocteau,

Maria Montez . . .
Can Damon Runyon be far away?

Actually, no: They wanted to musicalize The

Big Street, a 1942 "dramedy" that starred

Henry Fonda as a milquetoast Mindy's

busboy named, like the Runyon short story,

"Little Pinks," and Lucille Ball, in what was

her favorite film performance, as his wheel-

chair-ridden doll. "I spent years after he died,

working on it because he'd wanted to start that

before he died. He really wanted to do it."

Of course, there's no assurance they'd

have remained a team. "After Little Shop, we

were both in demand by other people—and

we, by chance, worked with them: He did

Smile with Marvin Hamlisch on Broadway, I

did that 'great, unheard' Kicks: The Showgirl

Musical with Tom Eyen. We rebelled at

being an exclusive collaboration, but I think

we'd have written incredible work and gone

places I've never imagined. I'm happy with

the way my career went, but there's a loss in

where it might have gone with Howard." 4>

For more about Disney's The
Little Mermaid, listen to our
podcast at PlaybillRadio.com

Sean Palmer as Prince
Eric with Sierra Boggess

14 www.playbill.com
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HAPPILY EVER AFTF,R
Good trumps evil in Cymbeline, one of Shakespeare's

Least performed and most optimistic works

by Mervyn Rothstein

It's a Shakespeare play about heal-
ing," the director Mark Lamos says.
"It's about goodness triumphing
over evil. It has a completely happy

ending—the good are better than they were
before, the bad are vanquished and disappear,
people who were doing bad things and are
redeemable are redeemed. There's a reunion of
parents and children, brothers and sisters. It's as
if the play ends on an almost heavenly note of

Michael Cerveris, with a Tony for Assassins and
three other nominations; and John Cullum,
who has two Tonys (On the Twentieth Centug
and Shenandoah) and three nominations. And

then there's Lamos himself, a nominee for Our

Country's Good in 1991.
Cymbeline is one of Shakespeare's late

romances, perhaps best categorized as a tragi-
comedy, in which enough terrible things

happen to augur a body-strewn Hamlet- or

King Cymbeline (John Cullum, center), with his queen (Phylicia Rashad) at

his side, greets Posthumus (Michael Cerveris) in a scene from Cymbeline

16

perfect peace and harmony—as if for a couple

of hours, Shakespeare is letting us dream that
possibility."

Lamos is talking about Cymbeline, which he

is directing at the Vivian Beaumont Theater for

Lincoln Center Theater with a stellar cast whose

collective middle name might as well be Tony.
There's Martha Plimpton, who got a Tony

nomination last season for Tom Stoppard's The
Coast of Utopia, also at Lincoln Center; Phylicia
Rashad, who has a Tony for A Raisin in the Sun
and a nomination for Gem of the Ocean;

Lear-like finale, but in which, as Lamos notes,
everyone lives happily ever after.

In the play, King Cymbeline of Britain
(Cullum) is unhappy that his daughter,
Imogen (Plimpton), has refused to marry the
man he has chosen and has secretly wed• the
one she truly loves. He banishes her new

husband, Posthumus (Cerveris), who is tricked

by an Iago-ish villain, Iachimo (Jonathan

Cake), into a wager about Imogen's fidelity.

When Iachimo deceives Posthumus into
continued on page 20

www.playbill.com



WHENNAS THE LAST TIME
You SLEPT LIKE THIS?

Tossing. Turning. Haven't you had enough? LUNESTA can help give you the

full satisfying 7-8 hours of sleep you're missing. The kind of sleep that leaves

you refreshed, rested, and ready to start your day. And LUNESTA has always
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1,2ANO3MOTABLErS

IMPORTANT SAFETY INFORMATION: LUNESTA helps you fall asleep quickly, so take it right
befare bed. Be sure you have at least eight hours to deVote to sleep before becoming active. Until you
know how you'll react to LUNESTA, you should not drive or operate machinery. Do not take LUNESTA
with alcohol. Call your doctor right away if after taking LUNESTA you walk, drive, eat or engage in
other activities while asleep. In rare cases severe allergic reactions can occur. Most sleep medicines
carry some risk of dependency. Side effects may include unpleasant taste, headache, drowsiness and
dizziness. See important patient information on the next page.
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Please read this summary of information about LUNESTA

before you talk to your doctor or start using LUNESTA. It is

not meant to take the place of your doctor's instructions. If

you have any questions about LUNESTA tablets, be sure to

ask your doctor or pharmacist.

LUNESTA is used to treat different types of sleep problems,

such as difficulty in falling asleep, difficulty in maintaining

sleep during the night, and waking up too early in the morning.

Most people with insomnia have more than one of these

problems. You should take LUNESTA immediately before

going to bed because of the risk of falling.

LUNESTA belongs to a group of medicines known as "hypnotics"
or, simply, sleep medicines. There are many different sleep
medicines available to help people sleep better. Insomnia is

often transient and intermittent. It usually requires treatment

for only a short time, usually 7 to 10 days up to 2 weeks. If your

insomnia does not improve after 7 to 10 days of treatment,

see your doctor, because it may be a sign of an underlying
condition. Some people have chronic sleep problems that
may require more prolonged use of sleep medicine. However,
you should not use these medicines for long periods without
talking with your doctor about the risks and benefits of
prolonged use.

Side Effects

All medicines have side effects. The most common side
effects of sleep medicines are:

• Drowsiness
• Dizziness
• Lightheadedness
• Difficulty with coordination

Sleep medicines can make you sleepy during the day. How

drowsy you feel depends upon how your body reacts to the

medicine, which sleep medicine you are taking, and how large

a dose your doctor has prescribed. Daytime drowsiness is

best avoided by taking the lowest dose possible that will still

help you sleep at night. Your doctor will work with you to find

the dose of LUNESTA that is best for you. Some people taking

LUNESTA have reported next-day sleepiness.

To manage these side effects while you are taking this medicine:

• When you first start taking LUNESTA or any other

sleep medicine, until you know whether the medicine
will still have some effect on you the next day, use
extreme care while doing anything that requires

complete alertness, such as driving a car, operating

machinery, or piloting an aircraft.
• Do not drink alcohol when you are taking LUNESTA or

any sleep medicine. Alcohol can increase the side
effects of LUNESTA or any other sleep medicine.

• Do not take any other medicines without asking your
doctor first. This includes medicines you can buy

without a prescription. Some medicines can cause
drowsiness and are best avoided while taking LUNESTA.

• Always take the exact dose of LUNESTA prescribed by
your doctor. Never change your dose without talking to
your doctor first.

Special Concerns

There are some special problems that may occur while taking

sleep medicines.

Memory Problems

Sleep medicines may cause a special type of memory loss or
"amnesia." When this occurs, a person may not remember
what has happened for several hours after taking the medicine.

This is usually not a problem since most people fall asleep
after taking the medicine. Memory loss can be a problem,
however, when sleep medicines are taken while traveling, such
as during an airplane flight and the person wakes up before
the effect of the medicine is gone. This has been called
"traveler's amnesia." Memory problems have been reported
rarely by patients taking LUNESTA in clinical studies. In most
cases, memory problems can be avoided if you take LUNESTA
only when you are able to get a full night of sleep before you
need to be active again. Be sure to talk to your doctor if you
think you are having memory problems.

Tolerance

When sleep medicines are used every night for more than a
few weeks, they may lose their effectiveness in helping you
sleep. This is known as "tolerance." Development of tolerance
to LUNESTA was not observed in a clinical study of 6 months'
duration. Insomnia is often transient and intermittent, and
prolonged use of sleep medicines is generally not necessary.
Some people, though, have chronic sleep problems that may
require more prolonged use of sleep medicine. If your sleep
problems continue, consult your doctor, who will determine
whether other measures are needed to overcome your sleep
problems.

Dependence

Sleep medicines can cause dependence in some people,
especially when these medicines are used regularly for longer
than a few weeks or at high doses. Dependence is the need to
continue taking a medicine because stopping it is unpleasant.

When people develop dependence, stopping the medicine
suddenly may cause unpleasant symptoms (see Withdrawal
below). They may find they have to keep taking the medicine
either at the prescribed dose or at increasing doses just to
avoid withdrawal symptoms.

All people taking sleep medicines have some risk of becoming
dependent on the medicine. However, people who have been
dependent on alcohol or other drugs in the past may have a
higher chance of becoming addicted to sleep medicines. This
possibility must be considered before using these medicines
for more than a few weeks. If you have been addicted to
alcohol or drugs in the past, it is important to tell your doctor
before starting LUNESTA or any sleep medicine.

Withdrawal

Withdrawal symptoms may occur when sleep medicines are

stopped suddenly after being used daily for a long time. In



some cases, these symptoms can occur even if the medicine has
been used for only a week or two. In mild cases, withdrawal
symptoms may include unpleasant feelings. In more severe
cases, abdominal and muscle cramps, vomiting, sweating,
shakiness, and, rarely, seizures may occur. These more
severe withdrawal symptoms are very uncommon. Although
withdrawal symptoms have not been observed in the
relatively limited controlled trials experience with LUNESTA,
there is, nevertheless, the risk of such events in association
with the use of any sleep medicine.

Another problem that may occur when sleep medicines are
stopped is known as "rebound insomnia." This means that a
person may have more trouble sleeping the first few nights
after the medicine is stopped than before starting the medicine.
If you should experience rebound insomnia, do not get
discouraged. This problem usually goes away on its own after
1 or 2 nights.

If you have been taking LUNESTA or any other sleep medicine
for more than 1 or 2 weeks, do not stop taking it on your own.
Always follow your doctor's directions.

Changes In Behavior And Thinking

Some people using sleep medicines have experienced
unusual changes in their thinking and/or behavior. These
effects are not common. However, they have included:

• More outgoing or aggressive behavior than normal

• Confusion

• Strange behavior

• Agitation

• Hallucinations

• Worsening of depression

• Suicidal thoughts

How often these effects occur depends on several factors,
such as a person's general health, the use of other medicines,
and which sleep medicine is being used. Clinical experience
with LUNESTA suggests that it is rarely associated with these
behavior changes.

It is also important to realize it is rarely clear whether these
behavior changes are caused by the medicine, are caused by
an illness, or have occurred on their own. In fact, sleep problems
that do not improve may be due to illnesses that were present
before the medicine was used. If you or your family notice
any changes in your behavior, or if you have any unusual or
disturbing thoughts, call your doctor immediately.

Pregnancy And Breastfeeding

Sleep medicines may cause sedation or other potential
effects in the unborn baby when used during the last weeks
of pregnancy. Be sure to tell your doctor if you are pregnant,
if you are planning to become pregnant, or if you become
pregnant while taking LUNESTA.

In addition, a very small amount of LUNESTA may be present
in breast milk after use of the medication. The effects of very
small amounts of LUNESTA on an infant are not known;
therefore, as with all other prescription sleep medicines, it is
recommended that you not take LUNESTA if you are breast-
feeding a baby.

Safe Use Of Sleep Medicines

To ensure the safe and effective use of LUNESTA or any other
sleep medicine, you should observe the following cautions:

1. LUNESTA is a prescription medicine and should be
used ONLY as directed by your doctor. Follow your
doctor's instructions about how to take, when to take,
and how long to take LUNESTA.

2. Never use LUNESTA or any other sleep medicine for
longer than directed by your doctor.

3. If you notice any unusual and/or disturbing thoughts
or behavior during treatment with LUNESTA or any
other sleep medicine, contact your doctor.

4. Tell your doctor about any medicines you may be
taking, including medicines you may buy without a
prescription and herbal preparations. You should also
tell your doctor if you drink alcohol. DO NOT use alcohol
while taking LUNESTA or any other sleep medicine.

5. Do not take LUNESTA unless you are able to get 8 or
more hours of sleep before you must be active again.

6. Do not increase the prescribed dose of LUNESTA or
any other sleep medicine unless instructed by your
doctor.

7. When you first start taking LUNESTA or any other
sleep medicine, until you know whether the medicine
will still have some effect on you the next day, use
extreme -care while doing anything that requires
complete alertness, such as driving a car, operating
machinery, or piloting an aircraft.

8. Be aware that you may have more sleeping problems
the first night or two after stopping any sleep medicine.

9. Be sure to tell your doctor if you are pregnant, if
you are planning to become pregnant, if you become
pregnant, or if you are breasffeeding a baby while
taking LUNESTA.

10. As with all prescription medicines, never share
LUNESTA or any other sleep medicine with anyone
else. Always store LUNESTA or any other sleep medicine
in the original container and out of reach of children.

11. Be sure to tell your doctor if you suffer from depression.
12. LUNESTA Works very quickly. You should only take

LUNESTA immediately before going to bed.
13. For LUNESTA to work best, you should not take it with

or immediately after a high-fat, heavy meal.
14. Some people, such as older adults (i.e., ages 65 and

over) and people with liver disease, should start with
the lower dose (1 mg) of LUNESTA. Your doctor may
choose to start therapy at 2 mg. In general, adults
under age 65 should be treated with 2 or 3 mg.

15. Each tablet is a single dose; do not crush or break
the tablet.

Note: This summary provides important information about
LUNESTA. If you would like more information, ask your
doctor or pharmacist to let you read the Prescribing
Information and then discuss it with him or her.

Rx only
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Happily Ever After

continued ftom page 16

thinking that Imogen has betrayed him,
Posthumus orders her slain, and Imogen
winds up having to pretend to be dead,
disguising herself as a young man.

There's also an evil and plotting queen—
Cymbeline's new wife (Rashad)—and enough
plot complications, coincidences and incon-
sistencies to make "Desperate Housewives"
look like "Leave It to Beaver." And, in the
middle of it all, war breaks out between
Britain and Rome.

Imogen (Martha Plimpton) sleeps as lachimo
(Jonathan Cake) looks on

"I love that the play treats coincidence
and inconsistency as part of the grand design
of life, if there is a grand design," says Lamos,
former head of Hartford Stage and director of
Lincoln Center Theater's recent revival of
Edward Albee's Seascape. "It's as if Shakespeare
is celebrating coincidence, celebrating strange
mistakes and mishaps."

The last four plays, the romances, Lamos
says, "are really Shakespeare's greatest and
most daring experiments. He was always
experimenting, but in Cymbeline he was
actually reliving almost his whole canon. He
brings into the play so many elements that he
dealt with separately and constantly in his
tragedies, comedies and histories. It's sort of
a culmination of his art. We have a villain
named Iachimo who has all the traits of Iago. ,
The hero, Posthumus, has many of the traits
of Othello. The ancient king and his daughter
remind us of Lear and Cordelia."

Plimpton says her character, Imogen, "is
not your typical Shakespeare heroine. She's
rebellious, but not for the sake of being rebel-

lious. She marries for love, but she's unro-
mantic. Her love for Posthumus is not blind.
It's enduring, but it's based on a trueness of
her heart that may or may not have anything
to do with Posthumus. Ultimately, she is not
defined by that love. She's faithful and true,
but I asked myself, is it because of him or
because of her character that she is so loyal?"

Rashad is known more for playing good-
hearted women, from Bill Cosby's wife on
"The Cosby Show" to her characters in A
Raisin in the Sun and Gem of the Ocean. But

"I love that the play treats

coincidence and inconsistency

as part of the grand design

of life. . ."—Mark Lamos

she says that "being wicked can be fun. The
queen is driven by a desire for power. She's
extremely selfish, and yet she's charming and
alluring. She can be harsh, but she's feminine."

Cerveris says that Posthumus is "a flawed
but very decent and noble man who makes
very bad choices and pays for them dearly."
But "over the course of the play he learns to
be an even more noble and worthy person."

Cerveris played Kent opposite Kevin
Kline's King Lear earlier this year but is more
known for his musical roles in shows like
Sweeney Todd, LoveMusik and The Who's
Tommy as well as Assassins. But early on, he
did Shakespeare "Off-Off-Off-Off-Broadway."

Shakespeare and musicals, he says, "are
not really as different as people might imag-
ine. There is such music and rhythm running
through Shakespeare. The emotions and
stakes are on a scale similar to the scale you
achieve singing songs in musicals. In real
life, people don't really burst into song, and

people don't burst into iambic pentameter

either. And with both, you have to create a

world in which that makes perfect sense." 4>
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Daniel Sunjata as Christian de Neuvillette in Cyrano
de Bergerac at the Richard Rodgers Theatre

The Sunjata Also Rises
Daniel Sunjata has triumphed over the lean years, battled blazes on TV's

"Rescue Me" and bared it alL in the Tony-winning Take Me Out. Now he's fadng

off with Kevin Kline's nose-protruding poet in the classic Cyrano de Bergerac.

by Christopher Wallenberg

aniel Sunjata is currently jousting
with Kevin Kline's Cyrano for the
heart of Jennifer Garner's Roxane in
the Broadway revival of Edmond

Rostand's 19th-century French classic Cyrano
de Bergerac. But it was less than a decade ago
that the rising young star was fighting a very
different sort of battle—struggling to pay the
rent and eating only once a day to save money
while trying to keep the self-doubt about his
acting career at bay.

Fresh from the MFA program at NYU's
Tisch School of the Arts, Sunjata says, he went
through a dark period of about six or seven
months when he received no phone calls about
work and no auditions. "My father had paid
my rent for about three months straight. And I
was counting out change from my little piggy
bank so I could order fried chicken wings and
white rice from the Chinese food place on the
corner," recalls Sunjata without a whiff of nos-
talgia. "I probably should have taken another
job, but I was doing everything possible to avoid
that so I would be available for auditions."

Just as Sunjata was questioning whether or
not he had the resolve to be a starving artist, he
landed a blink-and-you'll-miss-him recurring
role as a lab tech on "Law & Order: SVU,"
which gave him an infusion of cash and some
much-needed visibility. "It allowed me to con-
tinue pursuing my dreams and enabled me to
continue acting without having to supplement
that with other forms of work Every time I
have been in most desperate need, the universe
seems to come through with something."

His stint on "Law & Order" led to a mem-
orable part on the fifth season of "Sex and the
City" as a Fleet Week Navy stud who nearly
steals Carrie Bradshaw's heart. Around the
same time, Sunjata landed his breakthrough

role—and a Tony Award nomination—in
Richard Greenberg's Take Me Out. He played
Darren Lemming, a major league baseball
megastar who publicly announces to the world
that he's gay, setting off a firestorm of homo-
phobia in the locker room. The drama, which

‘<:

went on to capture the Tony Award for Best
Play, made waves for its provocative shower
scenes, for which the strapping Sunjata had to
strip bare.

"There were two or three things that I had
acted in, all of which seemed to come out of
nowhere, and suddenly people were seeing a
little bit of me here, a little bit of me there, and
all of me on Broadway," he says with a laugh.

Today, Sunjata is light-years away from
having to scrounge up pocket change to feed
himself. Not only has the 35-year-old actor

continued on page 26
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The Sunjata Also Rises

continued ftom page 22

become one of Broadway's most talented—
and hunkiest—young stars, but he's burning
up TV screens as the roguish, firefighting
lothario Franco Rivera on the acclaimed FX
cable drama "Rescue Me" opposite Denis
Leary, and as another baseball great, Reggie
Jackson, in the ESPN miniseries "The Bronx
is Burning." And a few years back, Sunjata
landed on People magazine's roster of the "50
Most Beautiful People."

With his return to Broadway in Cyrano,
Sunjata's once again playing the handsome
devil. Tongue-tied, loyal and love-struck,
Christian falls head over heels for the gorgeous

Sunjata and Jennifer
Garner in a scene
from Cyrano de
Bergerac

and brainy Roxane. To win her heart, he
forms an unlikely alliance with Cyrano, the
brash and eloquent duelist with the protrud-
ing proboscis. Cyrano himself harbors deep
feelings for Roxane but thinks she could never
love him. The two pass off Cyrano's love
letters and speeches as Christian's own and
create the ultimate romantic hero—a man
with both brains and good looks.

"Christian has historically been a very
difficult character to play. It's a beast of a
play, and it's very easy for his storyline to get
lost in the magnitude of the rest of the drama.
So to perform him in a memorable way and
that also serves the telling of the story has
been a challenge," admits Sunjata.

While the play stands as an epic tragedy
of the prideful, arrogant yet self-loathing
Cyrano and his unrequited love for the

beautiful Roxane, it also explores Christian's
own ill-fated story amidst the larger drama.
"It's tragic in a certain sense, but in another
sense it's kind of heroic in that Christian goes
fearlessly after something that he wants and
overcomes obstacles to get there," observes
Sunjata. "Ultimately, I think his arrival as a
hero is in the moment of letting Roxane go."

Sunjata admits that he's been trying to
get into Rostand's head and reconcile the
meaning of his own character's storyline
within the larger context of Cyrano's. "I feel
like he's talking about the mind and the heart
and the relationship between those two
things and how both are incomplete without
the other. The cerebral quality of Cyrano's

‘"Christian goes fearlessly after
something he wants and
overcomes obstacles to get

there . . . His arrival as a hero
is in the moment of letting

Roxane go."

character seems to be hollow without the
heart space of Christian. And Christian's
heart space seems ineffectual without the
cerebral quality of Cyrano."

While Sunjata relished the challenge that
the role presented, he was also inspired by the
opportunity to work with TV and film star
Jennifer Garner ("Alias"), director David
Leveaux (Nine) and the inimitable Kevin
Kline. "[Kevin's] accomplishments speak for
themselves. I wrote him a little love letter on
the night of our first preview, telling him that
every time I look at him, I have this vision of
that door opening in Sophie's Choice, and
him standing there pretending to direct the
symphony, and nobody's there, and he's just
doing his thing," say Sunjata. "Every night, I
look at him and think, Wow, I can't believe
I'm on stage with Kevin Kline.' I'm just very
fortunate."

It's likely that a young actor will someday
be saying the same thing about him. 4>
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SOUL MATES
Gospel and R&B titans BeBe Winans and Chaka Khan

join the cast of The Color Purple next month

by Bryan Reesman

0
 he musical adaptation of Alice
Walker's harrowing yet life-affirm-
ing novel The Color Purple has
enraptured Broadway audiences for

two years, triumphantly bringing the emotion-
ally wrenching work to the stage and showcas-
ing powerful lead performances by the Tony-
winning LaChanze and now "American Idol"
winner Fantasia Barrino. In January, the show

BeBe Winans and
Chaka Khan

is getting a vigorous new injection into the
roles of quarreling couple Harpo and Sofia
with gospel/R&B legends BeBe Winans and
Chaka Khan, who have collectively won
enough Grammys to line the stage.

The fortuitous pairing of Winans and Khan
underscores many parallels in their lives. Both
have just released new CDs: His is Cherch, hers
is Funk This (her first recording of original
music in ten years). The soulful singers have
been friends for years and have shared the same
stage for separate performances at various
events, but have never sung together until now.

Both speak about conquering the fear of
tackling roles that are quite different

from their real-life personas, and
both love the book by Alice Walker
and the 1985 film adaptation

directed by Steven Spielberg.
In fact, Khan and Winans's
late brother Ronald had ties
to the movie.

"I was supposed to play
[singer] Shug Avery,"
reveals Khan, speaking on
the phone from a train en
route to Washington, D.C.
"Steven Spielberg came to
me and wanted me for the
part. I was scared to death.

'No, I can't do it! I can't speak
in a Southern drawl.' He said he •

would get linguistics people. I met
with him three or four times, and

he finally just said, 'I don't think
you want to do it, huh?' I just didn't. I

was scared."
The R&B diva says she did not regret the

decision; at the time her pop career was tak-
ing on new life with her 1984 recording I

Feel For You. But by the time she did

www.playbill.com





Soul Mates

Mama, I Want To Sing in London's West
End in 1995—a performance for which she
won a Capitol Radio Listener's Award—she
was primed for the stage.

Winans and his brother were avid fans of
the book, and movie casting director Reuben
Cannon actually asked Ronald to audition
for the role of Harpo. But the film's working

"There are sayings [in The
Color Purple], especially
in the African American
world, that will stay with
you the rest of your days."

—BeBe Winans

•

"It's empowering. It's a
beautiful story about how
you just never know what
life holds for you."

—Chaka Khan

title was different and the original source
material not revealed, so Ronald turned him
down. When the Winans brothers met up
again with Cannon after having seen
Spielberg's film seven times, they learned
what had transpired.
"My brother just gasped," recalls the

tenor at his Nashville home. "He pinched
himself for the rest of his life that he didn't
take that opportunity. So for me to be offered
the role of Harpo in the Color Purple stage

play, I looked up towards heaven and said,
'There's one person smiling down who says,
"You have to do this."

Winans and Khan are no strangers to
acting. He had a small part in the recent
movie remake of The Manchurian Candidate,
appeared on Broadway in the 1987 musical

Don't Get God Started and in the national
tours of What's On the Hearts of
Men and Broadway's The Civil War. She
had a cameo in the Blues Brothers movie and
starred onstage in Mama, I Want To Sing.
While Winans was buoyed by his past
stage experiences, Khan was not so thrilled by
her own.

"There were some aspects that were very
[much like the] Dark Ages," she recalls of her
time in the West End. "They weren't
insured. I was looking for Shakespeare
around there." She adds that her employers
weren't particularly nice to their cast and
crew, and the experience left a bad taste. But
friends, family and Broadway veterans allayed
her fears, and she is honored to be part of The
Color Purple, adding, "It's perfect for me."

As a songwriter, Winans likes a good
story that takes people on a journey, and he
believes The Color Purple succeeds unques-
tionably. "There are just sayings, especially in
the African American world, that will stay
with you the rest of your days," he elaborates.
"When I met Oprah, one of the first things
that came out of me was Harpo. It really is
amazing. I can pick up the phone and call
any one of my friends and start a line from
The Color Purple, and they will finish it
because it became a part of our core. That is
what drew me over and over again to the
piece. It's been a great journey for so long."

"It's empowering," declares Khan of
Celie's heartbreaking journey through hard-
ship and struggle. "It's a beautiful story about
how you just never know what life holds for
you. All you have to do is stay alive and stay
honest and good, and you don't even have to
do that. You have to be open to be honest
and be open to the love in order to become
loving and honest. Everyone has the power
and the wherewithal to do whatever one
wishes in life. God gives blessings, but they're
incomplete blessings. He gives half, and you
have to work the other half yourself."

Winans and Khan will undoubtedly be
doing their share of that work onstage as their

careers travel down this exciting new path.*
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1967: It was a very good year for

Betty Buckley and, now, an even

better one for her fans, as Betty

Buckley 2967, her debut solo

recording, finally arrives in stores

by Andrew Gans

hen Tony Award–winning Cats star
Betty Buckley was in her late teens
in Fort Worth, Texas, listening to
the songs of Joni Mitchell and Janis

Joplin, the young performer hoped she would
someday release her own solo album.

"I had great aspirations to be a recording
artist," Buckley recently said, "but I wanted to
be a relevant recording artist. I was a child of
the 60s, and the music in the 60s was just so
fantastic. . . . And then there were the great lady
jazz singers. That was what I wanted to do. I
had no real appreciation for my own voice
except that I knew that I could sing, but I
wanted to sing better."

Nearly four decades later, Buckley's never-
before-released solo debut album, Betty Buckley
/967—recorded by the celebrated singing
actress toward the end of that tumultuous
decade—has arrived in stores on the Playbill
Records/Sony BMG Masterworks Broadway
label. Buckley—known for her powerful
Broadway belt, with its seemingly endless range,
as well as her ethereal upper register that is as
emotionally potent as her biggest belt—recently
spoke to PLAYBILL about the recording's 40-year
journey.

In 1967, Buckley—who would go on to
earn accolades and an Olivier nomination for
her thrilling and heartbreaking performance
as Norma Desmond in the London and
Broadway productions of Sunset Boulevard—
had just finished a year as Miss Fort Worth. She
was also the head cheerleader at Texas Christian
University and "the girl singer around town,'
who, from time to time, displayed her vocal
gifts at the Fort Worth jazz club Casa Del Sol.

"I would go and do a late night set,"
remembers Buckley. "I would yell at the foot-
ball game as loud as I could to make my
voice really husky because I thought my voice
sounded too pure. . . . All the singers that I
loved had darker sounds to their voices." Her
inspirations at the time included Judy Garland,
Ella Fitzgerald, Nancy Wilson and Della Reese.

continued on page 62

www.playbill.com



Designed for today and tomorrow. With emissions-reducing
hybrid technology to help protect the future. And a host of
standard safety features to help make sure you're around
to see it. Camry. When a car becomes more. toyota.com

ego:lament. Far more irtormatior, on Toyota's driver, front
airoao,s dr e skilee alr Dag and side curta?n airbags, please visit 

tt Jo Otto
o

TOYOTA
moving forward



Sh
op
 n
o
w
 a
te

st
ee

la
ud

er
.c

om



,

OPENING NIGHT: DECEMBER 3, 2007

C) THE MUSIC BOX
239 W. 45th Street

A Shubert Organization Theatre
Gerald Schoenfeld, Chairman Philip J. Smith, President

Robert E. Wankel, Executive Vice President

Dodger Properties and Steven Spielberg for Rabbit Ears, LLC
in association with Fred Zollo and Jeffrey Sine, Dancap Productions, Latitude Link/Pelican Group

present

Hank Azaria Jimmi Simpson
in

a new play by

Aaron Sorkin
with

Nadia Bowers Kyle Fabel Maurice Godin Christian M. Johansen
Aaron Krohn Bruce McKenzie Malcolm Morano Spencer Moses

Michael Mulheren Jim Ortlieb Michael Pemberton Katharine Powell
Steve Rosen James Sutorius Margot White

Scenic Design Costume Design

Alexandra Wilson

Lighting Design

William Youmans

Sound Design

Klara Zieglerova David C. Woolard Howell Binkley Walter Trarbach
Hair and Wig Design Movement Fight Direction Production Stage Manager

Mark Adam Rampmeyer Lisa Shriver Steve Rankin Frank Hartenstein

East Coast Casting West Coast Casting Technical Supervisor Company Manager

Tara Rubin Casting Sharon Bialy C.S.A. Peter Fulbright Jennifer Hindman Kemp
Sherry Thomas C.S.A.

Associate Producer Executive Producer Promotions Press Representative

Lauren Mitchell Sally Campbell Morse HHC Marketing Boneau/Bryan-Brown

Original Music by

Andrew Lippa

Directed by

Des McAnuff

Originally presented in the "Page To Stage" Program by La Jolla Playhouse, La Jolla, CA
Christopher Ashley, Artistic Director & Steven Libman, Managing Director

The producers wish to thank Theatre Development Fund for its support of this production.
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CAST
(in alphabetical order)

David Sarnoff  HANK AZARIA
Lizette Sarnoff, Mary Pickford and others   NADIA BOWERS
Pem's Father, Cliff Gardner and others   KYLE FABEL
Atkins, Walter Gifford, Douglas Fairbanks and others  MAURICE GODIN
Young Philo T. Farnsworth and others   CHRISTIAN M. JOHANSEN
Wilkins, Analyst and others  AARON KROHN
George Everson, Vladimir Zworykin and others   BRUCE McKENZIE
Young David Sarnoff and others  MALCOLM MORANO
Stan Willis and others   SPENCER MOSES
Leslie Gorrell and others   MICHAEL MULHEREN
Justin Tolman, Jim Harbord, Doctor and others   JIM ORTLIEB
Sarnoff's Father, Simms, Lippincott,

Houston Control and others   MICHAEL PEMBERTON
Betty and others  KATHARINE POWELL
Harlan Honn, Radio Announcer, Lennox and others   STEVE ROSEN
Philo T. Farnsworth  JIMMI SIMPSON
Russian Officer, William Crocker and others  JAMES SUTORIUS
Sarnoff's Mother, Pem's Mother, Agnes Farnsworth,

Mina Edison and others  MARGOT WHITE
Pem Farnsworth and others   ALEXANDRA WILSON
Wachtel and others   WILLIAM YOUMANS

UNDERSTUDIES
Understudies never substitute for listed performers unless a specific

announcement is made at the time of performance.
For David Sarnoff: STEVE ROSEN; for Philo T. Farnsworth: SPENCER MOSES; for the
roles played by Aaron Krohn, Michael Mulheren, Jim Ortlieb, Michael Pemberton and
James Sutorius: BRIAN RUSSELL; for the roles played by Maurice Godin, Bruce
McKenzie and Steve Rosen: AARON KROHN; for the roles played by Kyle Fabel and
William Youmans: SPENCER MOSES; for the roles played by Christian M. Johansen,
Malcolm Morano and Spencer Moses: JAVIER PICAYO; for the roles played by Nadia
Bowers, Katharine Powell, Margot White and Alexandra Wilson: KATE MacCLUGGAGE.

THERE WILL BE ONE 15-MINUTE INTERMISSION.

No food or beverage allowed in the theatre.

The use of any recording device, either audio or video, and the taking of photographs,
either with or without flash, is strictly prohibited. Please silence all electronic devices such
as cellular phones, beepers and watches. The use of cell phones in the theatre is prohibited by
New York City law.

What we do together
makes a difference.

www.broadwaycares.org
212.840.0770

a
BROADWAY

CARES
EQUITY
FIGHTS

AIDS
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WHO'S WHO IN THE CAST
HANK AZARIA (David Same) is a con-
firmed television junky and is happy to
honor both of the men in this play, who
worked so hard and fought so fiercely just to
make his lifelong addiction possible. He last
appeared on Broadway in the Tony Award-
winning musical Spamalot (Tony Award
nomination). He also appeared on stage in
Sexual Perversity in Chicago (West End,
London). Azaria's film credits include
Eulogy; Along Came Polly; Shattered
Glass; America's Sweethearts; Cradle Will
Rock; Mystery Men; Mystery, Alaska;
Godzilla; Great Expectations; Celebrity;
The Birdcage; Heat; Grosse Pointe Blank;
Now and Then; Quiz Show; and Pretty
Woman. His television credits include
"Huff," "Uprising," "Tuesdays With
Morrie" (Emmy Award) and "Fail Safe." He
played guest-starring roles on "Friends"
(Emmy nomination) and "Mad About You"
(Emmy nomination), and he lends his voice
to numerous characters on "The Simpsons"
(three Emmy Awards). Azaria directed the
short film Nobody's Perfect, which debuted
at Sundance 2004. Recent films include The
Simpsons movie and Run, Fat Boy, Run.

JIMMI SIMPSON (Philo T. Farnsworth).
The Farnsworth Invention marks Mr.
Simpson's third time working with Mr.
McAnuff. Theatre: The Rainmaker
(Broadway), Camino Real, The Winter's
Tale, The Blue Demon, Mud, Olive
Nightingale Sings (WTF). Television:
Recurring roles on "24," "It's Always Sunny
in Philadelphia," "My Name Is Earl" and
"Carnivale." Guest starred on "Cold Case,"
"NYPD Blue," "Stephen King's Rose Red"

and others. Film: Zodiac, Seraphim Falls,
Stay Alive, Herbie Fully Loaded, D.E.B.S.,
Loser and others. Upcoming: Patriotville,
Good Intentions, A Quiet Little Marriage.
Special thanks to Carolyn and Bill Scurato.

NADIA BOWERS (Lizette Sarnoff, Mary
Pickford and others). Broadway: Doubt,
Metamorphoses. NYC: Julius Caesar
(NYSF); Romania, Kiss Me!; Not Waving;
Eyes of the Heart and others. Numerous
regional theatres: Guthrie; La Jolla
Playhouse, Tartuffe, with Des McAnuff.
Various film and TV. Webseries:
www.yearofsublets.com. BA: Dartmouth
College. MFA: NYU's Graduate Acting
Program. AEA. For my parents, Malcolm
and Natasha.

KYLE FABEL (Pem's Father, Cliff
Gardner and others). Broadway debut. New
York: English Made Simple (Primary
Stages). World premieres: The Farnsworth
Invention and Private Fittings (La Jolla);
The Triangle Factory Project and Coward's
Long Island Sound (TACT); The Dead Eye
Boy (Cincinnati Playhouse); Kushner's
Hydriotaphia (Alley); and Rich Hall's Best
Western (Edinburgh). NYU Grad Acting,
'95. For Katie.

MAURICE GODIN (Russian Officer,
Atkins, Walter Gifford, Douglas Fairbanks
and others). Theatre: Romeo and Juliet, The
Three Musketeers, The Seagull, Jane Eyre,
Cabaret, Godspell, Pal Joey. At Stratford:
The, Resistible Rise of Arturo Ui, King Lear.
TV guest star: "The Practice," "Ally

Tony May,

SAND

DINING ON THE PARK
Dine across Central Park, walking distance from the theater District.

pretheater dinner, sunday brunch, sunday dinner, lunch mon-fri, wednesday too and dinner every day
San Domenico NY 240 Central Park South New York, NY 10019 T 212 265 5959



WHO'S WHO IN THE CAST
McBeal," "Friends," "Vegas," "Monk,"
"Malcolm in the Middle," "Seinfeld."
Recurring TV roles include "House," "3rd
Rock from the Sun," "Spin City,"
"Threshold." TV series regular: "Cafe
Americain," "Life With Roger," "Working."
Film: White Room, Salt Water Moose,
Double Take, Chestnut, Bizet's Dream,
Boat Trip.

CHRISTIAN M. JOHANSEN (Young
Philo T. Farnsworth and others). Favorite
credits: An Officer and a Gentleman
(AMAS); The Full Monty (NSMT); The
Sound of Music; Cats, Big River, Music
Man, Annie, Oliver! (Northern Stage);
Cronin/Fullarton's A Christmas Carol; the
title role opposite Beth Leavel in That's
Andy. To Mom, Dad, Jennica, Caitlin. Huge
thanks, family, friends, Abrams. AEA mem-
ber, avid lacrosse player. "Country music
makes you a better person."

AARON KROHN (Wilkins, Analyst and
others). Broadway: The Coast of Utopia,
The Invention of Love, Henry IV, Julius
Caesar. NY/regional includes Echoes of the
War (Mint Theatre), Philoktetes by John
Jesurun (La MaMa), Old Globe Theatre,
Alley Theatre, TUTS, Alabama Shakespeare
Festival, Ireland tour of The Complete
Works of William Shakespeare (Abridged).
MFA: Old Globe Theatre. AEA.

KATE MacCLUGGAGE (Understudy).
Broadway and professional debut! Recent
graduate from NYU's Graduate Acting
MFA Program, where favorite roles includ-
ed Kate in Dancing at Lughnasa and the title
role in Major Barbara. Proud new member
of Actors' Equity. BA: Wesleyan
University, MFA: NYU.

BRUCE McKENZIE (George Everson,
Vladimir Zworykin and others). New York
credits include Big Love (BAM Next Wave
Festival) and the role of Stanley in A
Streetcar Named Desire (New York Theatre
Workshop). He has performed in theatres
across the country for 19 years, including La
Jolla Playhouse, Goodman Theatre,
Huntington Theatre, Berkeley Rep, Dallas
Theater Center and Actors Theatre of
Louisville, where he played the title role in

Hamlet. His band Maquiladora has toured
Japan and Europe and released records in
five countries.

MALCOLM MORANO (Young David
Sarnoff and others). B'way: How the
Grinch..., Chitty Chitty.... Off-B'way/reg'1:
Three Seconds in the Key (Baruch Perf.
Arts), Falsettos (George Street), All Is Not
(Adirondack Theatre Fest.). Workshops/
readings: Bar Mitzvah Boy, Please Don't
Eat the Daisies, Cry-Baby. Film: The
Education of Charlie Banks, Oy Vey. TV:
Not "Law & Order." Love to Mom, Dad,
Nicole and my agents at Abrams.

SPENCER MOSES (Stan Willis and others).
Broadway debut. World premieres: The
Farnsworth Invention, Zhivago, Palm Beach
(La Jolla Playhouse). Regional: How the
Grinch Stole Christmas (Old Globe),
Company, Joseph..., Into the Woods, Smoke on
the Mountain, Pump Boys and Dinettes, The
Game of Love and Chance. spencermoses.com.
Love to Mom, Dad, El, Ty and Ash.

MICHAEL MULHEREN (Leslie Gorrell
and others). B'way: Deuce; La Cage; Kiss
Me, Kate (Tony nom.), The Boy From Oz;
Titanic; On the Waterfront. Off-B'way:
Floyd Collins, Cocoanuts, The Fantasticks.
TV: "Law & Order" (Judge Taylor) and
"Rescue Me" (Chief Perroli). Films:
Invincible, Bringing Out the Dead (dir.
Martin Scorsese), Curse of the Jade
Scorpion (dir. Woody Allen) and upcoming
Pride and Glory and Fool's Gold. AEA
member since 1984. Thanks Izzy, John and
Johnny. Love to Amanda, Conor and Fiona.

JIM ORTLIEB (Justin Tolman, Jim
Harbord, Doctor and others). Broadway
debut. Reg'1: Farnsworth (La Jolla); Picasso
at the Lapin Agile (Steppenwolf); Grapes of
Wrath (Ford's Theatre, DC); The
Homecoming, Hughie, M (Gare St. Lazare,
France/Ireland/Chicago); Only Kidding
(Wisdom Bridge; Joseph Jefferson Award
nominee); Scapin (American Theatre
Company); Candide, The Mikado and
Tartuffe (Weston Playhouse); Wasps (Getty
Villa). TV: "The Closer," "Roswell,"
"Felicity," "The Shield," "The Watch."
Film: Drunkboat, Magnolia, Home Alone, A



WHO'S WHO IN THE CAST
Mighty Wind. Graduate: Mason Gross
School of the Arts at Rutgers.

MICHAEL PEMBERTON (Sarnoff's
Father, Simms, Schenck, Lippincott, Houston
Control and others). Broadway: I'm Not
Rappaport, Not About Nightingales, Picnic
and Hedda Gabler. Off-Broadway: Outward
Bound (Drama Desk nom.), Dinner With
Friends, Saturday Night. Regional theatre: La
Jolla Playhouse, Wilma Theater, Cincinnati
Playhouse, Williamstown Theatre Festival,
O'Neill Festival, Portland Center Stage, Geva
Theatre, Alabama Shakespeare, George
Street Playhouse. Television: "Damages,"
"New Amsterdam," "Kidnapped," "The
Sopranos," "Law & Order," "Oz," "Law &
Order: SVU," "All My Children" and
"Guiding Light." Film: The Family Stone,
The Devil You Know, Mo, The Pack, Gasline.

JAVIER PICAYO (Understudy). Hailing
from NYC, Javier is making his Broadway
debut in The Farnsworth Invention! He was
most recently seen in Blair Brown's produc-
tion of Lovely Day. Film credits include
Mulberry Street, Little Fugitive. TV credits:
"CSI: NY." Thanks to family, friends,
Innovative Artists, untitled and the cast and
crew of Farnsworth.

KATHARINE POWELL (Betty and
others). Broadway debut. Off-B'way:
Election Day, The Water's Edge (Second
Stage), The Voysey Inheritance (Atlantic),
Smashing (Play Company). Regional: The
Farnsworth Invention (La Jolla), A
Midsummer Night's Dream (American
Repertory Theatre), Three Sisters (ACT).
Film: The Girl in the Park, Oranges, The
Baxter. TV: "Guiding Light," "Out of
Practice," "Without a Trace." Education:
NYU, MFA; Brown University, BA.

STEVE ROSEN (Harlan Honn, Radio
Announcer, Lennox and others). Broadway:
Monty Python's Spamalot (original cast; Sir
Bedevere, et. al.), directed by Mike
Nichols. Off-Broadway: The Golem, The
Castle. Regional: The Farnsworth
Invention (La Jolla Playhouse), Enter
Laughing (Berkshire Theatre Festival). TV:
"Ed." Film: Storytelling, Heavy Petting.
Co-creator and host: Don't Quit Your Night

Job, an after-hours, improv-comedy based
variety show starring Broadway actors.
Thanks: Mr. Sorkin, Mr. McAnuff, Ms.
Rubin and this wonderful cast and crew.
BFA: NYU/Tisch. For: Dave Ormont.

BRIAN RUSSELL (Understudy).
Broadway: The Caine Mutiny Court-Martial.
National tour: Laughter on the 23rd Floor,
The Graduate, On Golden Pond. Regional
theatre: Actors Theatre of Louisville, George
Street Playhouse, Syracuse Stage, Delaware
Theatre Company and others. Television:
"30 Rock," "Rescue Me," "Law & Order."
MFA: Academy for Classical Acting at the
George Washington University.

JAMES SUTORIUS (Russian Officer,
William Crocker and others). Broadway:
Conversations With My Father, The
Changing Room, Hamlet. Off-Broadway:
Sexual Perversity in Chicago. Regional:
Who's Afraid of Virginia Woolf?,
Lincolnesque (Old Globe), The Farnsworth
Invention (La Jolla), Hamlet (Cleveland
Play House), The Crucible (South Coast
Rep.), 2 Lives (George Street Playhouse), A
Perfect Wedding (Kirk Douglas Theatre),
The Seagull (Matrix). TV movies:
"Skokie," "Wings of Eagles," "Perfect
Tribute." TV: "The Andros Targets,"
"CSI," "X-Files," "Ally McBeal," "The
Unit" and scores of others.

MARGOT WHITE (Sarnoff's Mother,
Pem's Mother, Agnes Farnsworth, Mina
Edison and others). B'way: Performance
debut, Bobbi Boland (u/s). Off-B'way: The
Traveling Lady (EST; Drama Desk nom.),
Return of the Prodigal (Mint), When They
Speak of Rita (Primary Stages), The Seagull
(Pearl Theatre), Pericles (Red Bull).
Regional: A.C.T., Great Lakes, Pioneer,
Studio (DC), DE Theatre Co. TV/film:
"AMC," "Guiding Light," "Good Night
Kiss," "Sibling."

ALEXANDRA WILSON (Pem Farnsworth
and others) originated the role of Pem
Farnsworth in the La Jolla Playhouse pro-
duction of The Farnsworth Invention. She is
a recent graduate of the American
Conservatory Theater's MFA program. This
is her Broadway debut. AEA.



WHO'S WHO IN THE CAST
WILLIAM YOUMANS (Wachtel and oth-
ers). Broadway original casts: Wicked (Dr.
Dillamond), Baz Luhrmann's La Boheme,
The Pirate Queen, Titanic, Big River, Little
Foxes (with Elizabeth Taylor). Off-
Broadway: Tony Kushner's Brundibar,
Horton Foote's The Widow Claire, Orphan
of Zhao (Lincoln Center), Flux (Public
Theater), Henry V (NYSF), 12345 (MTC),
Weird Romance (Alan Menken musical).
Film: Mrs. Soffel, Compromising Positions,
Nadine, Fresh Horses, A League of Their
Own. TV: "The Little Match Girl,"
"Separate but Equal," "Private History"
(Peabody Award), many cop dramas.
Actors' Equity member.

AARON SORKIN (Playwright) graduated
from Syracuse University with a BFA in
theatre and made his Broadway playwriting
debut at the age of 28 with the military
courtroom drama, A Few Good Men, for
which he received the John Gassner Award
as Outstanding New American Playwright.
His subsequent film adaptation was nomi-
nated for four Academy Awards and five
Golden Globes, including Best Picture and
Best Screenplay. He followed with the
screenplays for Malice, starring Alec
Baldwin and Nicole Kidman, and The
American President, starring Michael
Douglas and Annette Bening. Mr. Sorkin
produced and wrote the television series
"Sports Night" for ABC for two years, win-
ning the Humanitas Prize and the Television
Critics Association Award. He spent the
next four years writing and producing the
NBC series "The West Wing," winning the
Emmy Award for Outstanding Drama Series
all four years. For his work on "The West
Wing," Mr. Sorkin also twice received the
Peabody Award, the Humanitas Prize and
the Television Critics Association Award
and the Golden Globe, Writers Guild and
Producers Guild Awards. Most recently, he
wrote and produced the NBC television
series "Studio 60 on the Sunset Strip," and
his latest film, Charlie Wilson's War (direct-
ed by Mike Nichols and starring Tom
Hanks, Philip Seymour Hoffman and Julia
Roberts), will be released at Christmas. Mr.
Sorkin lives in Los Angeles with his daugh-
ter, Roxanne.

DES McANUFF (Director) is a two-time
Tony Award-winning director and was
recently named co-artistic director of the
Stratford Shakespeare Festival. He is direc-
tor emeritus of La Jolla Playhouse, which he
headed for much of the past 25 years.
Broadway credits (developed at the
Playhouse): Jersey Boys (2006, four Tony
Awards including Best Musical), Billy
Crystal's 700 Sundays (2004, Tony Award),
Dracula: The Musical (2004), How to
Succeed... (1995), The Who's Tommy (direc-
tor/co-author with Pete Townshend, 1993
Tony Award Best Director of a Musical;
1997 London Olivier Awards Best
Director/Best Musical), A Walk in the
Woods (1988) and Big River (1985, seven
Tonys including Best Director of a Musical
and Best Musical). Recent productions
directed at the Playhouse: The Wiz (2006),
Zhivago (2005), Palm Beach (2005), Private
Fittings (2005), Tom Donaghy's Eden Lane
(2003), Tartuffe (2002), Michael Ondaatje's
The Collected Works of Billy the Kid (2001).
Film credits: Cousin Bette and The
Adventures of Rocky and Bullwinkle (direc-
tor), Iron Giant (producer), Quills (execu-
tive producer). Upcoming: Caesar and
Cleopatra (with Christopher Plummer and
Anika Noni Rose) and Romeo and Juliet in
Stratford; adapting Yoshimi Battles the Pink
Robots for the stage with Wayne Coyne of
the Flaming Lips and Aaron Sorkin.

ANDREW LIPPA (Original Music). New
York theatre credits include john & jen (co-
written with Tom Greenwald), The Wild
Party (MTC) and new songs and arrange-
ments for You're a Good Man, Charlie
Brown (Broadway), all of which are record-
ed. Other recordings: Julia Murney's I'm
Not Waiting (producer), Bat Boy (producer)
and the forthcoming A Little Princess (co-
written with Brian Crawley). Recipient of a
2000 Grammy nomination and winner of
Drama Desk, Outer Critics Circle,
ASCAP/Richard Rodgers and Gilman/
Gonzalez-Falla Theatre Foundation Awards.
As Kristin Chenoweth's music director he
has conducted at Carnegie Hall, the
' Metropolitan Opera House, San Francisco
Symphony, among others. Next up:
music/lyrics for Jules Feiffer's The Man in
the Ceiling (Disney Theatrical) and The
Addams Family (Elephant Eye). Andrew is a
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WHO'S WHO IN THE CAST
proud graduate of the University of
Michigan School of Music. Many thanks to
Aaron and Des. www.andrewlippa.com

KLARA ZIEGLEROVA (Scenic Design).
Broadway: Jersey Boys (Tony nomination),
The Search for Signs of Intelligent Life in
the Universe. Off-Broadway: Wrecks,
Controversy (Public Theater); Yellowman
(Manhattan Theatre Club); First Love; What
You Get and What You Expect (New York
Theatre Workshop); Irish Repertory Theatre
and others. Regional: La Jolla Playhouse,
Cincinnati Playhouse, Dallas Theater
Center, Portland Center Stage, Seattle Rep,
Florida Stage, McCarter Theater, Wilma
Theater, Old Globe Theatre and Yale
Repertory Theatre, among many others.
Awards: 2005 Lumen Award (Dodger
Stages), 2003 Drammy Award for Best Set
Design, the 2000 Carbonell Award for Best
Set Design, Best Touring Production of
2003 L.A. Ovation Award. Graduate of Yale
School of Drama.

DAVID C. WOOLARD (Costume Design).
Broadway credits include Old Acquaintance,
Ring of Fire, All Shook Up, 700 Sundays,
The Smell of the Kill, The Rocky Horror
Show (2001 Tony Award nominations),
Voices in the Dark, The Who's Tommy
(1993 Tony and Olivier Award nomina-
tions), Bells Are Ringing, Marlene, Wait
Until Dark, Horton Foote's The Young Man
From Atlanta, Damn Yankees, A Few Good
Men. Recent credits include Dividing the
Estate and Beyond Glory both Off-
Broadway, Happy Days (Paper Mill
Playhouse), Cosi fan Tutti (Santa Fe Opera),
Gloriana (St. Louis Opera) and L'Italiana in
Algeri (San Francisco Opera). With his part-
ner Gary Field he has started Career Gear, a
national nonprofit organization that provides
work-appropriate clothing and follow-up
support to men graduating from job retrain-
ing programs.

HOWELL BINKLEY (Lighting Design).
B'way works include Xanadu, Jersey Boys,
Avenue Q, LoveMusik, Bridge & Tunnel,
Steel Magnolias, Golda's Balcony,
Hollywood Arms, Gore Vidal's The Best
Man, Minnelli on Minnelli, The Full Monty,
Parade, Kiss of the Spider Woman,

Sacrilege, Taking Sides, How to Succeed...,
High Society and Grease. Off-B'way: Patti
LuPone in Gypsy directed by Arthur
Laurents at City Center, Landscape of the
Body, Sinatra at Radio City, Batboy: The
Musical and Radiant Baby. Other credits
include the Kennedy Center's Sondheim
Celebration, Parsons Dance (co-founder),
Alvin Ailey, ABT, MoMix, the Joffrey
Ballet (Billboards). Five-time Helen Hayes
Award recipient, 1993 Sir Laurence Olivier
Award and Canadian Dora for Spider
Woman, 2006 Henry Hewes Design Award,
2006 Outer Critics Circle Award and 2006
Tony Award for Jersey Boys.

WALTER TRARBACH (Sound Design).
Credits include Measure for Pleasure and
Satellites at the Public Theater; Sandra
Bernhard's Everything Bad & Beautiful at
the Daryl Roth Theater; I Love You Because
at the Village Theater; Zhivago (Page to
Stage workshop), Private Fittings, Paris
Commune (La Jolla Playhouse); The Lady in
Question at Bay Street Theatre; Mr.
Marmalade for the Roundabout. Associate
sound designer on Billy Crystal's 700
Sundays, assistant sound designer for the
Jersey Boys national tours. He has a degree
in sound design from Boston University and
is a founding member of the design group
Sixty Cycle Sound. Walter is married to
photographer Kimberly Witham.

MARK ADAM RAMPMEYER (Hair &
Wig Design). Mark is very excited to be
continuing his work on this amazing project,
having designed the workshop production at
La Jolla Playhouse. La Jolla credits include
The Deception, The Adding Machine and
Carmen the Musical (world premiere). His
work has also been seen at Paper Mill
Playhouse in A Wonderful Life and most
recently Happy Days. Other credits include
the Off-Broadway production of Tall Grass
and the New York Philharmonic production
of My Fair Lady. Mark would like to thank
all who have supported him on this journey
and especially David H. Lawrence for his
continued guidance and support. This one is
for my Mom! *peep*

LISA SHRIVER (Movement). Broadway:
Ring of Fire. Others: The Farnsworth
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Invention (La Jolla), Ring of Fire (Studio
Arena), After the Ball (Irish Rep), The 60's
Project, Where's Charley? (Goodspeed), The
Oldest Profession (Signature) and Stephen
Sondheim's 75th Birthday Celebration.
Other Broadway credits (as assistant choreo-
grapher): The Producers, Oklahoma!,
Titanic, Into the Woods. Directed and chore-
ographed An Evening of Guys and Dolls
Music with Tony Bennett, Marisa Tomei,
Vanessa Williams. Film choreography: A
Beautiful Mind, Hysterical Blindness, Tony
'n' Tina's Wedding, House of D. Upcoming:
A Christmas Carol (Robert Zemeckis). Love
and thanks to Des McAnuff, Aaron Sorkin,
Pamela Cooper and Brian.

STEVE RANKIN (Fight Direction)
received wide critical praise, as both fight
director and actor, in the Tony Award-win-
ning Lincoln Center Theater production of
Henry IV directed by Jack O'Brien. Other
Broadway: Jersey Boys, Dracula: The
Musical, Twelfth Night, Two Shakespearean
Actors, Anna Christie, The Real Inspector
Hound, Getting Away With Murder and The
Who's Tommy. Off-Broadway: Pig Farm,
The Night Hank Williams Died and Below
the Belt. Opera: Iphigenie en Tauride and
Rodelinda at the Metropolitan Opera. As an
actor Mr. Rankin can be seen as Alvin
Green on the new series "Saving Grace"
starring Holly Hunter on TNT.

FRANK HARTENSTEIN (Production
Stage Manager). Broadway credits include
Dracula: The Musical, Baz Luhrmann's La
Boheme, 42nd Street (revival), Honour, The
King and I (revival), How to Succeed in
Business... (revival), The Who's Tommy,
Peter Pan,- Into the Woods, Starlight
Express, Big River, Mame (revival), A Little
Family Business, Hide and Seek, A Chorus
Line (original company), The Secret Affairs
of Mildred Wild and Night Watch. Lincoln
Center Theater: Ivanov and Ring Round the
Moon. Radio City Music Hall: Sinatra: His
Voice. His World. His Way directed by Des
McAnuff. Off-Broadway: A Chorus Line, A
Life in the Theatre and Lone Star Love.

KELLY A. MARTINDALE (Stage
Manager). Broadway: Dracula: The
Musical, Baz Luhrmann's production of
Puccini's La Boheme, 42nd Street (revival),

The King and I (revival), The Who's Tommy.
Radio City: Sinatra: His Voice. His World.
His Way. Off-Broadway: Hedwig and the
Angry Inch (Jane Street), The Cider House
Rules (Atlantic Theater Company). Regional:
The Wiz, Zhivago, Much Ado About Nothing,
The Who's Tommy, The Glass Menagerie,
Elmer Gantry, The Heliotrope Bouquet,
Three Sisters (UP). AEA.

STEPHANIE ATLAN (Assistant Stage
Manager). Broadway: Butley (Booth
Theatre). Off-Broadway: Romeo and Juliet
(Public Theater); All This Intimacy, Getting
Home, Show People, The Little Dog
Laughed, A Soldier's Play and Privilege
(Second Stage). Regional: The Farnsworth
Invention (La Jolla Playhouse); Oh, the
Innocence! (Theatre J). Fringe: Go-Go Kitty,
GO! (Lucille Lortel).

TARA RUBIN CASTING (East Coast
Casting). Broadway/tours: Young.
Frankenstein, The Little Mermaid, Jersey
Boys, Mary Poppins, My Fair Lady, The
Pirate Queen, Les Miserables, Rock 'n' Roll
and The History Boys (U.S. casting),
Spamalot, ...Spelling Bee, The Producers,
Mamma Mia!, Phantom..., Good Vibrations,
Bombay Dreams, Oklahoma!, Flower Drum
Song, Imaginary Friends, Metamorphoses,
Disney's On the Record, The Frogs,
Contact, Thou Shalt Not, A Man of No
Importance. Off-Broadway: Second Stage
Theatre. Regional: Williamstown, Yale Rep,
Kennedy Center, La Jolla (NY casting).
Film: The Producers. Member: Casting
Society of America.

SHARON BIALY/SHERRY THOMAS
(West Coast Casting). Broadway: Jersey
Boys, A Walk in the Woods. Regional: La
Jolla Playhouse (1985-1990,2002-2007 with
Des McAnuff), Geffen, the Globe, Berkeley
Rep, Hartford Stage, Lincoln Center and
Guthrie. Film: Redbelt (David Mamet,
2008); Forever Strong (2008); Reign O'er
Me; Mr. Holland's Opus; Drugstore
Cowboy; Rock Star; Gas, Food Lodging;
Indian Summer; Rudy; Point Break; Fire in
the Sky. Television: "The Unit," "Jericho,"
"Breaking Bad" (AMC, 2008), "The Mind of
the Married Man" (HBO), "Picket Fences,"
"The Pretender," "Positively True
Adventures" (HBO), "The James Brady
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Story" (HBO). Artios Award (Best Casting)
for Jersey Boys and Tartuffe (LW).

PETER FULBRIGHT/TECH PRODUC-
TION SERVICES (Technical Supervisor).
Recent Broadway productions/national
tours: Jersey Boys, Hairspray, Curtains,
Bombay Dreams, 42nd Street, Urinetown,
Into the Woods, ...Vampires, Inherit the
Wind, Dame Edna, Sixteen Wounded,
Anna... Tropics, Enchanted April, Frog &
Toad, Life (x) 3, Ma Rainey's..., Elephant
Man, Topdog/Underdog and Blast! Peter has
supervised more than 70 Broadway produc-
tions and national tours. Favorites include
Aspects of Love, Rocky Horror, The Real
Thing, Swing!, Amadeus, The Sound of
Music, On the Town, Scarlet Pimpernel,
Triumph of Love, Footloose, ...Mattress,
...Forum, Smokey Joe's Cafe, Moon Over
Buffalo, Crazy for You, Guys and Dolls,
Joseph..., The Secret Garden, Starlight
Express, Drood, Singin' in the Rain, Foxfire.

STEPHEN GABIS (Dialect Coach).
Recent credits: 39 Steps, Sive (Irish Rep).
Broadway and Off-Broadway: 110 in the
Shade, Coram Boy, Butley, Legally Blonde,
Heartbreak House, The Lieutenant of
Inishmore, The Prime of Miss Jean Brodie,
Jersey Boys, The Voysey Inheritance,
Frozen, Stuff Happens, The Field. Misc.
venues: Roundabout, Manhattan Theatre
Club, Playwrights Horizons, MCC, the New
Group, Yale Rep., Hartford Stage,
McCarter, Houston Alley, Signature
Theatre, Public Theater, Atlantic Theater
Co. Film: The Savages, Across the Universe,
Bernard and Doris (for Ralph Fiennes),
Dark Matter, The Notorious Bettie Page,
Confessions of a Dangerous Mind, Boys
Don't Cry (for Chloe Sevigny).

DODGER PROPERTIES (Producer). A
producing partnership made up of Michael
David, Edward Strong, Rocco Landesman
and Des McAnuff, it originated at BAM in
1978, migrated to NY Shakespeare Festival,
then off and on Broadway, where they've
shared in a host of Tony and Obie Awards.
Current Broadway: Jersey Boys. Other
Broadway: .42nd Street, Urinetown,
Dracula, Into the Woods (original and '02),
Good Vibrations, The Music Man, Blast!,

Titanic, Wrong Mountain, Footloose, Mandy
Patinkin, High Society, 1776, ...Forum, The
King and I, The Who's Tommy, Ralph
Fiennes' Hamlet, Guys and Dolls, Once
Upon a Mattress, How to Succeed in
Business..., Jelly's Last Jam, The Secret
Garden, Prelude to a Kiss, Gospel at
Colonus, Big River, Pump Boys and
Dinettes. Off-Broadway: Drumstruck,
Symphonie Fantastique, Bare, Barbra's
Wedding, Duet, Savion Glover Downtown.

STEVEN SPIELBERG FOR RABBIT
EARS, LLC (Producer). One of the indus-
try's most successful and influential film-
makers, Steven Spielberg has directed,
produced and executive produced some of
the top-grossing films of all time, including
Jurassic Park and E.T.: The Extra-
Terrestrial. He is a three-time Academy
Award® winner, earning Oscars® for Best
Director and Best Picture for Schindler's
List and an Oscar® for Best Director for
Saving Private Ryan. He has been nominat-
ed six times as a director and six times as a
producer. Spielberg is a three-time DGA
Award winner for his work on The Color
Purple, Schindler's List and Saving Private
Ryan and has been nominated a record ten
times. He is a recipient of the DGA's
Lifetime Achievement Award, the
American Film Institute's Lifetime
Achievement Award, the prestigious Irving
G. Thalberg Award from the Academy of
Motion Picture Arts and Sciences and the
Kennedy Center Honor. He is one of the
founders of DreamWorks Studios and has
now organized Rabbit Ears, LLC, to seek
out and participate in the presentation of
stage productions.

FREDERICK ZOLLO (Producer).
Broadway produetions include Butley;
Chitty Chitty Bang Bang (also West End);
Frozen; Caroline, or Change; Ma Rainey's
Black Bottom; Private Lives; The Goat;
King Hedley II; Buried Child; Angels in
America: Perestroika and Millennium
Approaches; Death and the Maiden; Our
Country's Good; Ma Rainey's Black
Bottom; Hurlyburly; 'night, Mother; Almost
an Eagle; On Golden Pond. London produc-
tions include Les Liaisons Dan gereuses,
Glengarry Glen Ross. Off-Broadway pro-
ductions include Aven U Boys, Talk Radio



At This Theatre

THE MUSIC 130X

E5uilt in 1921 by Irving Berlin and
Sam Harris, the lovely Music Box

is now co-owned by the Berlin estate
and the Shubert Organization. In 1994

arrived in 1978 when Ira Levin's Death-
trap opened, starring John Wood, Mari-
an SeIdes and Victor Garber. This
thriller played for 1,609 performances,

and Ms. SeIdes
never missed one.
Other hits of the

1970's included the
witty tribute to
Stephen Sond-
heim's songs called
Side by Side by
Sondheim; a revival
of Who's Afraid of
Virginia Woolf?,
starring Ben Gaz-

Berlin's daughters unveiled a plaque
and wall exhibit (located in the outer
lobby), chronicling their father's history
at this house.
The most recent tenants of this the-

atre have been Fortune's Fool, Neil
Simon's The Dinner Party; Amadeus;
Closer; The Diary of Anne Frank;
Christopher Plummer (Tony Award) in
Barrymore; State Fair; Swinging on a
Star; Blood Brothers; A Small Family
Business; Park Your Car in Harvard
Yard; Julie Harris in Lucifer's Child; the
military thriller A Few Good Men; the Cy
Coleman musical Welcome to the Club;
the British import Spoils of War; the
musical Mail; the British hit Les Liaisons
Dangereuses; A.R. Gurney's Sweet
Sue, starring Mary Tyler Moore; a
revival of Joe Orton's Loot; a revival of
Noel Coward's Hay Fever; The Octette
Bridge Club; Alone Together; Arthur
Kopit's End of the World; Open Admis-
sions; and Carroll O'Connor in Brothers.

In 1982 Agnes of God, starring Geral-
dine Page, Elizabeth Ashley and Aman-
da Plummer, played 599 performances.
The Music Box's longest-running play

zara and Colleen
Dewhurst; the
British import

Comedians, with Jonathan Pryce win-
ning a Tony; Alan Ayckbourn's lunatic
comedy Absurd Person Singular; and
Anthony Shaffer's Sleuth, which ran
from 1970 until late 1973.

Interesting shows in the 1960's includ-
ed Bert Lahr in S.J. Perelman's wacky
The Beauty Part and the enormous hit,
Any Wednesday, with Sandy Dennis
and Gene Hackman, which ran for 982
performances. In 1967 Pinter's The
Homecoming won four Tonys.

In the 1950's William Inge had three
great successes here: Picnic, Bus Stop
and The Dark at the Top of the Stairs.
Jessica Tandy and Brian Bedford
scored in Five Finger Exercise.

Highlights of the past: Marlon Brando
made his debut here in 1944 in /
Remember Mama; George S. Kaufman
had many hits at this theatre, including
(with Moss Hart) Once in a Lifetime and
The Man Who Came to Dinner; Moss
Hart and Irving Berlin created the revue
As Thousands Cheer; Of Thee I Sing
(Pulitzer Prize); Clifton Webb, Fred Allen
and Libby Holman starred in The Little
Show,

Space limitations prevent us from mentioning all the productions which have played this theatre.
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Andy VVarho
Gold Marilyn Monro 1."

The Museum of Modern Art 11 W. 53 St. (212) 708-9400 MoMA.org
Andy Warhol. Gold Marilyn Monroe (detail). 1962. Silkscreen ink on synthetic polymer paint on canvas. The
Museum of Modern Art. Gift of Philip Johnson. 0 2007 Andy Warhol Foundation for the Visual Arts/Artists
Rights Society (ARS), New York
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(which he directed), Oleanna, The
Cryptogram (also West End). Films include
Mississippi Burning, Quiz Show (both best
picture nominees), The Paper, Naked in New
York, Ghosts of Mississippi. TV: Emmy
nominees "In the Gloaming," "Lansky."

JEFFREY A. SINE (Producer). Recent
Broadway producing credits include Spring
Awakening (Tony Award), Butley, Martin
Short's Fame Becomes Me, The Odd Couple,
Chitty Chitty Bang Bang and Lennon as well
as the Tony nominated Frozen; Caroline, or
Change; and La Boheme and the Tony
Award-winning The Goat, or Who is Sylvia?
and Private Lives. Previous producing credits
include Oleanna; Sex, Drugs, Rock & Roll;
and A Clockwork Orange. Mr. Sine is a
board member of the Manhattan Theatre
Club and the Play Company in New York
and is an owner of the Hibernia Theatre in
Prague, Czech Republic.

AUBREY DAN, DANCAP PRODUC-
TIONS (Producer). Aubrey Dan is
president of Dancap Productions Inc.
(www.dancaptickets.com), a company dedi-
cated to presenting and producing the best of
Broadway-style theatre created in collabora-
tion with acclaimed performers and award-
winning creative teams to entertain and
engage theatre lovers in Toronto and
throughout Canada. Dan began producing
theatre in Toronto working with CanStage on
Urinetown: The Musical, Ain't Misbehavin'
and Hair. His Broadway producing credits
include The Wedding Singer and The Pirate
Queen and currently The Farnsworth
Invention and Rock 'n' Roll. Aubrey is a sea-
soned businessman who invests his own
funds in diverse businesses around the globe.

LATITUDE LINK (Producer). A La Jolla,
California-based production group and
licensing company. Other projects include
the Broadway and national tours of Jersey
Boys (2006 Tony Award). Thanks to Aaron
Sorkin and Des McAnuff for their commit-
ment to The Farnsworth Invention, an impor-
tant American story. The principals of
Latitude Link actively support and applaud
La Jolla Playhouse for its 25-year mission of
giving theatre artists a safe place to create
unsafe work.

THE PELICAN GROUP (Producer). A
theatrical production partnership managed by
Ivor Royston, it received the Tony Award for
the 2006 Best Musical, Jersey Boys, and is an
associate producer of the national tour of
Camelot. Current Pelican development pro-
jects include the new musical Zhivago and
the revival of the musical The Wiz. The
Pelican partners supporting The Farnsworth
Invention are Richard and Rita Atkinson,
Todd and Debby Buchholz, Pauline Foster,
Cam and Wanda Garner, Hal and Debby
Jacobs, Irwin and Joan Jacobs, Jeffrey and
Deni Jacobs, Paul and Stacy Jacobs, Warren
and Karen Kessler, Nevins and Margret
McBride and Colette Carson Royston.

LAUREN MITCHELL (Associate
Producer). As producer, on Broadway:
Jersey Boys, Urinetown, Into the Woods ('02
revival), Wrong Mountain, High Society.
Off-Broadway: Bare, Barbra 's Wedding. As
actress, on Broadway: The Boys From
Syracuse, Me and My Girl, Nine, Annie, City
of Angels (L.A.), Into the Woods (original
cast and PBS American Playhouse) and
numerous Off-Broadway, regional, televi-
sion and concert appearances.

LA JOLLA PLAYHOUSE (Page To Stage
Producer) has received more than 300
awards for theatre excellence, including the
1993 Tony Award as America's Outstanding
Regional Theatre. Located in La Jolla,
California, the Playhouse is nationally
acclaimed for its innovative productions of
classics, new plays and musicals. Led by
Christopher Ashley, artistic director; Steven
B. Libman, managing director; and Des
McAnuff, director emeritus, the Playhouse
was founded in 1947 by Gregory Peck,
Dorothy McGuire and Mel Ferrer. More
than 30 Playhouse productions have moved
to Broadway, garnering 23 Tony Awards,
including Big River, The Who's Tommy,
How to Succeed in Business..., Thoroughly
Modern Millie, Jersey Boys and Billy
Crystal's 700 Sundays and the Pulitzer
Prize-winning I Am My Own Wife, both fos-
tered as part of the Playhouse's Page to
Stage New Play Development Program.
Visit www.lajollaplayhouse.org.

Information in "Who's Who in the Cast" is provided by the
production. Where opinions are expressed, they are those
of the players, not necessarily those of PLAYBILL Magazine.



Opening Night: November 14, 2007

STAFF FOR THE FARNSWORTH INVENTION

GENERAL MANAGEMENT
DODGER MANAGEMENT GROUP

GENERAL PRESS REPRESENTATION
BONEAU/BRYAN-BROWN

Adrian Bryan-Brown Susanne Tighe

Heath Schwartz

COMPANY MANAGER
Jennifer Hindman Kemp

Production Stage Manager  Frank Hartenstein

Stage Manager  Kelly A. Martindale

Assistant Stage Manager  Stephanie Atlan

Associate General Manager Jennifer F. Vaughan

Assistant General Manager  Dean A. Carpenter

Technical Supervision  Tech Production Services/
Peter Fulbright, Mary Duffe

Colleen Houlehen, Robert Spink

Assistant Director  Daisy Walker

Dialect Coach Stephen Gabis

Associate Scenic Designer  Robert John Andrusko

Associate Costume Designer  Matthew Pachtman

Assistant Costume Designer  Sarah Sophia Turner

Associate Lighting Designer  Mark Simpson

Assistant Lighting Designer  Amanda Zieve

Co-Sound Designer  Tony Smolenski

Associate Sound Designer  Ashley Hanson

Casting Directors Tara Rubin, CSA,
Laura Schutzel, CSA

Casting Associates  Eric Woodall, CSA,
Merri Sugarman, CSA

Casting Assistants  Rebecca Carfagna,
Paige Blansfield, Dale Brown

Set Model Builder Tim McMath

Costume Shopper  Jessica Pabst

Production Carpenter  Erik Hansen

Head Carpenter  Ray Harold

Production Electrician   Brian GH McGarity

Head Electrician  Pete Donovan

Production Sound  Jim Bay

Production Props Em i I iano Pares

Head Props  John H. Paull III

Wardrobe Supervisor  Scott Westervelt

Dressers Jackeva G. Hill,
Anthony Hoffman, Teresia Larsen,
Del Miskie, Virginia T. Neininger,

Jane S Rottenbach

Hair Supervisor Renee Kelly

Hair Department  Gay Boseker, Pat Marcus
Child's Guardian  Robert Wilson

Production Assistants  Stephanie Cel ustka,
Ryan Mekenian, Sally Sibson,

Alissa Zulvergold

Directing Intern  Deborah Wolfson
Production Dramaturg Adam Greenfield

Advertising  Serino Coyne, Inc.!
Sandy Block, Scott Johnson,

Lauren D'Elia

Marketing  Dodger Marketing/
Gordon Kelly, Jessica Ludwig

Promotions  HHC Marketing/
Hugh Hysell, Michael Redman

Press Representative Staff  Chris Boneau,
Brandi Cornwell, Linnae Petruzzelli,
Jim Byk, Jackie Green, Joe Perrotta,

Steven Padla, Matt Polk, Juliana Hannett,
Jessica Johnson, Aaron Meier,
Danielle Crinnion, Amy Kass,

Christine Olver, Matt Ross,
Kevin Jones, Ian Bjorklund

Travel Agent The "A" Team at Tzell Travel/
Andi Henig

Banking Commerce Bank, Barbara von Borstel
Payroll  Casteliana Services Inc.!

Lance Castel lana, Norman Seawell,
James Castel lana

Accountants  Schall and Ashenfarb, C.P.A.
Finance Director  Paula Maldonado
Insurance AON/Albert G. Rubin

Insurance Services, Inc.!
George Walden, Claudia Kaufman

Counsel for the Dodgers  Nan Bases, Esq.
Counsel for the Production  Franklin, Weinrib,

RudeII & Vassallo, PC/
Elliot Brown, Daniel Wasser

Special Events  John L. Haber
MIS Services  Rivera Technics/Sam Rivera

Web Design/
Maintenance  Curious Minds Media, Inc.

Production Photographer  Joan Marcus
Theatre Displays  King Displays

THE MUSIC USED IN THIS PRODUCTION WAS
RECORDED BY

Piano & Conductor   Andrew Lippa
Music Coordinator   Howard Joines
Trumpet   Matthew Peterson
Woodwinds   Mark Thrasher
Violins   Christian Hebel

Christopher Cardona
Viola   Claire Chan
Cello   Anja Wood
Bass   William Ellison

DODGERS
Dodger Theatricals

Michael Bo[gar, Sandra Carlson, Dean A. Carpenter,
Michael David, John L. Haber, Gordon Kelly, Jennifer
Hindman Kemp, Pamela Lloyd, James Elliot Love,

Jessica Ludwig, Paula Maldonado, Lauren Mitchell,

Sally Campbell Morse, Samuel Rivera, R. Doug

Rodgers, Maureen Rooney, Bill Schaeffer, Andrew

Serna, Bridget Stegall, Edward Strong, Tim Sulka,

Jennifer F. Vaughan, Nefertiti Warren, Laurinda

Wilson, Ashley Zimmerman

www.FarnsworthOnBroadway.com

LA JOLLA PLAYHOUSE
Artistic Director Christopher Ashley

Managing Director  Steven B. Libman
Associate Artistic Director  Shirley Fishman
Director Emeritus  Des McAnuff
General Manager Debby Buchholz
Associate General Manager  Jenny Case
Director of Marketing  Joan Cumming
Director of Development Ellen Kulik
Director of Finance John T. O'Dea
Director of Education
and Outreach Steve McCormick



Production Manager  Peter J. Davis
Associate Production Manager  Linda S. Cooper
Technical Director  Brian Busch
Associate Technical Directors Chris Borreson,

Chris Kennedy
Costume Shop Manager  Susan Makkoo
Sound Supervisor Peter Hashagen
Lighting Supervisor  Mike Doyle
Prop Master  Debra Hatch
Charge Scenic Artist  Mark Jensen
Theatre Operations Manager  Ned Collins

CREDITS
Scenery fabrication, show control and scenic motion
control by Scenic Technologies, a division of PRG, LLC,
New Windsor, NY. Lighting equipment from PRG
Lighting. Costumes by Eric Winterling, Inc.; Giliberto
Designs, Inc.; Maria Ficalora Knitwear Ltd.; Tricorne,
Inc. Millinery by Arnold S. Levine, Inc. Custom
footwear by Worldtone. Props provided and executed by
The Spoon Group. Sound equipment by Sound
Associates, Inc. Special effects equipment by Jauchem
& Meeh Inc. Autopilot system provided by TOP DOG
Spotlighting. Natural herb cough drops courtesy of
Ricola USA, Inc. Rehearsed at New 42nd Street
Studios. PLAYBILL® cover photo by Chris Callis.

IN MEMORY
It is difficult to imagine producing anything without the
presence of beloved Dodger producing associate James
Elliot Love. Friend to everyone he met, James stood at
the heart of all that is good about the theatrical com-
munity. He will be missed, but his spirit abides.

piTHE ACTORS AND STAGE MANAGERS EMPLOYED IN THIS PRODUCTION
ARE MEMBERS OF ACTORS' EQUITY ASSOCIATION, THE UNION OF

ACTORS'EQUITY PROFESSIONAL ACTORS AND STAGE MANAGERS IN THE UNITED STATES.

Backstage and Front of the House Employees
are represented by the International Alliance of
Theatrical Stage Employees (or I.A.T.S.E.).

United Scenic Artists Local USA 829
of the IAT.S.E. represents

the Designers Scenic Artists
for the American Theatre

ATPAM
The Press Agents, Company and House
Managers employed in this production
are represented by the Association of
Theatrical Press Agents & Managers.

ssdc
The Director is a member of the Society of

Stage Di rectors and Choreographers, Inc.,

an independent national labor union.

011 Dramatists Guild of Americathe professional association of playwrights, composers & lyricists

This production is produced by a member of

Einglib, the League of American Theatres and

BROADWAY 
Producers in collaboration with our
professional union-represented employees.

THE SHUBERT ORGANIZATION, INC.

Board of Directors

Gerald Schoenfeld
Chairman

Wyche Fowler, Jr.

Lee J. Seidler

Philip J. Smith
President

John W. Kluge

Michael I. Sovern

Stuart Subotnick

Robert E. Wankel
Executive Vice President

Peter Entin
Vice President -Theatre Operations

David Andrews

Elliot Greene
Vice President - Finance

John Darby
Vice President - Shubert Ticketing Services Vice President Facilities

D.S. Moynihan
Vice President - Creative Projects

Shubert Ticketing Services 

Telecharge.com — Order tickets online

Or call 212-239-6200/800-432-7250

Group Sales: 800-432-7780/212-239-6262

House Manager Jonathan Shulman

EMERGENCY RESUSCITATION EQUIPMENT
Resuscitation masks and latex gloves are
located at the ticket taker's stand in the
theatre lobby.
LEARN CPR. For information contact the
American Red Cross and the American
Heart Association.

WARNING

The photographing or sound recording of any perfor-

mance or the possession of any device for such pho-

tographing or sound recording inside this theatre,

without the written permission of the management, is

prohibited by law. Violators may be punished by ejec-

tion and violations may render the offender liable for

money damages.

FIRE NOTICE: The exit indicated by a red light

and sign nearest to the seat you occupy is the

shortest route to the street. In the event of fire

or other emergency please do not run — WALK

TO THAT EXIT.

Thoughtless persons annoy patrons and endanger

the safety of others by lighting matches or smoking

in prohibited areas during the performance and

intermissions. This violates a City ordinance and is

punishable by law.

FIRE COMMISSIONER
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MAMMA MIA!
Mamma Mia!, the hit ABBA
musical at the Winter Garden
Theatre, continues to celebrate
its success. On Oct. 20, it played
its 2,500th performance, sliding
past The Producers to become
the 18th longest-running show
in Broadway history, and the
greatest-hits album ABBA
GOLD recently celebrated 581
weeks on the Billboard Top Pop
Catalog Chart with sales of over
6 million in the U.S. alone. In
Las Vegas, the musical recently
played its 1,800th performance,
making it the longest-running
full-length Broadway produc-
tion to ever play the Strip. And
let's not forget that in 1983, the
Swedish Post Office issued an
ABBA commemorative stamp,
making it the first time that a
pop group had appeared on a Swedish stamp.
Mamma Mia! deserves that exclamation point.

by Louis Botto

Musical Scene. Study

THE MIJSICALS OF
.RODGF.R.S wHAIVINIFRSTF.IN ••

TIMMS
Meokm.a./

-the King
dtud I

SOUTH PACIFIC

Two new books celebrate
Rodgers & Hammerstein

ON THE HOUSE
This month, John Guare's delightful comedy
n The House of Blue Leaves is being performed by
actors in their fourth and final year in Juilliard's
Drama Division. Directed by Will Pomerantz,
performances will take place Dec. 13-17 in the

evening and on Sat., Dec. 15 at
2 P.M. For more information,
call 212-769-7406.

RODGERS & HAMMERSTEIN
The Sound of Music Companion
is a spectacular new coffee table
book with more than 170 color
and black-and-white illustra-
tions of the beloved musical.
This splendid book by Laurence
Maslon (with a foreword by
Andrew Lloyd Webber) docu-
ments the incredible life of
Maria Von Trapp and the devel-
opment of the musical version
of her story. The book contains
such delights as never-before-
seen storyboards from the film
and the complete lyrics to all the
memorable songs. (Fireside/
Simon & Schuster, Inc., $40/
cloth)

Musical Scene Study: The Musicals of Rodgers
& Hammerstein, compiled and edited by Tom
Briggs, is the first comprehensive musical scene
study guide of its kind. It includes dialogue,
stage directions and vocal scores from award-
winning shows like The King and I, South Pacific
and Oklahoma! (Applause Theatre and Cinema
Books, $29.95, paperback with 20 black-and-
white photos)

HONORED On the very day she arrived in New York City, Shirley Jones
was discovered by Rodgers and Hammerstein. She so impressed them at
her audition that they cast her as a replacement in South Pacific, then in
the national tour of Me and Juliet and later in leading parts in their film
adaptations of Oklahoma! and Carousel. She has also appeared in stage
productions of The Sound of Music and The King and I. In June, the
Oscar-winning actress was awarded the ninth Richard Rodgers Award for
Excellence in Musical Theater, given by Pittsburgh CLO, the families of
Richard Rodgers and Oscar Hammerstein II and The Rodgers &
Hammerstein Organization. The award was, appropriately, presented by

Rodgers's daughter Mary, who composed the music for the hit show Once Upon A Mattress.
Jones is in good company. Among other stars who have been awarded the Richard Rodgers
Award are Gwen Verdon, Julie Andrews, Bernadette Peters and Stephen Sondheim.

www.playbill.com



Only Ambien CR has 2 layers to help you fall asleep and
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sleep medicines, it has some risk of dependency. Don't take it with alcohol.

2007-2008 sanoM1.avents U.S. LLC All noels reserved US ACR 07.09.01S Seplember 2007 Preted le USA

A good night's sleep from start to finish.'

AMBIENCWvomwak BEM EASE' E

www.AmbienCR.com • 1-800-581-5608

sanori aventis

Please see Important Patient Information on adjoining page.



INFORMATION FOR PATIENTS
Ambien CR® 6
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INFORMATION FOR PATIENTS TAKING AMBIEN CR

Your doctor has prescribed Ambien CR to help you sleep. The following infor-
mation is intended to guide you in the safe use of this medicine. It is not meant
to take the place of your doctor's instructions. If you have any questions about
Ambien CR tablets be sure to ask your doctor or pharmacist

Ambien CR is used to treat different types of sleep problems, such as:
• trouble falling asleep
• waking up often during the night

Some people may have more than one of these problems.

Ambien CR belongs to a group of medicines known as the "sedative/hypnotics",
or simply, sleep medicines. There are many different sleep medicines available
to help people sleep better. Sleep problems are usually temporary, requiring
treatment for only a short time, usually 1 or 2 days up to 1 or 2 weeks. Some
people have chronic sleep problems that may require more prolonged use of
sleep medicine. However, you should not use these medicines for long periods
without talking with your doctor about the risks and benefits of prolonged use.

SIDE EFFECTS

Most common side effects:
• headache
• somnolence (sleepiness)
• dizziness

You may find that these medicines make you sleepy during the day. How
drowsy you feel depends upon how your body reacts to the medicine, which
sleep medicine you are taking, and how large a dose your doctor has prescribed.
Daytime drowsiness is best avoided by taking the lowest dose possible that will
still help you sleep at night. Your doctor will work with you to find the dose of
Ambien CR that is best for you.

To manage these side effects while you are taking this medicine:

• When you first start taking Ambien CR or any other sleep medicine until you
know whether the medicine will still have some carryover effect in you the
next day, use extreme care while doing anything that requires complete
alertness, such as driving a car, operating machinery, or piloting an aircraft.

• NEVER drink alcohol while you are being treated with Ambien CR or any
sleep medicine. Alcohol can increase the side effects of Ambien CR or any
other sleep medicine.

• Do not take any other medicines without asking your doctor first. This
includes medicines you can buy without a prescription. Some medicines
can cause drowsiness and are best avoided while taking Ambien CR.

• Always take the exact dose of Ambien CR prescribed by your doctor. Never
change your dose without talking to your doctor first.

SPECIAL CONCERNS

There are some special problems that may occur while taking sleep medicines.

"Sleep-Driving" and other complex behaviors: There have been reports of
people getting out of bed after taking a sleep medicine and driving their cars
while not fully awake, often with no memory of the event. If you experience such
an event, it should be reported to your doctor immediately, since "sleep-driving"
can be dangerous. This behavior is more likely to occur when Ambien CR is taken
with alcohol or other drugs such as those for the treatment of depression or
anxiety. Other complex behaviors such as preparing and eating food, making
phone calls, or having sex have been reported in people who are not fully awake
after taking a sleep medicine. As with "sleep-driving", people usually do not
remember these events.

Memory problems: Sleep medicines may cause a special type of memory loss
or "amnesia." When this occurs, a person may not remember what has
happened for several hours after taking the medicine. This is usually not a
problem since most people fall asleep after taking the medicine.

Memory loss can be a problem, however, when sleep medicines are taken while
traveling, such as during an airplane flight and the person wakes up before the
effect of the medicine is gone. This has been called "traveler's amnesia."

Be sure to talk to your doctor if you think you are haying memory problems.
Although memory problems are not very common while taking Ambien CR, in
most instances, they can be avoided if you take Ambien CR only when you are
able to get a full night's sleep (7 to 8 hours) before you need to be active again.

Tolerance: When sleep medicines are used every night for more than a few
weeks, they may lose their effectiveness to help you sleep. This is known as
"tolerance". Sleep medicines should, in most cases, be used only for short
periods of time, such as 1 or 2 days and generally no longer than 1 or 2 weeks.
If your sleep problems continue, consult your doctor, who will determine
whether other measures are needed to overcome your sleep problems.

Dependence: Sleep medicines can cause dependence, especially when these
medicines are used regularly for longer than a few weeks or at high doses. Some
people develop a need to continue taking their medicines. This is known as
dependence or "addiction."

When people develop dependence, they may have difficulty stopping the sleep
medicine. If the medicine is suddenly stopped, the body is not able to function
normally and unpleasant symptoms may occur (see Withdrawal). They may find
that they have to keep taking the medicines either at the prescribed dose or at
increasing doses just to avoid withdrawal symptoms.

All people taking sleep medicines have some risk of becoming dependent on
the medicine. However, people who have been dependent on alcohol or other
drugs in the past may have a higher chance of becoming addicted to sleep
medicines. This possibility must be considered before using these medicines for
more than a few weeks.

If you have been addicted to alcohol or drugs in the past, it is important to tell
your doctor before starting Ambien CR or any sleep medicine.

Withdrawal: Withdrawal symptoms may occur when sleep medicines are
stopped suddenly after being used daily for a long time. In some cases, these
symptoms can occur even if the medicine has been used for only a week or two.

In mild cases, withdrawal symptoms may include unpleasant feelings. In more
severe cases, abdominal and muscle cramps, vomiting, sweating, shakiness, and
rarely, seizures may occur. These more severe withdrawal symptoms are very
uncommon.

Another problem that may occur when sleep medicines are stopped is known
as "rebound insomnia." This means that a person may have more trouble sleep-
ing the first few nights after the medicine is stopped than before starting the
medicine. If you should experience rebound insomnia, do not get discouraged.
This problem usually goes away on its own after 1 or 2 nights.

If you have been taking Ambien CR or any other sleep medicine for more than
1 or 2 weeks, do not stop taking it on your own. Always follow your doctor's
directions.

Changes in behavior and thinking: Some people using sleep medicines have
experienced unusual changes in their thinking and/or behavior. These effects
are not common. However, they have included:

• more outgoing or aggressive behavior than normal
• confusion
• strange behavior
• agitation
• hallucinations
• worsening of depression
• suicidal thoughts

How often these effects occur depends on several factors, such as a person's gen-
eral health, the use of other medicines, and which sleep medicine is being used.

It is also important to realize that it is rarely clear whether these behavior changes
are caused by the medicine, an illness, or occur on their own. In fact, sleep prob-
lems that do not improve may be due to illnesses that were present before the
medicine was used. If you or your family notice any changes in your behavior, or
if you have any unusual or disturbing thoughts, call your doctor immediately.



Pregnancy: Sleep medicines may cause sedation of the unborn baby when
used during the last weeks of pregnancy.

Be sure to tell your doctor if you are pregnant, if you are planning to become
pregnant, or if you become pregnant while taking Ambien CR.

SAFE USE OF SLEEPING MEDICINES

To ensure the safe and effective use of Ambien CR or any other sleep medicine,
you should observe the following cautions:

1. Ambien CR is a prescription medicine and should be used ONLY as directed
by your doctor. Follow your doctor's instructions about how to take, when
to take, and how long to take Ambien CR. Ambien CR tablets should not be
divided, crushed, or chewed, and must be swallowed whole.

2. Never use Ambien CR or any other sleep medicine for longer than directed
by your doctor.

3. If you develop an allergic reaction such as rash, hives, shortness of breath
or swelling of your tongue or throat when using Ambien CR or any other
sleep medicine, discontinue Ambien CR or other sleep medicine immedi-
ately and contact your doctor.

4. If you notice any unusual and/or disturbing thoughts or behavior during
treatment with Ambien CR or any other sleep medicine, contact your doctor.

5. Tell your doctor about any medicines you may be taking, including medi-
cines you may buy without a prescription. You should also tell your doctor
if you drink alcohol. DO NOT use alcohol while taking Ambien CR or any
other sleep medicine.

6. Do not take Ambien CR unless you are able to get a full night's sleep before
you must be active again. For example, Ambien CR should not be taken
on an overnight airplane flight of less than 7 to 8 hours since "traveler's
amnesia" may occur.

7. Do not increase the prescribed dose of Ambien CR or any other sleep
medicine unless instructed bj, your doctor.

It. When you first start taking Ambien CR or any other sleep medicine, until
you know whether the medicine will still have some carryover effect in you
the next day, use extreme care while doing anything that requires complete
alertness, such as driving a car, operating machinery, or piloting an aircraft.

9. Be aware that you may have more sleeping problems the first night after
stopping Ambien CR or any other sleep medicine.

10. Be sure to tell your doctor if you are pregnant, if you are planning to
become pregnant, or if you become pregnant while taking Ambien CR or
any other sleep medicine.

11. As with all prescription medicines, never share Ambien CR or any other
sleep medicine with anyone else. Always store Ambien CR or any other sleep
medicine in the original container that you received it in and store it out of
reach of children.

12. Ambien CR works very quickly. You should only take Ambien CR right before
going to bed and are ready to go to sleep.

Ambien CR® €
(zolpidem tartrate extended-release tablets)
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Welcome to the 60s continued from page 32

Buckley now (top, with an enlarged photo
of her new CD) and then (above)

Her mother, Betty Bob Buckley, had

once had her own singing aspirations and

thought her daughter should make a record-

ing, since Betty Lynn was receiving more and

more offers to entertain. "My mother is

thrilled that this [record] is out there,"

Buckley laughs, "because she promptly took

responsibility for 80% of the songs. She

picked 'C'est Magnifique' and `Quando

Caliente El Sol' and 'They Can't Take That

Away From Me.' She had been a

singer–dancer, and she had taught me [that

song, which was] one of the early standards

that I learned. 'They Were You' was one of

the songs that I picked because I loved the

musical The Fantasticks. She picked 'Call

Me'; I picked 'One Boy' from Bye Bye Birdie
because I also loved Bye Bye Birdie. I was a

teenager, and I was so excited that there were

kids on Broadway. I thought, 'I can go to

New York and be on Broadway!' I also
picked 'I Want to Be Free' and 'Where Is

Love?' and 'Who Can I Turn To?' My mother

pointed out 'My Funny Valentine,' and

'When I Fall In Love' was my choice. The

songs that I picked reflected my enthusiasm

for Broadway. Some were reflective of the
moment of having fallen in love for the first

time and having it not work out like the way

they tell you it's supposed to. My mother's

songs are really of that moment, pop tunes of

the era and some of the great standards."
The album, which was recorded in one

day—mostly in single takes—was engineered

by T Bone Burnett, who has gone on to
enjoy his own legendary career as a record

producer. "His mother, Hazel Vernon,"
Buckley explains, "knew my mother. My

mom said, 'You know, we really need to
record this, Betty Lynn.' She called Hazel,

and Hazel called T Bone, and T Bone called

us to come on in, and he engineered it. I had

been working with this little jazz trio at a jazz

club, so we had sung these songs in perfor-

mance a lot."
When the recording was finished,

Buckley sent one copy to her then-boyfriend

("I wonder if he kept it," she muses) and later

a second to Rodger Hess, the former ICM

agent who convinced her to try her talents in
the Big Apple (she scored her first Broadway

show, /776, at her first audition on her very
first day in Manhattan). Hess, knowing a
good thing when he heard it, kept that vin-

tage recording and years later loaned it to the
Bravo network when they produced the doc-
umentary "Betty Buckley in Concert and in

Person." It was this PLAYBILL writer and long-

time Buckley admirer who, upon hearing
snippets of that beautiful recording on the

Bravo broadcast, first suggested to Buckley

that she release the 1967 recording on CD.

"I was always very charmed by the fact

that you liked it," Buckley told me, "but, to
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me, it was just this fledgling endeavor. The voice
sounds too young, too pure, and I just dismissed
it. If you hadn't "persisted as well as [PLAYBILL
Publisher and President] Phil Birsh and [PLAYBILL
Records Executive Producer] Richard Jay-
Alexander, I never would have attended to it."

Buckley says her opinion of the '67 recording
changed when she listened to it again one evening
with her mom. "I kind of heard it for the first
time through her delight in listening to it,"
Buckley says. "I started hearing things about my
essential young girl self and my approach to
music and how effortlessly I sang and with such
abandon and such joy. I thought, 'Oh, my God,
I'd forgotten about her!' It's been an enormous
life lesson for me, and I feel that I'm embracing
this part of myself in a way that I really wasn't
aware of. It's been a growth experience and a
spiritual experience ... kind of an epiphany about
life and a singer's journey."

Buckley is equally thrilled with the reception
the recording has received. In fact, Betiy Buckley
1967 is the first of her solo albums to have placed

on the Billboard charts. Its first week in release,
the CD was #2 on the Top Heatseekers (Middle
Atlantic) Chart, #19 on the Top Internet Albums
Chart and #33 on the Top Heatseekers Chart.

"I am blown away! I cannot believe this," was
Buckley's reaction to hearing the Billboard news.
"When Richard Jay-Alexander kept saying,
'We're gonna chart,' I honestly thought it was
some major positive thinking, but pie in the sky.
I am amazed. But, honestly, this was Andrew
[Gans's] idea, and Phil's and Richard's vision. I
am just along for the ride and totally shocked and
so grateful. What a trip!"

Buckley fans have another treat in store: On
Valentine's Day 2008, Playbill Records will
release the actress's latest solo recording,
Quintessence, which celebrates her 18-year work-
ing relationship with musical director and pianist
Kenny Werner.

For more with Betty Buckley, listen
to our podcast at PlaybiltRadio.com

MINNIE MOUSE looks statuesque in her mint
green, full-length, silk gown with matching
torch. Her crown is made of a soft, durable
foam which gives her the freedom to come and
go as she pleases.

To see our entire Collection of Disney must-haves,
NY( merchandise exclusives and more of your
favorite Disney Characters, take the liberty of
stopping by the World of Disney® Store at 5th
Ave. & 55th St. or call 212.702.0702 or visit
worldofdisney.com.



The Baddest Man in Town
Whether he's playing a ruthless town boss in

"Deadwood" or the brutish Max in The Homecoming,

when Ian McShane is bad, he's very, very good

by Jerry Tallmer

fl
wo fluttery birds, leaving a

coffee shop in the East 30s, stopped

by a table near the door and asked

the husky, saturnine man sitting

there: "Are you Ian McShane?" When he

acknowledged he was, they giggled and scurried

out. "Brits," said McShane dryly, "taking advan-

tage of the dollar."
He himself is a Scot,

or mostly Scot, even if,

he says, "the ̀ Mc' in the

name means there must
be Irish way back." The

genealogy of Max, the
coarse, tyrannical paterfa-

milias  McShane plays in
Harold Pinter's The
Homecoming at the Cort
Theatre, is of no conse-

quence. What counts is
the lip-licking avidity

with which the old guy

agrees to put his daugh-

ter-in-law from America

"on the game" as a Greek

Street whore (". . . that's a stroke of genius,

that's a marvelous idea"). Her earnings will

support Max and two of his sons—a third

son is the young woman's husband—in their

desolate North London quarters. Pure evil.

Well, not altogether evil, says McShane,

who is most familiar to Americans as the

unscrupulous saloonkeeper Al Swearengen in

HBO's "Deadwood." "Max has more than one

dimension," said McShane in the wake of the

departing birds. "Like Swearengen, who came

off in the beginning as the baddest man in the

world, but there was more to it than that. Max

and Lenny"—the son who's had that mar-

velous idea of putting his sister-in-law to work

on her back—"share the same sharp, tough,

brutish, Hobbesian view of the world."

[Philosopher Thomas Hobbes, 1588-1679:

"The life of man, solitary, poor, nasty, brutish

and shoal
"Harold shares that, too," said McShane.

He has known Harold Pinter since he,

McShane, played brash, aggressive Mick in a
two-hour British TV
production of Pinter's

The Caretaker in 1966.
"Harold is not the dark
Darth Vader presence
people think he is. People
put that aura on him. 'It's
Pinter! It's Beckett!
Ohhhh!" the actor
squealed in his best bari-
tone. "Enigmatic' is the
word I would use for
Harold."

McShane's arrival
on Broadway in The
Homecoming invokes a

certain symmetry, for
himself and for the show.

In 1967, one year after he'd done that televised

Caretaker, the 25-year-old actor made his first

and until now only appearance on Broadway,

as a young survivor of the siege of Leningrad in

a play by Alexei Arbuzov called The Promise.

The other two young actors—it was a two-

men-and-a-girl love story—were Ian McKellen

and Eileen Atkins. "The trouble with that,"

McShane said now, "was that Eileen has never

been 17 in her life." But that isn't what closed

the show—a hit in London—after 35 NYC

performances. "I don't think the U.S. was ready

for the Russians. Last night I received an e-mail

from Ian: 'Hope you last longer than we did.–

If all goes well, the limited engagement at

the Cort will run into mid-April. Co-starring
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The Baddest Man in Town

with McShane are Rail Esparza, Eve Best,
Michael McKean, James Frain and Gareth
Saxe. The director is Daniel Sullivan. It's a

40th Broadway anniversary for The

Homecoming, too. In that same year of
1967—the year covered, McShane notes, in
William Goldman's diaristic book The

Season—Pinter's classic-to-be made its
American bow with Paul Rogers, Ian Holm

and Vivien Merchant (the then-Mrs. Harold

Pinter). Another link: In 1962, two years
after his graduation from RADA—the Royal

Academy of Dramatic Art—McShane was in

The actor's parents, Harry McShane and
Irene Cowley McShane ("my mother is
English") are in their 80s now and still going
strong. They met at age 16 when Harry
McShane came down from Scotland to
Blackburn, England—where their son Ian

would be born, September 29, 1942—to

apprentice as a footballer (soccer, to us) with
the Blackburn Rovers. Harry soon found a

career as "what was then called a No. 11—a

small, speedy, Scottish left-winger" on the
great Manchester United team. (In 1958,
two years after he called it a career, around half

(l.—r.) Jeffrey Jones as A.W. Merrick, Powers Boothe as Cy Tolliver, Ian McShane as Al Swearengen,

Timothy Olyphant as Seth Bullock and William Sanderson as E.B. Farnum in HBO's "Deadwood"

a film called The Wild and the Willing as a

student who has an affair with his professor's

wife. The professor was played by Paul

Rogers—"a sweet man"—who was so terrify-

ing as old Max in The Homecoming. "Paul
was actually a young man then." Two beats.

"People were older then."
McShane is asked if he's ever known any-

one like Max in what's called real life. "No.

Oh no. I don't think anyone has known a

Max. It's very difficult to cross Dick Cheney

with George Carlin, you know."
Was doing "Deadwood" fun? "Fantastic.

Like doing a film, a workshop and a play all

at the same time. David Mulch [creator and

executive producer] knew what the scenes

were, and gave them to you day to day.
Nothing improvised. And all this on a ranch

north of Los Angeles. So you were totally in

that world. You went in, held your balls—

and jumped."

that team died in a plane crash at Munich.)
How come you didn't go into football?
"Didn't have the talent."
But another kind of talent was quickly

spotted by Leslie Ryder, a teacher at Stretford
Grammar School. "He came and said,
'You're going to play this pare" in what

turned out to be Jean-Paul Sartre's Nekrassov.

"After that I did Cyrano, at 16, and then I
joined the National Youth Theatre, the first
member not to come from London, and
then RADA and that's it. My last time as a
civilian. Been an actor ever since."

And he is married to an actress, Gwen

Humble, whom he met when they were both

in a 1980 movie called Cheaper to Keep Her.

"She's from Detroit, so I have to be a Red
Wings and Tigers fan." His two grown

children from an earlier marriage are not in

theatre. "Very smart of them." Pinter's Max

would put it another, and less polite, way..
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A holiday feast for
the entire family

Starting Christmas Eve, the most famous brother and sister in
storybook history appear on the world's greatest stage. Sung in

English, Richard Jones's new production of Humperdinck's
fairy-tale opera is perfect for children 8 and older

(and 7-year-olds who aren't afraid of the dark).
Be a part of New York's newest tradition—

a holiday opera at the Met.

Huinperdinck

HANS E L and
GRETEL
NEW PRODUCTION

Only 9 chances to see it
this season.

December 24 (matinee), 29 (matinee),
January 1 (matinee), 4 (matinee),

8, 11, 23, 26, 31

Met
Visit metopera.org or call (212) 362-6000
for casting information and ticket availability.

Opera
Listen to Metropolitan
Opera Radio 24/7

'"'' on Sirius



As We Bob-ble Along.
Bob Saget trades in his stand-up for a sit down
as The Drowsy Chaperone's new Man in Chair

by Cathy Smith

he Drowsy Chaperone just keeps
Bob-blin' along life's funny high-
way, doesn't it?.

These days at the Marriott
Marquis, you'll find TV's Bob Saget doing his
stand-up as Man in Chair—your erudite,
eccentric, sedentary tour guide through
musical-theatre minutiae of the '20s. It's a part
created on page and on stage by Bob Martin,
who Tony-contended on both counts, winning

for musical-book co-author and also-running
for the portrayal itself.

Actually, Martin didn't "create" the char-
acter as much as he fastidiously crocheted it
and then custom-tailored it to his own panic-

ular, peculiar needs. So why, you have to ask,
does it wear so well on Saget, who plays it with
his own wide-eyed goofy wonderment (and
was getting standing ovations with it at his
second-ever performance on Broadway)?

Simple, says Saget—although he didn't
initially think it would be, after seeing Martin
do the role recently up in Toronto. They went
out to dinner afterwards, and Martin stopped
Saget's trepidation in its tracks: "No,' he said,
'you're perfect—you're a monologist. The
comfort level of the audience is already there.
Basically, this is a giant monologue, with
asides.' I love asides—those little roads you go
down—it's how I do my comedy anyway."
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As We Bob-tile Along

There are lots of back roads in this role—

riffs and tangents that Man in Chair takes to

teach You in Audience as fully as possible

about The Drowsy Chaperone, some forgotten

Broadway fluff so dear to his heart he insists

on sharing it, sparing you nothing in his love

offering. Given the seating capacity of the

Marquis, that's a one-on-1,586 relationship,

and you are all crammed into his seedy,

nostalgia-stacked cold-water flat, where the

Saget as Man in Chair with Beth Leavel in a
scene from The Drowsy Chaperone

show going on in his head suddenly material-

izes when he puts the phonograph needle to

his two-disc set.
Had this rickety old relic really opened on

Broadway—at the Morosco at 217 W. 45th

St., where the Marriott now stands—it

would, come next September 18, be 80 years

old. But the now-wizened original cast-12

principals, plus an ensemble of eight—returns

younger than springtime, as Man in Chair

imagines them, to illustrate his points without

ever interacting with them.
"I don't get anything back from anybody,"

Saget points out. "Early on, a couple of cast

members came up to me and, essentially, said,

'We can't look at you. We can't touch you.

We can't speak to you or acknowledge you in

anyway, but we're totally there for you."
This is when it comes in handy, having

been a monologist who plays to an audience

and no one else. Another thing that serves him

well is his history on television. He headed

"Full House" for eight years, and also put in

eight years as the host of "America's Funniest

Home Videos," providing comic lead-ins to

the submitted film clips. Last year he resumed

hosting duties on network TV via "1 vs. 100,"

a trivia-style game show. It did well enough to

come back for seconds. He filmed eight new

episodes before heading for Broadway and

will "sneak away" to lens more if needed

before his run ends in February.
Man in Chair couldn't be a more perfect

host, twisting himself into a pretzel to please

you (possibly even to convert you to his point

of view). Some of his flash-forward footnotes

are quirky, if not downright queasy—but

Martin and co-writer Don McKellar are

shrewdly echoing real-life references. Just for

instance: Percy Hyman (Troy Britton

Johnson), who plays the altar-bound hero, hit

Saget close to home:
"You know where Man in Chair says they

wheel [Hyman] in and he has that wide-eyed

expression of pain and suffering that God

reserves for the very, very old on their birth-

day—the one that goes 'Who are you? Who

am I? And why is this cake on fire?' Bob

Martin told me The Cake on Fire' was the

name of a video on 'America's Funniest Home

Videos.' He was thinking of that video when

he wrote it and when he says it. I remember it,

too. There were too many candles, and the

icing caught fire, and this old man was trying

to blow it out. Bob said, 'You are already in

the show."
Saget made his first appearance on a New

York stage at Second Stage in spring of 2005

in Privilege, playing a prison-bound inside

trader—and family man. At his last perfor-

mance, Bob Boyett bopped by. "He was an exec

producer of 'Full House,' and he's since become

Mr. Broadway. It's what he always wanted to

do. He's the one who invited me aboard."

Now, Saget's sitting pretty between two

sitcom worlds, "Full House" and "Empty

Nest"—all by his lonesome as Man in Chair

but able to conjure up a house full of fantasy

figures. 4>
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PAGEING THE GRINCH
Patrick Page returns to Broadway as Dr. Seuss's green grouch—

an event that is becoming an annual holiday-time treat

by Ellis Nassour

f ever an actor was destined to play
a role, it's Patrick Page, returning
this season to his acclaimed portrayal
of the Grinch in Dr. Seuss' How the

Grinch Stole Christmas! The Musical at the
St. James Theatre. "It's the realization of a life-
long dream," says the 44-year-old actor. "That
sounds like such a cliché, but it is."

Page has had the book memorized since he
was eight. "I loved the Grinch. I'd perform the
entire thing for anyone who'd listen, complete
with facial expressions, characters, voices, every-
thing. That went on well into my twenties."

As a good hick omen, he has his childhood
book displayed in his dressing room.

When the actor auditioned, the script was a
hair off from the way the book opens. "It was
just enough to throw me," he says. "I asked if I

could do it as in the book I started and kept
going: 'Every Who down in Whoville liked
Christmas a lot, but the Grinch, who lived just
north of Whoville, did not!' They were aston-
ished someone knew the whole book."

Page was cast as the Grinch and took
several weeks' leave from playing Scar in The
Lion King to play his dream role. "But there was
a catch," he explains. "The Dr. Seuss Estate had
final approval and sent a representative to see
me as Scar."

Afterward, says Page, "he was polite, but
kept his cards close to his chest. He didn't give
me even a hint he approved, and would pass
along his opinion to Mrs. Geisel [Seuss's widow
and one of the producers]." They had said
good-bye when it hit Page that he'd never told
the man the reason he should play the part.

Patrick Page (center) as The Grinch in Dr. Seuss' How the Grinch Stole Christmas
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"I ran down the street, pushing theatregoers
aside, until I caught him. I said, 'I need you to
know that this material is important to me. I'm
sure you can find someone who can sell more
tickets, but you won't find anyone who'll
love and protect this material the way I will."
Page didn't know it, but he had
the part. "Thankfully, I didn't
blow it."

Since college, Page has been
adept at Shakespeare, and many
of the Bard's characters have pre-
pared him for his Scar and
Grinch portrayals. "They're left-
out people. Before Shakespeare,
villains were just evil. Audiences
never had an explanation why.
Richard III changed that. Here
was a character who said, 'I'm
evil because my body is mis-
shapen—because I've been cursed by the
ens—because my mother didn't love me."

He points to Claudius in Hamlet, who kills
his brother to gain the throne; Aaron the Moor
in Titus Andronicus, "a black man in a racist

society"; and The Merchant of Venice's Shylock,
"who behaves badly because he's been spat on."

Page notes that The Lion King's screenwriters
and stage adaptors picked up on that when they
created Scar, "who's based on the Scottish king
whose name I can't say in my dressing room, but

whom I've played three times.
Scar's brother Mufasa is the strong
one, while he's looking at the
happy people below. The Grinch
desires to be accepted, but would
never admit that. The sad fact is
that he doesn't think he can be."

Page connects with this.
Growing up in Oregon, where his
father acted and taught theatre,
he was shy and not interested in
sports. "At recess, my third grade
teacher would say, 'I have two
lemon drops. One's for Patrick if

he will play rather than sit here reading. The other
is for whoever will play with Patrick.' I still have a
strong image that when my classmates chose
teams, I was the last choice. That's sort of my
image for the Grinch."

heav-

"Thomas Schumacher is every kid's best friend on Broadway. This book is like a looking glass into how all the magic happens.
Its full of fantastic information. with fun and amazing interactive things to play with."—Rosie O'Donnell

A fantastic, must-have
keepsake for young theater
lovers featuring everything
you need to know about

By THOMAS SCHUMACHER producer of The Liell King
—winner of six Tony Awards', including Best Musical
as well as Aida, Beauty and the Beast, Tarzan',
and Mary Poppins.

Available now
wherever books are sold

.(646-1,9 EDITIONS
AN IMPRINT OF DISNEY ROOK GROUP

disneybooks.com
howdoestheshowgoon.com
d;sneyonbroadway.com
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by Jennifer Lanter

TICKETS

Been naughty or nice? For these,
you'll behave! Behold, a "cheat
sheet" even Santa would crave . . .

For the fashion
icon—Estee
Lauder's art

_

I A 11.A2L4 134.1

deco-inspired
powder compact
collection. This
stunning limited
edition, subtly

infused with holiday spirit, offers a sophisticated
blend of decorative jewels, signature cabochons
and textured metals. Available exclusively at Saks
Fifth Avenue stores ($175).

For any woman, any-
where—Who wouldn't
love a classic ring, espe-
cially when it's set with
Mikimoto cultured
pearls? This signature
accent, and one of the
hottest fashion acces-
sories around, is but
one of Mikimoto's great
gift ideas this holiday season.
At Mikimoto boutiques. Visit
www.mikimotoamerica.com ($550).

For the
woman tres chic and oh-so-

glam—Lancorne's La Collection D'Or. Inside
a black satin bag rests a Swarovski crystal-
adorned compact filled with a shimmering,
translucent pressed powder plus a golden
edition of Le Rouge Absolu Reshaping &
Replenishing LipColour SPF 15 in fashion-hot
Red Light. Direct from Paris and available
only at Neiman Marcus ($135).

For the woman to whom every day is
a celebration—The Vera Wang fra-
grance, a modern, floral bouquet.
This is a fragrance of desire, both
sensual and intimate. It is the
fragrance of joy, passion and
commitment. Now that's a
scent-suous marriage made in
heaven.. . . Available at Saks
Fifth Avenue.
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For the gentleman of refined
taste—A selection from Brooks
Brothers' exclusive new watch
collection. Infused with the
Brooks Brothers debonair style
and irresistible masculinity, this
watch collection is perfectly
timed for the holidays. Visit
vvww.brooksbrothers.com for
orders and store locations.

www.playbill.com
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TICKETS

For that certain man
with timeless appeal—
The Raymond Weil
Sport stainless steel
chronograph with
green bezel is a strik-
ing reminder of your
thoughtfulness, every
minute of every day.
Available at Macy's
($1,350).

For the modern
woman with a classic
sensibility—Chanel
Eau Premiere fra-
grance, faithful to the
timeless myth of N°5
but revealing a new
realm of enchant-
ment. This modern
essence is gently ener-
gized to renew itself
time and time again.
An essential essence,
an eternal mystery. . .
At Chanel counters
nationwide.

For the woman
blessed with beauty
and brains—Citizen's
Riva Chronograph, a
bold combination of
Citizen's Eco-Drive time-
piece and dazzling diamonds.
Fashioned with a 30-diamond
bezel, mother-of-pearl dial and
cabochon crown, the Riva fea-
tures a date indicator and is water
resistant to 100 meters. Available in
stainless steel, stainless steel two-tone or stain-
less steel gold tone with a mother-of-pearl dial.
Visit www.citizenwatch.com to find a dealer
near you (prices range from $500—$525).
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For your favorite all-weather
fashionista—A George
Simonton clutch coat with
raccoon trim and wool
cashmere blend, in camel.
With just enough luxury for
special occasions, but simply
elegant enough for any day,
let it snow, let it snow, let
it snow. . . . Nowhere
but Lord & Taylor
($1,180).

For the woman who rocks your world—
Valentino Rock 'n Rose Couture. With
all the captivating florals you would
expect from Rock 'n Rose, but with a
more intense and lasting signature, Rock
'n Rose Couture creates a truly luxurious
fragrance experience. From the mouth-
watering top note to the rich and alluring
dry down, the scent epitomizes the spirit
of sensual indulgence. Available at

Bloomingdale's, Lord
tic Taylor and
Saks Fifth
Avenue.



The lychee Nutcracker.
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DECEMBER 18 - 26

A grandscale multicultural pageant featuring over 2 hours of bilingual
performances, a live orchestra of both East & West instruments,

and a state-of-the-art animated backdrop that will amaze and delight
you and your family throughout the show.

www.HolidayWonders.net
Ticketmaster.com/212.307.4111 or 212.695.SHOW

2124 BROADWAY (btwn 74 & 75) NYC beacontheatre.com

Featuring Produced by NTDTV
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New Tang Dynasty Television
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For those graceful on the outside, but
passionate within—Omnia Amethyste,
Bulgari's new floral fragrance, inspired by
the precious iridescence of amethyst.
With notes of iris and Bulgarian rosebud,
Omnia Amethyste is a young, creative,
superbly sophisticated experience.
Call 1-800-BULGARI or visit
www.bulgari.com.

For the woman who appreci-
ates life's finest—Chopard love
rings, set in 18K white gold
and decorated with a com-
bination of pink and blue
sapphires and diamonds.
Opulent and sentimen-
tal, like love, these
rings never go out of
style. Call 1-800-
Chopard for locations
(price upon request).

TICKETS

For the charming sophisti-
cate—The gift of time
from AK Anne Klein
watches. Choose from an
array of styles with unique
and modern accents in
sparkling red, glamorous
silver or fashionable white.
For store locations visit

  10,1 www.anneklein.com.

For the sporty, stylish gal on the go—The
Eric Javits cap. Its cozy, thermal properties
will keep heads and ears warm on chilly days.
Bonus: Pair it with a lightweight and durable
chain pouch featuring multiple pockets, key
clip holder and mirror. These packable acces-
sories feel like velvet and will always keep
their shape. Visit vvww.ericjavits.com.

For the lady looking for the season's best deal on timeless
style—Louis Vuitton's Neverfull, a classic, monogram-

canvassed Vuitton, available in three
sizes. Luxurious features include striped
lining, a fine, double shoulder strap in

cowhide leather and the best
entry-level price for a versatile

designer bag. Available at Louis
Vuitton boutiques and counters
nationwide. For more informa-

tion visit www.louisvuitton.com.
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HER NEVER-BEFORE-RELEASED DEBUT ALBUM

CD available in stores and online -ow.
Soecial limitec-edition vinyl pressing available

exclusively at - laybillStore,com
FEATURING One Boy • C'est Magnifique • Quando Calienta El Sol
(Love Me With All Of Your Heart) • They Can't Take That Away From Me
They Were You • Call Me • I Wanna Be Free • Where is Love?
Who Can I Turn To? • My Funny Valentine • When I Fall In Love

AVAILABLE AT

PLAYBILL B1101111WHY

Visit wwvv.playbillstore.com

www.bettybuckley.com

www.masterworksbroadway.com

BORDERS.



1TOCKING STUFFERS
for the theatre lover on your gift list

by Judy Samelson

Buckley fans rejoice! In 1967, with her astonishing, Tony
Award–winning career on the horizon, 19-year-old Betty
Buckley walked into a studio to record her first album. Though
her extraordinary vocal prowess was in full bloom, the recording
remained unreleased—until now.

Betty Buckley /967—produced by Playbill Records in a
joint-venture partnership with SONY BMG Masterworks
Broadway—showcases this unique artist on an 11-track CD,
digitally remastered from the original reel to reel tapes.

Buckley's range is evident throughout, from the youthful, upbeat "One Boy" from Bye Bye
Birdie to the Gershwins' classic "They Can't Take that Away from Me" to a heart-melting
rendition of Oliver's "Where is Love?" To celebrate the CD's release, a special, limited-
edition, 12-inch vinyl LP was pressed and copies of this collector's item, signed by Betty
Buckley, are available exclusively through PlaybillStore.com (while supplies last).

"It is truly remarkable to finally see this album be released after 40 years," said Buckley.
"To listen to this recording, I remember a girl who loved to sing for the pure joy of it."
[See page 32 for an interview with Betty Buckley.]

Let's Put On a

SHOW!
Theatre Production for Novices

Tony Award-wmning producer

Let's Put On A
Show!, by three-
time Tony
Award–winning
producer Stewart
F. Lane, is an
invaluable
resource for
theatre enthusi-
asts. Lane takes
novices and first-
time producers—
particularly those
in community

and regional theatre—through every aspect of
producing a show from original conception to
opening night, covering such topics as finding a
theatre space, putting together a creative team,
casting and promotion. Lane also includes
informative, entertaining and encouraging
stories from his own vast experience in what
amounts to a master class in theatrical
production. (Heinemann, $17.95; available
at www.amazon.com or visit
www.letsputonashow.biz)
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For those budding theatre lovers on your
holiday list, there's How Does the Show
Go On? by Broadway producer Thomas
Schumacher. Written with Jeff Kurtti,
this highly imaginative, 125-page book
gives young people a rare backstage pass,
introducing them to the professionals who
work both onstage and behind the scenes.
A stimulating interactive experience, the
book contains items that can be pulled out
and held, including a costume designer's
sketchbook and an authentic PLAYBILL. It's
informative—and fun! (Disney Publishing
Worldwide, $19.95)

NOW DOES THE SROW GO ON?
INTRODUCTION TO THE THEATER

1

by THOMAS SCHUMACHER

www.playbill.com



The main attraction in
Broadway Cares/Equity Fights
AIDS' annual Catalog of Giving is
the Broadway Snow Globe (inset, $60)
designed by Charlie Smith and Christine Peters
with Broadway musical logos and a snazzy
orchestra at its base. The globe is one of an
array of unique gifts in the Broadway Cares
Collection, which also includes Broadway show
logos on a holiday ornament, T-shirt, cap,
mouse pad, tote bag, mug and umbrella
(pictured, $25). These and other items such as
holiday cards, CDs, DVDs, books and calen-
dars are available at www.broadwaycares.org or
by calling 212-840-0770, ext. 250.

Theatre Development Fund's TKTS Gift
Certificates take the worry out of giving
theatre tickets. The certificates (in denomi-
nations of $100, $50, $25) work like cash at
the TDF TKTS Ticket Booths in Times
Square (temporarily located outside the
NY Marriott Marquis on 46th St., bet.
B'way & 8th Ave.) and at South Street
Seaport (corner of Front & John Sts.) for
the purchase of same-day discount tickets
to dozens of Broadway, Off-Broadway,
music and dance productions. Purchase
certificates online at www.tdf. org, by
phone at 212-221-0885, ext. 446 (credit
cards only) or, at the TKTS Ticket
Booths (cash or traveler's checks).

Shop On-Line at
PlaybillStore.com for
Unique Theatre Gifts
and Playbill®
Collectibles

The UltimateP1aybill Binder
Archival-quality protection for your Playbill collection

www.playbill.com

www.PlaybillStore.com
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Dining and Entertainment

AMERICAN

• APPLEBEE'S NEIGHBORHOOD GRILL &
BAR-234 W. 42nd St. One block fr. Times Square.
Spec's: Boneless Chicken Wings; Veggie Patch Pizza.
M.—Thurs. 7 am-1 am, F.—Sat. till 2 am, Sun. till 12:30
am. B'fast 7 days. 7-10 am. (212) 391-7414.

• APPLEBEE'S NEIGHBORHOOD GRILL &
BAR-205 W. 50th. Located in the bustling Theater Dist.
Street level bar perfect for PT drinks. PT & AT dining
w/views of B'way, serving delicious spec's. Sun.—
Thurs. 11 am-12 am, Fri. & Sat till 1 am. (212) 262-2400.

• BAR AMERICAIN-152 W. 52nd St. Located in
midtown, featuring regional American dishes accented
with the bold flavors chef Bobby Flay is known for.
Open 7 Days. L 11:45-2:30; D Sun. & Mon. 5-10 pm,
Tues.—Thurs. till 11, Fri. & Sat. till 11:30. 212-265-9700.

• HEARTLAND BREWERY & CHOP HOUSE-127
W. 43rd. Amer. classic with a twist! Turn of the century
charm, innovative "Chop House" menu & Award-Winning
Beers made on premises. L M.—Sa. 11:30-2:30, D M.—Th.
5:30-10:30, F. & Sa. till 11. Su. 12-8. 646-366-0235.

AMERICAN/CONTINENTAL

• SARDI'S-234 W. 44th St. Toast of Broadway since
1921. Tuesday—Saturday Lunch, Dinner & Supper.
Sunday Lunch & Dinner. Disc. Parking. CC. Private
Dining Available. Res. 212-221-8440 or
www. sardi' s.com

AMERICAN/STEAKHOUSES

• BEN BENSON'S STEAK HOUSE-123 W. 52nd St.
"Best Amer. Food in the U.S. of A." (Esquire). "A N.Y.
Treasure." (Gourmet). USDA Prime beef. Seafood, poultry.
Acclaimed wine list. 7 days. M.—Thu. noon-11 pm; Fri.
noon-12 am. Sat. 5 pm-12 am; Sun. 5-10 pm. 581-8888.

• BROADWAY JOE STEAKHOUSE-315 W. 46th
St. (bet. 8 & 9). Best prime ribs, pasta & seafood in
N.Y. Sports & Celeb. hangout. Op. late, L, C, D, S, AT.
7 days. Party rms. 10-160. Budgeted. 2Q% disc. on all
food & bey. anytime w/this ad. CC. 246-6513.

• FRANKIE & JOHNNIE STEAKHOUSE sm-269 W.
45th St. Upstairs rest. rated Best Steak House in N.Y.!
Near all thea's. Celebs frequent. L Tue.—Sat. 12-2:30. D
M.—Sat. Op. late. CC. 997-9494. Purchase St., Rye, NY.
163 14 St. Hoboken, NJ; & 32 W. 37th St. 947-8940.

• ROSIE O'GRADY'S-800 Seventh Ave. (52nd St.).
Home of a Great Steak. Lobster, Poultry, Pasta and
Seafood. 7 Days L & D, 11 am-12 am, $11 park after
4 pm & matinees. Live music Sat. night. 212-582-2975,
and 149W. 46th St.—steps off B'way. 212-869-0600.

• RUTH'S CHRIS STEAKHOUSE-148 W. 51st St.
The finest USDA prime steaks, fresh seafood & award-
winning wine list served in a gracious environment with
warm hospitality. Op for L M-F, 12-3pm. D nightly
M—F, 3-11 pm. Sat 4-11:30, Sun 5-10. 212-245-9600.

ARGENTINEAN/ITALIAN

• SOSA BORELLA-832 8th Ave. (50th & 51st).
"The bi-hemispheric menu is "terrific" at this Argentinean—
Italian and the "low-key" vibe makes for "satisfying, easy
meals." Zagat. Sun. & Mon. 11:30 am-11pm. Tues.—Sat.
till 12:30 am. L, Brunch, D. 212-262-8282.

BRASSERIE

• MAISON-1700 Broadway at 53rd St. Casual French
Brasserie serving breakfast through post theater daily.
Large outdoor terrace for al fresco dining & people
watching. Close to Mamma Mia and Hairspray.
757-2233.

• PIGALLE-790 8th A7ve. @ 48th St. B'way's only
casual French Brasserie—perfect before or after theatre.
Irresistible menu, including cassoulet & duck confit;
superb wine list and house cocktails, French zinc bar,
and welcoming service. Daily till 1 am. 489-2233.

BRAZILIAN STEAK HOUSE

• CHURRASCARIA PLATAFORMA-316 W. 49 St.
(8th & 9th Ayes.). The authentic Brazilian Rodizio
Steak-house. Meat & vegetables. 50 different items for
your tasting pleasure. Open daily 12 noon-12 midnight.
Live music Wed.—Sun. All cards. 245-0505.

CABARET/KARAOKE

• LUCKY CHENG'S-24 First Ave. (East Village).
The drag queen capital of the world. Comedy, cabaret,
karaoke, Pan-Asian Cuisine & wacky cocktails served
by an all-drag staff. Free drink or appetizer w/B'way
tix. Daily fr. 6 pm till late. 212-995-5500, ext 00.

B-Breakfast SB-Sunday Brunch L-Lunch C-Cocktails PT-Pre-Theatre D-Dinner AT-After-Theatre S-Supper CC-Credit Cards (12/07)
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Dining and Entertainment

CAFÉ RESTAURANT

• PERSHING SQUARE-42nd St. at Park Ave.
(across from Grand Central). Serving wonderful
classic American cuisine at moderate prices. 7 days
7 am-11 pm. Breakfast, Lunch and Dinner. Bar menu,
PT, AT, Sat. and Sun. Brunch. CC (212) 286-8860.

CONTEMPORARY/RUSSIAN

• RUSSIAN TEA ROOM-150 West 57th St.-
6 mm. and 23 seconds fr. Lincoln Center and slightly
to the left of Carnegie Hall. Pre & Post Theater Menu
available. Open daily for B, L and D. Res. and Private
Parties: 212-581-7100. www.russiantearoomnyc.com.

CUBAN

• HAVANA CENTRAL-151 W. 46th St. (6th & 7th).
Real Cuban food a stunning showstopper in the heart of
the Theatre Dist. Classic dishes such as paella, ropa vieja,
churrasco & flan. Generous portions; applause-worthy
prices. Best mojitos in NY! Op. noon-1 am. 212-398-7440.

FRENCH

• DB BISTRO MODERNE-55 West 44th St (bet. 5th &
6th). Chef Daniel Boulud offers updated French bistro
cooking in a contemporary setting at the crossroads of fash-
ion & theater! PT menu: $48/3 comes. L M.–Sa. 12-2:30. D
Tue.-Sat. 5-11, Sun. & Mon. 5-10.212-391-2400.

FRENCH/VIETNAMESE

• SAJU-120 W. 44th St. (B' way & 6 Ave.). Break
the Mid-town monotony into this elegant oasis,
Fusion of French cuisine and authentic essence of
Vietnamese flavors. Open 7/7 B, L, SB, D, C, PT, AT.
212-997-7258.

GREEK

• • KYMA-300 West 46th St. (8th Ave.). Featuring all
the Aegean cuisine from stuffed grape leaves, an
assortment of spreads to clay pot casseroles, charcoal
broiled fish & rack of lamb. A wide variety of Greek
wines. Op. 7 days L, D, AT. 212-957-8830.

B-Breakfast SB-Sunday Brunch L-Lunch C-Cocktails
PT-Pre-Theatre D-Dinner AT-After-Theatre S-Supper

CC-Credit Cards (12/07)

HEARTLAND
BREWERY 8z CHOPHOUSE

Lunch • Dinner • Pre-Theatre
127 W. 43rd St. at Broadway 646-366-0235

,4€1,.s:1285 6th Ave. at 51st St. 212-582-8244

"Top 20 Best New
Restaurant in U.S.A"

ESQUIRE 2005

Open Daily
La Masseria for Lunch & Dinner

Authentic Italian Cuisine Light After Theatre Menu

235 West 48th St. (Between B'Way & 8th Ave.) Phone: 212-582-2111

THE RUSSIAN TEA ROOM

6 minutes and
23 seconds from
Lincoln Center

and slightly to the left
of Carnegie Hall.

(212) 581-7100
russiantearoomnyc.com

143*" fOidde
Broadway's best known Irish Pub
Casual Dining - Ideal Pre - Post Theatre -

Snacks - Cocktails. Open Daily 11:30 AM to 4 AM

165W 47th Street (6 & 7 Ayes) 302-0112

db
"Chef Daniel Boulud has taken
his show to Broadway."

New York Magazine

"...some of the most appealing,
accessible food in town."bistro moderne

New York Times

lunch • pre & post theatre dining

55W 44th St at 6th Ave 212.391.2400

VIETNAMESE RESTAURANT

"Excellent food at reasonable
prices", N.Y. TIMES

OPEN 7 Days 11:30 - 11:30
234 W.48th St 212-247-8669

L'Annah 121 University Place
& 393 3rd Ave

CHURRASCARIA

NEW YORK CITY'S
AUTHENTIC BRAZILIAN STEAKHOUSE
316 WEST 49TH STREET -212.245.0505
221 WEST BROADWAY AT WHITE STREET

212.925.6969



Dining and Entertainment

INDIAN

• BOMBAY PALACE-30 W. 52nd St. Lavish L
Buffet, $14.95. PT & AT Prix Fixe D, $23.95.
Deluxe 3-course Menu, $29.95. Subtly spiced exotic
Moghlai dishes. Open daily 12-3 pm; 5:30-11 pm.
www.bombay-palace.com 212-541-7777.

• JEWEL OF INDIA-15 West 44th St., bet 5th & 6th
Ayes. Magnificent and luxurious decor. Indian
Cuisine. Lunch Buffet, $14.95. Pre-theatre Dinner,
$27.95. Open 7 days. Private Party Facilities 30-150
people. Discount Parking after 5 pm. 212-869-5544.

IRISH

• THE PIG 'N' WHISTLE-165 W. 47th St. (bet. 6 &7
Ayes.) Broadway's best known Pub. Casual dining, ideal
for pre and post theater. Burgers • Sandwiches • Steaks •
Seafood • BBQ Ribs • Cocktails. Daily 11:30 am-4 am.
Priv. Pty. Rm. CC. 212-302-0112.

IRISH PUB/RESTAURANT

• O'LUNNEY'S TIMES SQUARE PUB-145 W. 45th
St. (B'way & 6th). Full menu till 3 am; Bar, 4 am. Steaks,
Salmon, Crabcakes, Fish & Chips, Shepherd's Pie,
Comed Beef/Cabbage, Bangers & Mash, Irish Breakfast.
Friendly place w/reasonable prices. CC. 212-840-6688.

ITALIAN

• BICE-7 East 54th St. (bet. 5th & Madison). Classic
Northern Italian cuisine served in a festive atmosphere.
Recommended for pre-theatre & after-theatre dining.
A celebrity favorite. Open noon-midnight, Sun.
noon-11 pm. AE, MC-VISA, DIN. 688-1999.

• CASCINA RISTORANTE-647 Ninth Avenue
(45th & 46th Streets). Delicious daily specials, 3-
course PT for $24.50. 10% off with ticket stub (not
valid with PT/PF menus). PT or AT. Mon-Sat 12-12.
Sun. noon-10pm. CC. 245-4422.

• DA ROSINA RISTORANTE ITALIANO-342 W.
46th St. (bet. 8th & 9th Ave.). Reasonably priced,
perfect pre & after theatre prix fixe menu. L $18.00,
D $26.00. Homemade pasta our specialty. L, D, C.
Open 6 days. 977-7373.

• LA MASSERIA-235 W. 48th (B'way & 8th). Rustic
farmhouse. Authentic Italian cuisine in elegant atmos-
phere. 200 wines, wild game, meat, seafood, homemade
pastas. M.-Fri. L, noon-3 pm; D, 5 pm-midnight; Sat.
4:30-12. Sun. UD, noon-10:30 pm. CC. 212-582-2111.

• MONTE'S-97 MacDougal St. (bet. Bleecker & W. 3rd).
Owner Chef Pietro Mosconi specializes in homemade
pasta & regional dishes including Paglia E Fieno, Osso
Buco, Polio Alla Marsala. L, D, C. Cl. Tues. D F. & Sat.
till 11:30. Priv. Party Rm. to 50. CC. 228-9194,674-9456.

• SAN DOMENICO-240 Central Park South. Italian
Spcls: shrimp & beans/Tuscan olive oil, Uovo in •
Raviolo & more. L Mon.-Fri. 12 noon-2:30.
D Mon.-Sat. 5:30-11, Sun. 5:30-10. PTD 5:30-7. Sun.
Brunch 11:30-3:30 CC. Res. nec. 265-5959.

• VILLA MOSCONI-69 MacDougal St. (Bleecker &
W. Houston) An"old W. Village favorite," this
"hearty," "consistent" Italian "family place" serves
"earthy" standards that are "still good after all these
years," Zagat's. New back garden. 673-0390.

JAPANESE

• HARU TIMES SQUARE-205 W. 43rd St. (43rd &
B'way). Step in and sample cuisine from the hottest Sushi
& Japanese Fusion restaurant in the Thea. Dist. Come
before or after the show for a meal, a cocktail, or just to
revel in the ambience. 7 days, 11:30-12 am. 398-9810.

• KODAMA-301 W. 45 (cor. 8th Ave.). Only a step to
B'way theatres. Satisfaction guaranteed with authentic
Tokyo-style sushi bar & other original Japanese cuisine.
Op. 7 days Mon.-Fri. 12-2:25, D 5-11:20. Sat. 4-11:20.
Sun. 4-10:30. Brunch Sat. 12:30-4, Sun. 1-4. 582-8065.

• RIO & YOU-328 W. 45th St, (8th & 9th). Serving
fresh fish delivered from Japan daily. Authentic
Japanese chefs and waiters. Pre-Theatre specials.
Open Sun.-Sat. for L, PT & AT.
212-307-0716.

• SUSHI OF GARI 46-347 West 46th St. (between
8th & 9th Ayes.) Innovation: Featuring Sushi and the
Best Sake. Open for Lunch Tues.-Fri. 12-2 pm,
Dinner & After-Theatre Dinner from 5:30 pm.
Reservations: 212-957-0046.

JAPANESE FUSION

• NATSUMI RESTAURANT AND BAR/LOUNGE
-226 West 50th St. A strikingly original destination
offering modem Japanese fusion cuisine. Open for L
and D, with PT menu and lounge dining. For reserva-
tions call (212) 258-2988. www.natsuminyc.com

JAZZ CLUB & RESTAURANT

• BIRDLAND-315 W. 44th St. (steps fr. 8th Ave.).
Live jazz nightly, shows 8:30 & 11 pm. Serving D fr. 5
pm-midnight Sun.-Thurs. and till 1 am Fri.-Sat. 1/2
price admission Wed.-Sat. Free admission Sun.-Tues.
Validated parking. 212-51-3080.

B-Breakfast SB-Sunday Brunch L-Lunch C-Cocktails PT-Pre-Theatre D-Dinner AT-After-Theatre S-Supper CC-Credit Cards (12/07)



DaRosina
Ristorante Italiano

Homemade Pasta Our Specialty
Pre & Post Theatre Dinner '26.00

Pre-Theatre Lunch $18.00 • www.darosina.com
342 W.46 th St.(Bet 8th-9th Ave) • (212) 977-7373
 A

Dining and Entertainment

• IRIDIUM JAZZ CLUB-1650 B'way @ 51st St NY's
Best Jazz Nightly. Sets: 8:00, 10:15, Midnight Fri. & Sat.
Full D Menu. Les Paul every Mon. 50% off 2nd Set
T.-Th. & Sun. w/ticket stub. 50% off 2nd Set Fri.-Sat.
w/ticket stub. 212-582-2121. www.iridiumjazzclub.com

MEXICAN

• VIVA PANCHO-156 W. 44 St. (B'way & 6th).
Offering the best in Mexican food & drink in theatre dis-
trict. Home of the Sizzling Fajitas. L. D. Children's
Menu. Op. 7 days fr. 12 pm. A Sports Bar featuring your
favorite Margarita & Sangria. CC. (212) 944-9747.

SPANISH

• EL QUIJOTE-226 W. 23rd. From the heart of
Spain. (We are the Lobster King.) Fresh daily from our
fishing fleet, #1 Paella, Natural Veal and Chops, Prime
Steaks 22-40 oz. L, 11:30 to 3:00. D, 3:00 to 12:00; Fri.
& Sat. till 1 am. Private Party Rooms. 212-929-1855.

SPANISH/CUBAN

• VICTOR'S CAFE-236 W. 52nd St. Fun tropical
atmosphere. 1st Cuban rest. in NY since 1963. Black
bean soup, paella, plantain-encrusted snapper, mojitos,
best sangna. Skylight rooms, full menu at bar. Prix fixe
L $29/D $39, 7 days 12-12 am. Dis. Ming. 212-586-7714.

THAI

• BANGKOK HOUSE-360 W. 46th St. (8th &9th Ayes.).
Delicious Thai-style cooking in a hip & casual atmosphere.
541-5943. Yum Yum Bangkok, 650 9th Ave.; Yum Yum
#3, 658 9th Ave. VI' & AT specials. Mon.-Thurs.12-12,
Fri. & Sat. till 1, Sun till 11. Pr. Pty. Rm. 212-956-0639.

• PONGSRI THAI-244 W. 48th St. (8 & B'way) In the-
atre district. Owner/chef Pongsri prepares Thai dishes, L,
D, AT, 7 dys. 11:30 dm-11:30 pm. 582-3392. Also 106
Bayard St. cor. Baxter St. (Chinatown) ** N.Y. Times.
349-3132, 311 2nd Ave. (18th St.) 477-4100.

B-Breakfast SB-Sunday Brunch L-Lunch C-Cocktails
PT-Pre-Theatre D-Dinner AT-After-Theatre S-Supper

CC-Credit Cards (12/07)

AOKI
Japanese Restaurant and Lounge

B'Ways newest Hit
Convenient to all Theatres .

SUSHI, SASHIMI, KITCHEN ENTREE
Open Daily for Lunch Et Dinner 11:30-Midnight

234 W48th St (B'Way gt. 8th) 212-956-2356

French-Mediterranean *" NY Times
Brunch I Lunch I Pre-Theatre I Post Theatre
630 Ninth Avenue at 44th NYC 212.333.2323

--c“skt 0 rici.

eViCrs7

125W. 44th St.
212.869.2849

www.dopoteatro.com

10% off with this ad
Enjoy a delicious four-course, pre-theater

dinner for $22.50. Lunch and dinner specials

served daily. Party rooms available.

*not valid on prix fine menus and cannot be combined with
other discounts and special offers.

1111

Japanese Restaurant

Sushi
Teriyaki • Tempura
Cocktails • Sake Bar

205 West 43rd & B'way
2 1 2-3 9 8-9 81 0

: PERSHING SQUARE :•.
. cafe - bar- restaurant .
. wondolui classic glmerican .cuisine •. 
• 42nd Street at Park Avenue (opposite Grand Central) :•
• breakfast, brunch, lunch yre 8e yost theatre (212) 286-9600 •
• • • • • • • • • • • • • • • • • • • • • • • • • •

BA ANIEROCAIN
Chef Bobby Flay

152 West 52nd Street (6th & 7th)
baramericain.com 212.265.9700

HAVANA CENTRAL
REAL CUBAN FOOD

TIMES SQUARE:
_151 W. 46 is 212 398-7440

UNION SQUARE:
22 E. 17' St 212 414-4999

www.havanacentral.com



NELEBRITYCHOICE
Jonathan liadary
(King Arthur in Monty
Python's Spamalot at
the Shubert Theatre)
chooses
RUTH'S CHRIS STEAK
HOUSE,
148 W. 51st St., 6th & 7th

T ittle did Ruth Fertel know, when in 1965 she

Leopened Ruth's Chris Steak House in New

Orleans, that by 2007 there would be 106 Ruth's

Chris Steak Houses blooming across the United

States, Canada and East Asia. The one in New

York starts a new season with a new page in the

menu—the first page, a selection of Chef's

Features that changes every week or ten days.
On one such week in early fall, executive

chef Peter Menard provided a choice of three

appetizers (oysters Rockefeller, coconut shrimp,

seafood tower) and four entrees (wild salmon,

Kobe style rib eye, bone-in NY strip, or Chilean

sea bass with banana curry butter—topped with

julienned sweet potatoes). Or you could go for

live Maine lobster or Australian 8-oz. lobster tail.

Elsewhere in the main menu, New Orleans-

influenced dishes (barbecued shrimp, ahi tuna

stack) are titled in red. This past August, at the

old restored Prince George Hotel on East 28th

Street, the restaurant that was born in New

Orleans joined Absolut Vodka in a benefit for

survivors of Hurricane Katrina.
"We have a very busy pre-theatre business,

and reservations are strongly recommended," says

new general manager James Henry Gordon, who

used to come down, with his mother, from

Rhinebeck, New York, to take in Saturday

matinees. "And don't forget our jazz piano duo,

Wednesdays through Saturdays, 6 to 10 P.M."

RUTH'S CHRIS STEAK HOUSE
Open 7 days: Mondays, noon–io pm;
Tuesdays–Thursdays, noon–n pm; Fridays,
noon–n:3o pm; Saturdays, 4-11:30 pm;
Sundays, 4-10 pm. A la carte entrees,
$31.95–$42.95. Extensive wine list. Major CC.
Business casual attire. Reservations: 212-245-
9600. www.ruthschris.com

by Macaulay Connor

Tshidi Manye
(Rafiki in The Lion King
at the Minskoff
Theatre) chooses
PONGSRI THAI
RESTAURANT,
244 W. 48th Street,
bet. B'way & 8th Ave.

f you tell us you've got to make the theatre,

we can cook really fast," says Ratanaporn

Thaisuriya (Tina for short), a waitress at Pongsri

Thai Restaurant, "but don't order lobster or fish;

they take longer." Both she and Madame Pongsri,

"the lady boss" of this and three other Thai

restaurants in Manhattan, are from Thailand.

Whatever the geography, "we can do spicy

up or spicy down, as you prefer," says general

manager Bo Techa. "All typical authentic Thai,

fresh herbs, fresh vegetables, chili, no substitutes."

A wide range of luncheons come in at $5.95 or

$6.95, among them pad key mao (stir-fried

noodles with herbs and chili paste), pad see-ew

(stir-fried noodles with Chinese broccoli, soy

sauce, beef, chicken, or pork) and pineapple fried

rice (with cashews, egg and chicken fried rice).

Then there's green curry, a Japanese dish with

green beans, carrots, bamboo shoots, coconut

milk, beef, chicken, or pork, and a tempting pad

gra-prow of chicken, pork, beef, or seafood with

onion, basil and not chili paste.
There's a service bar—beer, wine, cocktails—

as well as an array of non-alcoholic, milk-based

Thai drinks. "We deliver," says Bo, "but you have

to call in. No online. And if you come out of the

theatre, remember that we're open until 11:30

but the kitchen closes at 11." We haven't even

talked about the duck, mussels, salmon and

lobster specials. Ask Tina.

PONGSRI THAI RESTAURANT
Open 7 days, 11:30 am-11:30 pm. Lunch
specials: Mondays–Fridays, 11:30 am-3 pm. A
la carte entrees, $6.95–$7.95. Major CC.
Casual attire. Free delivery (minimum $io).
Reservations: 212-582-3392, 212-957-8674.
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"A WARM-HEARTED MEMOIR with TASTY

DOSES OF COMEDY." — NY Times

CHAZZ PALMINTERI

A BRONX TALE
Written by CHAZZ PALMINTERI

Directed by JERRY ZAKS

Visit Telecharge.com or

Call (212) 239-6200/(800) 432-7250

ABronxTaleOnBroadway.com

WALTER KERR THEATRE (+), 219W. 48m ST.

THE BEST MUSICAL. EVER,

A CHORUS LINE
Tue 7; Wed-Sat at 8; Wed & Sat at 2; Sun at 3

Telecharge.com or 212-239-6200

Groups:1-800-BROADWAY

AChorusLine.com

SCHOENFELD THEATRE (+), 236 W. 45m ST.

"HUGELY ENTERTAINING"

— Charles Isherwood, NY Times

Steppenwolf Theatre's

AUGUST: OSAGE COUNTY
A New Play by TRACY LETTS

Directed by ANNA D. SHAPIRO

Tues-Fri 7:30, Sat 8, Mats Wed & Sat 2, Sun 3

Visit Telecharge.com or Call (212) 239-6200

AugustOnBroadway.com

IMPERIAL THEATRE (+), 249 W.45TH ST.

BEST MUSICAL 2004 TONY AWARD

AVENUE Q
Music and Lyrics by

ROBERT LOPEZ and JEFF MARX

Book by JEFF WHITTY

Directed by JASON MOORE

Tickets: Telecharge.com/avenueq or call 212-239-6200/800-432-7250

or visit us at AvenueQ.com

Groups: 212-398-8383 / 800-223-7565

Mon, Tue, Thur, Fri at 8, Sat at 2 & 8, Sun at 2 & 7

GOLDEN THEATRE (+), 252 W. 45m ST.

WINNER! SIX 1997 TONY AWARDS
"CHICAGO' STILL GLITTERS HYPNOTICALLY'

— Ben Brantley, The New York Times
The Sopranos'AIDA TURTURRO

and VINCENT PASTORE star thru 1/13/08

CHICAGO
The Musical

Mon at 8; Tue at 7; Thu & Fri at 8; Sat at 2 & 8; Sun at 2 & 7
Holiday Perfs: 12/26 & 12/27 at 2, 12/31 at 3

Telecharge.com or (212) 239-6200/(800) 432-7250
AMBASSADOR THEATRE (+), 219W. 49m ST.

chicagothemusical.com

WINNER! 2007 TONY AWARD
BEST ACTOR IN A MUSICAL

DAVID HYDE PIERCE

DAVID HYDE PIERCE DEBRA MONK
in

CURTAINS
The Musical Comedy Whodunit

from the creators of Cabaret & Chicago
Tue 7; Wed- Sat 8; Wed & Sat 2; Sun 3

Telecharge.com or 212-239-6200
Groups: 800-223-7565

www,CurtainsTheMusical.com
Al. HIRSCHFELD THEATRE (+), 302 WEST 45m ST.

"EXUBERANT & EFFORTLESSLY
ENJOYABLE! THIS 'GREASE' IS THE
ONE THAT I WANT!" — Time Magazine

GREASE
Tue 7; Wed - Sat at 8;Wed & Sat 2; Sun 3

Ticketmaster. corn 212-307-4100/800-755-4000
Premium Tickets available 212-220-0500

Groups: 1-800-714-8452
GreaseOnBroadway.com

BROOKS ATKINSON THEATRE (+), 256 WEST 47m Sr.

WELCOME GEORGE WENDT
AND LANCE BASS

"SO MANY NUMBERS BRING DOWN THE
HOUSE, IT'S A WONDER THE THEATRE IS
STILL STANDING!" — New York Magazine

HAIRSPRAY
Book by MARK O'DONNELL THOMAS MEEHAN

Music by MARC SHAIMAN
Lyrics by SCOTT WITTMAN MARC SHAIMAN

Based upon the New Line Cinema film
written and directed by John Waters

Starring
SHANNON PAUL C.
DURIG VOGT

Choreography by JERRY MITCHELL
Direction by JACK O'BRIEN

Tue & Thur 7; Fri 8; Wed, Sat 2 & 8, Sun 3
(212) 307-4100 / (800) 755-4000 or Ticketmaster.com

Groups: (212) 302-7000/ (800) BROADWAY
Premium Tickets Available: 212-220-0500

HairsprayonBroadway.com
NEIL SIMON THEATRE (+), 250 WEST 52ND ST.

The sign (+) when following the name of a theatre, indicates that a show is equipped
with an infrared assistive listening device.
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IS HE DEAD?
A New Comedy by MARK TWAIN

Adapted by DAVID IVES

Starring NORBERT LEO BUTZ

Directed by MICHAEL BLAKEMORE

All tickets: Telecharge.com

Or call 212-239-6200/800-432-7250

IsHeDead.com

LYCEUM THEATRE (+), 149 W. 45m ST.

BEST MUSICAL

2006 Tony Award Winner

"TOO GOOD TO BE TRUE! IT'S TERRIFIC!"

— NY Post

JERSEY BOYS
The story of

Frankie Valli & The Four Seasons

Tue 7, Wed-Sat 8, Wed & Sat 2, Sun 3

Telecharge.com or 212-239-6200

Groups (15+): 800-223-7565

JerseyBoysBroadway.com

AUGUST WILSON THEATRE (+), 245 W. 52ND ST.

AN ELLE OFA SHOW!"—Time Magazine

LEGALLY BLONDE
THE MUSICAL

Wed-Sat 8; Wed, Sat, Sun 2; Sun 7

Ticketmaster.com or call 212-307-4100

Groups: (212) 541-8457/ (800) BROADWAY

LegallyBlondeTheMusical.com

PALACE THEATRE (+), BROADWAY & 47m ST.

"A GLORIOUS RETURN!"

—John Simon, Bloomberg News

"LES MISERABLES IS THE BEST OF THE

MEGA-MUSICALS."—The New York Times

LES MISERABLES
Tue 7; Wed - Sat 8; Wed & Sat 2; Sun 3

Telecharge.com or call (212) 239-6200

Groups: (212) 239-6262/(800)432-7780

www.lesmisnewyork.com

BROADHURST THEATRE (+), 235 W. 44m ST.

'A GUARANTEED GET—HAPPY HIT!''

—Pat Collins, WWOR-TV

BENNY ANDERSSON & BJORN ULVAEUS'

MAMMA MIA!
The Smash Hit Musical

Based on the Songs of ABBA

Telecharge.com or 212-239-6200

Groups: mammamiagroups.com

Wed — Sat at 8; Wed, Sat, Sun at 2; Sun at 7

www.mamma-mia.com

WINTER GARDEN THEATRE (+), 1634 BROADWAY

DISNEY and CAMERON MACKINTOSH

present

MARY POPPINS
Order Online at DisneyOnBroadway.com

or call 212-307-4747

outside NY/NJ/CT 800-755-4000

Groups (15+) 800-439-9000

Wed - Sat at 8; Wed & Sat at 2; Sun at 1 & 6:30

NEW AMSTERDAM THEATRE (+), B'WAY & 42 ST.

LIMITED ENGAGEMENT

"A SOLID-GOLD HIT!"

— Terry Teachout, The Wall Street Journal

Visit wwW.roundabouttheatre.org

Or call 212-719-1300

Roundabout Theatre Company presents

CLAIRE DANES JEFFERSON MAYS

BOYD GAINES JAY 0. SANDERS

PYGMALION
By GEORGE BERNARD SHAW

Directed by DAVID GRINDLEY

Perfs Tues - Sun. Call for details.

AMERICAN AIRLINES THEATRE (+), 227 W. 42 Sr.

RENT
The Musical Phenomenon

Ticketmaster (212) 307-4100 or siteforrent.com

Join the community at voicesforrent.com

Mon, Tue, Thu & Fri at 8, Sat at 2 & 8, Sun at 2 &

Groups: 212-398-8383/ 800-223-7565

NEDERLANDER THEATRE (+), 208W. 41ST ST.

88 The sign (+) when following the name of a theatre, indicates that a show is equipped
with an infrared assistive listening device.



"ARGUABLY STOPPARD'S FINEST PLAY."
— Ben Brantley, The New York Times

ROCK 'N' ROLL
A New Play by TOM STOPPARD
BRIAN SINEAD RUFUS
COX CUSACK SEWELL

Directed by
TREVOR NUNN

For Tickets: Telecharge.com
or call 212-239-6200/800-432-7250

Rocknrolltheplay.com
BERNARD B. JACOBS THEATRE (+), 242W. 45 Sr.

THE FUNNIEST SHOW ON EARTH
BEST MUSICAL 2005 TONY AWARD

MONTY PYTHON'S

SPA1VIALOT
Book & Lyrics by Music by
ERIC IDLE JOHN DU PREZ & ERIC IDLE

Directed by
MIKE NICHOLS

Telecharge.com or 212-239-6200
Tues-Fri 8, Sat 2 & 8, Sun 2 & 7
MontyPythonsSpamalot.com

SHUBERT THEATRE (+), 225 W. 44m ST.

-RIOTOUSLY FUNNY AND

REMARKABLY INGENIOUS." — NY Times

The 25th Annual Putnam County
SPELLING BEE

THE TONY-WINNING MUSICAL COMEDY

Tues 7; Wed 2; Thurs-Fri 8; Sat 2 & 8; Sun 3 & 7:30

Telecharge.com (212) 239-6200 /(800) 432-7250

Groups: (212) 398-8383 / (800) 223-7565

SpellingBeetheMusical.com

CIRCLE IN THE SQUARE (+), 50m. BET. BWAY & STH

WINNER! 8 TONY AWARDS

including BEST MUSICAL!

SPRING AWAKENING
A NEW MUSICAL

Online: Telecharge.com

Phone: 212-239-6200/800-432-7250

www.springawakening.com

Tue 7; Wed -Fri 8; Sat 2 & 8; Sun 2 & 7

EUGENE O'NEILL THEATRE (+), 230 W. 49 ST.

Previews Begin January 25!
Visit www.roundabouttheatre.org

Or call 212-719-1300
Roundabout Theatre Company presents

SUNDAY IN THE PARK
WITH GEORGE

Music and Lyrics by STEPHEN SONDHEIM
Book by JAMES LAPINE

Directed by SAM BUNTROCK
STUDIO 54 (+), 254W. 54 ST.

"FANTASIA'S A HIT! A MUST SEE."
— Daily News

OPRAH WINFREY presents

THE COLOR PURPLE
NOW STARRING FANTASIA THRU JAN. 6 ONLY!

Wed 2 & 8, Thu & Fri 8, Sat 2 & 8, Sun 2 & 7:30
For Tickets: Telecharge.com/purple
or call 212-239-6200/800-432-7250

For More Info Visit: ColorPurple.com
BROADWAY THEATRE (+), BROADWAY & 53RD ST.

WINNER! FIVE 2006 TONY AWARDS

BEST MUSICAL
New York Drama Critics' Circle Award.

"INGENIOUS!" — Brantley, NY Times
Now Starring BOB SAGET

THE DROWSY CHAPERONE
Tickets 212-307-4100/800-755-4000 or Ticketmaster.com

Groups: 212-398-8383/800-223-7565

www.drowsychaperone.com
Tues, Thurs & Fri at 8, Wed at 2, Sat at 3 & 8, Sun at 3 & 7

MARQUIS THEATRE (+), 1535 BROADWAY

THE FAR,NSVVORTH INVENTION

A New Play By AARON SORKIN

Starring HANK AZARIA & JIMMI SIMPSON

Directed by DES McANUFF

Tue 7; Wed-Sat 8; Wed & Sat 2; Sun 3

Telecharge.com or 212-239-6200

-Groups: 877-536-3437

MUSIC Box THEATRE (+), 239 WEST 45m ST.

IAN
MCSHANE

SEATS NOW!
RAUL EVE

ESPARZA BEST

MICHAEL JAMES GARETH
MCKEAN FRAIN SAXE

THE HOMECOMING
by HAROLD PINTER

directed by DANIEL SULLIVAN
Telecharge.com or call 212-239-6200

Tues at 7; Wed-Sat at 8; Wed & Sat at 2, Sun at 3
www.TheHomecomingOnBroadway.com

CORT THEATRE (+) 138 WEST 48m ST.

DISNEY presents

THE LION KING .
10th Triumphant Year on Broadway

DisneyOnBroadway.com

Disney Hotline (212) 307-4747

Outside NY/NJ/CT call: (800) 755-4000

Groups (15+) 212-703-1040/800-439-9000

Premium Tickets Available

Wed - Sat 8; Wed & Sat 2; Sun 1 & 6:30

MINSKOFF THEATRE (+), B'WAY & 45m ST.

The sign (+) when following the name of a theatre, indicates that a show is equipped
with an infrared assistive listening device.
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"THE MOST FUN YOU'LL HAVE

ON BROADWAY!" — The New Yorker

KERRY BUTLER CHEYENNE JACKSON

and TONY ROBERTS

XANADU

The New Hit Musical Comedy

Telecharge.com or 212-239-6200. XanaduOnBroadway.com

Tues at 7, Wed -Sat at 8, Mats. Wed & Sat 2, Sun 3

HELEN HAYES THEATRE, (+), 240 W. 44m ST.

The New MEL BROOKS Musical

YOUNG FRANKENSTEIN
Book by MEL BROOKS & THOMAS MEEHAN

Music & Lyrics by MEL BROOKS

Starring ROGER BART MEGAN MULLALLY

SUTTON FOSTER SHULER HENSLEY

ANDREA MARTIN FRED APPLEGATE

CHRISTOPHER FITZGERALD

Direction & Choreography by SUSAN STROMAN

Tickets on sale now at: YoungFrankensteinTheMusical.com

or Ticketmaster.com or call 212-307-4100 / 800-755-4000

Groups (15+): 1-800-251-2979

HILTON THEATRE (+), 42nd St. at 7th Ave.

Now in Previews

DISNEY'S

THE LITTLE MERMAID
Order online at DisneyOnBroadway.com

Or call 212-307-4747

Groups (15+) 800-439-9000

Premium Tickets Available

Tues - Sat 8; Wed & Sat 2; Sun 3

LUNT-FONTANNE THEATRE (+), 'TWAY AT 46m ST.

Visit Telecharge.com or call
(212) 239-6200; outside Metro NY: (800) 432-7250

THE PHANTOM
OF THE OPERA

The Longest-Running Show in Broadway History

TICKETS FROM $26.50
Tues at 7; Mon, Wed-Sat. at 8pm, Wed. & Sat. at 2 pm
Groups (10 or more): Theater Direct: (800) 334-8457

or Shubert Groups (212) 239-6262
Visit us at www.thephantomoftheopera.com
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"Go see this hilarious show! — WOR Radio

"An entertaining spectacle — NY Times

CHARLES BUSCH

Stars in his riotous comedy thriller
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Directed by CARL ANDRESS
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Directed by MAX STAFFORD-CLARK

Perfs Tues - Sun. Call for details.
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Spec. Hol. Perf.; 12/28 at 2, 12/30 at 7
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by Mervyn Rothstein

THE THEATRE

Stage professionals look back at decades of devotion to their craft

PRODUCER JEFFREY RICHARDS

n
effrey Richards was born on Broadway
—his mother, Helen Stern Richards,
was a press agent, company manager
and general manager whose credits

included West Side Stog. "The first show she took
me to might have been Peter Pan," he recalls.
"Watching Mary Martin fly is pretty special
when you're very young."

Richards has spent most of
his life in the theatre—a total
of 34 years, first as a press
agent, and since the 1990s as
a producer. His press-agent
credits read like a list of the best
of the American stage, includ-
ing a passel of Pulitzer Prize
winners: David Mamet's
Glengarry Glen Ross, August
Wilson's The Piano Lesson,
Robert Schenkkan's The
Kentucky Cycle, Lanford Wilson's
Talley's Folly, Horton Foote's The Young Man
From Atlanta. And then there's On Your Toes, Me
and My Girl, Ma Rainey's Black Bottom, I'm Not
Rappaport and Joe Turner's Come and Gone.

His resume as a co-producer includes last
season's Tony-winning Spring Awakening; the
Tony-winning revival of Glengarry Glen Ross; the
revival of Eric Bogosian's Talk Radio; Radio Goff;
and, this season, David Mamet's November,
Harold Pinter's The Homecoming and Tracy
Letts's August: Osage County.

In college, his plans to become a journalist
ended when he was offered a job in public rela-
tions, working on the 1973 revival of The Pajama
Game. "Then, in 1976," Richards recalls, "I
•decided to open my own office. I had a show I felt
couldn't miss. It had a score by Richard Rodgers,
lyrics by Sheldon Harnick, and it starred Nicol
Williamson, Penny Fuller and Glenn Close." The
musical, Rex, closed after 48 performances.

Richards didn't give up. The next year he

landed Mummenschanz, "which was supposed to
run three weeks and ran three years." And then,
in 1977, he got what he terms his biggest break.

"Alfred De Liagre—he was called 'The Last
Gentleman Producer'—asked me to look at a
script. He said if I liked it he would take a chance
on me." The play—Deathtrap by Ira Levin—

opened in February 1978.
Richards represented it for its
1,793 performances.

Richards's decision to
become a producer came in
London in 1992 when, after
seeing a show, he found him-
self wandering down "a block
that changed my life." He
noticed a group of young
people near a theatre. "I had
not seen so many young people
outside a theatre in a long time.
. . . They were seeing The

Complete Works of William Shakespeare (Abridged)."
After checking it out himself, Richards

returned home and talked to producers, "but
nobody seemed very interested." Then, in 1993,
the play was being done at Princeton, so he went
down with two producers. He fell in love again,
but his colleagues passed on it saying, "Why
don't you do it? You love it so much." He did. It
opened Off-Broadway in 1995 with Richards
and college friend Richard Gross as co-producers.

Over the last dozen years, Richards has
co-produced 20 shows—almost all of them plays,
not musicals—often with many partners; his
"main producing partner," Jerry Frankel, has
been with him on the last eight.

"I love the language and the ideas of straight
plays. And I want to keep on doing them." 4>

For more with Jeffrey Richards
listen to our podcast at
PlaybillRadio.com

92 www.playbill.com
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THE FARNSWORTH INVENTION
Dramaturgy Notebooks
Table Of Contents (Act One)

denotes the segments that haze been included in actor-packets.
Notebooks corrtainfuller zersions (I all segrrents.

1. Pre-history
- "A Note from the General," from Tube.

A brief account of the birth cf radio, and cf‘Samoffs control °ter this medium

Brief Overview of Radio.
History, Intention, Uses

- How Radio Works

- "The Dream," from Tube.
Early dreams of telezision; discazery cf seleniurn's photosensitizity; Nipk ow's spinning disks.

"Puir Johnnie," from Tube.
John Logie Baird intents Mechanical Telezision

- "The Three Lessons of Invention" and "They All Laughed..." from Tube.
Baird, Ca bell Szeinton, Charles F. Jenkins, and the short-lized success çfnLdaniCa1 telezisicni

- "Slumbering Giants," from Tube.
A rrerica catches up: Herbert Iws and E mst A lexanderson

- Images: Early schemes and sketches; portraits of the inventors; spinning disks; cathode
ray tubes .

2. Pages 1-7 in script
- "Fields of Vision," from The Last Lone Inventor, by Evan Schwartz

The early years (Philo F amszeorth; Philds introduction to electronics; Justin Tolman

- "Philo, the Boy," from Distant Vision, by Pem Farnsworth
A rim irformal insickr's ziew into the early life (Philo F amszeorth.

- from The Story of Television, by George Everson
A slightly more detailed account cf F amszeorth's ?ezelation to Tolman.

- How Electric Television works

- Overview of Rigby, Idaho

- Overview of Mormonism

- Images: Young Farnsworth and his family, Farnsworth's home; Idaho; early electronic
sketches; diagrams of how TV works.

3. Page 7-14 in script:
- Jews in Tsarist Russia **"

1
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- "The Russian Jews Arrive," from Jews in America by Arthur Hertzberg.
This chapter discusses zeho the Russian Jeuish immigrants zete and uhat brought them to A nrrica.
We also see see the hopes, fean and realities of this rnassize migration

- "Invention of the Jewish Mother," from Jews in America by Arthur Hertzberg
Secular Jevs in an alien land

- from David Sarnoff: A Biography, by Eugene Lyons
Same's childhood in Uzlian, his family's rnoze to New Yak, and his fascination uith electronics.

- from The Last Lone Inventor by Evan Schwartz """
The Titanic and the Samoff Myth

- from The Vanishing American Jew by Alan Dershowitz
Thoughts on the success cf secular Jezes in A nrrica

4. Pages 14-30 in script
- "Dame Fortune Smiles" from Distant Vision by Pem Farnsworth **"

Pem's accounts ofEwncth and Gorrell's grozeing support and her uadding clay

- from The Story of Television by George Everson
E wrs on's account of his his grozeingpaytnetship zeith Farnsuorth

- "The Other Woman," from Distant Vision by Pem Farnsworth
Alone on her uedding night, Pernrenzmbers falling in low zeith Philo.

- from The Last Lone Inventor by Evan Schwartz
A particularly nornantic night out zeith young Pem and Philo

- from The Boy Genius and the Mogul byDaniel Stashauer
A brief descrtPtion g c F arnsuorth's first (failed) ecperitrrnts in L os Angeles.

- from The Last Lone Inventor by Evan Schwartz
Enter Crocker National Bank

- from Distant Vision  by Pem Farnsworth
Pem's account Philo's pitch to Crocker

- from Tube, by David E. and Marshall J. Fisher
The parallel path of Vladmir Zuorykin

- Images: Young Pem, and Philo; Everson and Gorrell.

5. Pages 30-35 in script
from The Boy Genius and the Mogul by Daniel Stashauer
Denpsey TS. Catpentier, the rise (fSame; and Sarnoffs zision for TV

- from The Last Lone Inventor by Evan Schwartz
E nter Harbonh Sarnoffs patent plans

2
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- from David Samoff: A Biography by Eugene Lyons
E nter L izette

- from Empire of the Air by Tom Lewis
Walter Gifford and the birth cf radio ackertising

6. Pages 35-49 in script
- "Life On Green Street" from The Last Lone Inventor by Evan Schwartz

This chapter describes Philo's lab on Green Street, Cliff Gardner's glassblouing training the filing cf
Patent 1-773-980, the use cesium oxide, and the general hooplah sunounding F arnsuorth's sua:ess
at achieting an image Schwzrtz also indudes a sorrezehat extend& comparison betueen Famsv2orth
and Albert E instein.

- from Distant Vision  by Pem Farnsworth
Pern's account of F amszeorth's success at achieting a in Includes her anecdote abaft seeing cigarette
srmke on the telezision ?wizen

- Famsworth's Patent 1-773-980

- Images: Cliff and Agnes; The Green Street lab; components used to invent electronic
television; press and publicity.

7. Pages 49-62 in script
"Networking," from The Last Lone Inventor  by Evan Schwartz
This chapter discusses Sarnoffs Usion for the future gr radio pregramming his battle zeith Walter
Giffore4 Harborcl's temporary departure, the formation of NBC, and RCA 's acquisition of Victor
ThlkingMachines Company

- "Prophet with Honor," from David Samoff: A Biography  by Eugene Lyons
Samois zision for the future of broadcasting and his strength as a public speaker.

- An Overview of anti-semitism in the United States

- Images: Samoff

8. Pages 62-68 in script
- from The Last Lone Inventor 

Various selections from this book vhich describ in order:
1) Starnes agiterant zeith Zuorykk
2) yarning signs of the stock market crash;
3) the first anti-trust lazesuit against RCA , and how it necessitated RCA 's ozenership of telezision;

creation of the "Get Around F amsuorth" departrrent
4) a lowly passage about the changing identity gi inzentors;
5) the threat F amsuorth posed to Samoff
6) the threat F amszeorth posed to RCA
7) RCA 's paltry offer to Farnszeorth

- Causes of the stock market crash

3



THE FARNSWORTH INVENTION
Dramaturgy
Table Of Contents (Act Two + Appendices)

Act Two

9. Pages 1-6 in script
- Introduction to How Stocks and the Stock Market Work

Wall Street Crash of 1929

from The Great Depression and the New Deal
1. Beginnings cf the stoole market crash and the Great Deprasion
2. The depression beconTs a catastrophe
3. Theories about the depression

- from The Boy Genius and the Mogul
RCA and the stock rnarket crash

10. Pages 6-9 in script
"The Foremost Problem of Television," from Televisionaries by Richard Webb ***
This chapter describes zehat Sarnoff casually calls "the light problem" in the play, and hoze)the problem
vas solv3d. The author, Richard Webb, Teas an engineer at RCA from 1939- 1954, so his uriting
reflects an insider's knozeledge of the people, places and ewnts. Hozezzer, because he zetts so closely tied to
Zuorykin and RCA , he is not alutos a trustzeorthy narrator. It is interesting to note how easily he
dismisses F arrEzeorth's contributions.

Images: Farnsworth in a nicer suit and a moustache

11. Pages 9-19 in script
from The Boy Genius and the Mogul ""*
E 'Eason and Gorrell lose faith

- from Tube ***
E zers on, Gorrell, and Crocker by to sell Farnsuorth's lab

- Introduction to United Artists

- from The Last Lone Inventor 
United A rtists zisits the lab

12. Pages 20-24 in script
- Introduction to Vladimir Zworykin

from Tube 
Zuoryk in and Dazid Sarnoff

- "A Beautiful Instrument," from The Boy Genius and the Mogul **"-
Zwyrykin zisits the lab

- brief excerpt from The Last Lone Inventor
Dazid Sarnoffs intentions for Zuorykin's zisit

4
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- "A Beautiful Instrument" (cont'd)
Zzeoyk in's use gfhis zisit to the lab

- Images: Zworykin, iconoscope, kinescope

13. Pages 24-26 in script
- from The Last Lone Inventor *""

Kenny Famszeorth's death

from Distant Vision
Kenny F amszeorth's death

14. Pages 26-36 in script
Brief excerpt from The Last Lone Inventor
On RCA sending ernplo-yea out on spy missions

"All's Fair, World's Fair" from The Last Lone Inventor
Samoff beccm3 Father of Telezision

"Post-War," from The Last Lone Inventor
Zvoryk in becom2s Inzergor gr Telezis ion

- Images: Sarnoff as emperor; Zworykin as Father of Television; Farnsworth struggles on.

15. Pages 36-46 in script
- "Who Owns What?" from The Last Lone Inventor

A play-by-play of the first RCA /Famszeorth legal battle; nvanzehile Philo and Pemstrux • in their
relationship.

- "Dashing of Hopes" from Distant Vision  by Pem Farnsworth
Philo's breakdozen and decline

- Another brief excerpt from The Last Lone Inventor
A few more notes on F amszeorth's decline

16. Pages 46-54 in script

- "The Lawyer Wept," from The Boy Genius and the Mogul
A quick ozerziewef the TeSt of Famszeorth's and Samoffs

- "The Electromagnetic Spectrum Blues: An Elegy for Dr. Philo Taylor Farnsworth II,"
by Max Crosley
A fre&zerse pcern by zeritten a family friend on the occasion ( Philo's death

- "Teen Creates Nuclear Fusion in his Michigan Basement" from the Detroit Free Press 
Thiago (Ion, a Detroit teenager, is being called a young Famszeorth these doos.

- Images: Samoff and Farnsworth in their later years

Appendices 
A. Glossary of terms
B. Glossary of people
C. Chronology of Television's Invention, Technology, and the Play in general history

5



D. Money equivalents
E. An overview of RCA, NBC, CBS, and AT&T
F. Patent law
G. Quotations about television
H. Sarrnoff's public speeches
I. NY Times articles
J. Images of early televisions
K. Bibliography

6
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TIMELINE: 
World events, Technology milestones, Events in The famswon`h hziention

1752 Benjamin' Franklin's electricity experiments lead to application of the lightning rod; when placed at the apex of barn or church steeple, conducts

lightening bolts harmlessly into the ground.

1790 William Pollard of Philadelphia is issued US patent for his machine that roves and spins cotton.

1844 Samuel F.B. Morse demonstrates telegraph.

1872 Joseph May discovers selenium's conductance of electricity is enhanced by light.

1876 Alexander Graham Bell patents telephone built with assistance of Thomas A. Watson.

1877 Thomas Alva Edison perfects system of sound recording and transmission Menlo Park, New Jersey laboratories.

1878 Senelq proposes facsimile transmission using selenium scanner and telegraphy.

1879 Thomas Edison perfects an incandescent light bulb with $30,000 of research funds provided byJ.P. Morgan.

1880 First articles in Natur English Mechanic and Scientific A nvican are published about early television models.

1884 Paul Nipkov patents first television scanning disk.

1885 William Le Baron Jenny is first to use steel-grinder in construction and completes first skyscraper, the 10-story Home Insurance Company

Building in Chicago.

1887 Emile Berliner, German immigrant living in Washington, invents process for recording sound on a horizontal disk The "platter record" is born.

1888 George Eastman introduces a hand-held box camera with 100 exposures, for portable use.

1890 Victorian Trade Card predicts a device that can transmit picture and sound.

1891 David Samoff Born in Uzlian

William Dickson and Thomas Edison, perfect the kinetoscope. It is the forerunner of the movie projector.

1892 Frank and Charles Duryea fabricate the first gasoline-powered automobile built in the U.S.

1900 Max Planck Formulates Quantum Theory

1



Sigmund Freud Publishes 7he Interpretation (I. Dream

Sarnoff Family arrives in New York

First use of term "television" by Perskyi at International Electricity Congress; part of 1900 Paris Exhibition.

1901 First Nobel Prizes Awarded

First Trans-Atlantic Radio Signal

Queen Victoria Dies

U.S. President McKinley Assassinated

1902 Mount Pelee Erupts

The Teddy Bear is Introduced

U.S. Passes the Chinese Exclusion Act

1903 First Flight at Kitty Hawk

First Message to Travel Around the World

First Silent Movie, The Great Train Robbery

First World Series

Orville and Wilbur Wright break the powered flight barrier by piloting "Flyer I" for 12 seconds.

1904 First Popular American Film

Ground Broken on Panama Canal

New York City Subway Opens

Trans-Siberian Railway Completed

1905 Einstein Proposes His Theory of Relativity

7



Freud Publishes FES Theory of Sexuality

1906 Finland First European Country to Give Women the Right to Vote

Kellogg's Starts Selling Corn Flakes

Birth of Philo T. Farnsworth

San Francisco Earthquake

Upton Sinclair Writes The Jurtgle

David Sarnoff lands a job at Commercial Cable Company

Max Dieckmann builds rudimentary fax machine using cathode-ray tube

1907 First Electric Washing Machine

Picasso Introduces Cubism

Boris Rosing designs mechanical scanner with cathode-ray-tube receiver.

1908 Ford Introduces the Model-T

Allan A. Campbell Swinton proposes cathode-ray tube for both scanning and receiving.

1909 NAACP Is Founded

Plastic Is Invented

Robert Peary Becomes the First to Reach the North Pole

1910 Boy Scouts Established in U.S.

Halley's Comet Makes an Appearance

The Tango Catches On

1911 The Chinese Revolution

Ernest Rutherford Discovers the Structure of an Atom

3



Greenwich Mean Time Adopted

The Incan City of Machu Picchu Discovered

Roald Amundsen Reaches the South Pole

Charles F. Kettering sells his automobile starters to Cadillac and increases popularity of gasoline-powered cars over hand-crank model cars.

Boris Rosing receives patent for synchronization and achieves first distant transmission of images with assistant Zworykin.

Scient0C Ame n'can article discusses future uses of television; entertainment is not mentioned.

1912 Oreo Cookies First Introduced

Parachutes Invented

The 7itanic Sinks

1913 First Crossword Puzzle

Henry Ford Creates Assembly Line

Personal Income Tax Introduced in U.S.

1914 Charlie Chaplin First Appeared as the Little Tramp

First Traffic Light

Panama Canal Officially Opened

World War I Begins

1915 D.W. Griffith's The Birth tfa Nation Released

1917 First Pulitzer Prizes Awarded

Russian Revolution

David Sarnoff marries Lizette Hermant

4



U.S. Enters World War I

1918 Daylight Saving Time Introduced

Influenza Epidemic

1919 Prohibition Begins in the U.S.

David Sarnoff joins RCA

Treaty of Versailles Ends World War I

RCA becomes subsidiary of GE. A28 year old David Sarnoff is named manager.

1920 Bubonic Plague in India

First Commercial Radio Broadcast Aired

Harlem Renaissance Begins

League of Nations Established

Women Granted the Right to Vote in U.S.

First radio station broadcast begin with AM station KDKA of Pittsburg covering Harding-Cox election.

1921 'Fatty" Arbuckle Scandal

Lie Detector Invented

Heavyweight boxing match between Jack Dempsey and Georges Carpentier

First electronically transmitted photograph (wire photo) sent by Western Union.

Philo T. Farnsworth, at age 14, has a vision of electronic TV scanning while plowing hay.

1922 Mussolini Marches on Rome

Farnsworth explains his electronic TV system to his high school teacher.

C Francis Jenkins transmits still pictures by wireless with a mechanical system.
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1923 Charleston Dance Becomes Popular

Talking Movies Invented

TirrE Magazine Founded

As Westinghouse employee, Zworykin files patent application for all-electronic system. He is not able to build or demonstrate it at
this time.

1924 First Olympic Winter Games

Kenjiro Takayanagi starts his television work in Japan.

1925 Flapper Dresses in Style

Hitler Publishes Mein Kampf

The Scopes (Monkey) Trial

Baird demonstrates his mechanical television system at Selfridge's Store in London

Jenkins transmits "moving objects" -- (a windmill) in Washington, D.0

Zworykin demonstrates a working system to his bosses at Westinghouse.

1926 A.A. Milne Publishes Winnie-the-Pooh

Robert Goddard Fires His First Liquid-Fuel Rocket

Baird gets his first license to transmit television in London.

Farnsworth gets $6000 advance from George Everson in Salt Lake City.

Philo Farnsworth marries Elma Gardner, and moves to San Francisco.

Alexanderson is proclaimed the "Inventor of Television" by the press in St. Louis.

1927 Babe Ruth Makes Home-Run Record

BBC Founded
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The First Talking Movie, The Jazz Singer

Lindbergh Flies Solo Across the Atlantic

famiaoi.• Alexanderson demonstrates mechanical TV to Radio Engineers.

Apnl• AT&T demos mechanical system - Herbert Hoover televised.

Sep temhe4 Philo Farnsworth transmits a straight line via his electronic TV system; later, he
demonstrates first electronic television for potential investors by broadcasting image of a dollar sign.

The New York Work/newspaper exclaims "Television Now Fact!"

1928 Bubble Gum Invented

First Mickey Mouse Cartoon

First Oxfoni E nglish Dictionoy Published

Penicillin Discovered

Baird transmits from London to New York, using his mechanical system.

Takayanagi gives a demonstration of his CRT system in Japan.

Farnsworth demonstrates his CRT system to the press in San Francisco.

Station WLEX, Lexington, Mass., (about 15 miles NW of Boston) begins broadcasting via mechanical system

1929 Byrd and Bennett Fly Over South Pole

Car Radio Invented

First Academy Awards

New York Stock Market Crashes

famia,y: Zworykin meets with Sarnoff at RCA in NY. Predicts 2 years and 100K to produce electronic television. Sarnoff agrees to

fund his work.
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ApriL W1WX (which would eventually become W1XAV), the Shortwave and Television mechanical station, goes on the air.

SNmme): Farnsworth team replaces motor generator with vacuum tube generator, generating the first all-electric system with no
moving parts.

Nowmhei: Zworykin announces development of the Kinescope, his cathode-ray receiver.

1930 Gandhi's Salt March

Pluto Discovered

United Artists visits Farnsworth's lab in San Francisco

Sliced Bread Available

Baird begins telecasting three nights a week on BBC in London, Berlin, Paris and Stockholm.

famiaoi: David Sarnoff becomes RCA president at age 38.

ApnZ Zworykin visits Farnsworth's San Francisco lab and praises the Image Dissector camera tube. In Camden laboratories,
Zworykin tries to develop a camera tube as good as Farnsworth to go with Kinescope.

1931 Empire State Building Completed

U.S. Officially Gets National Anthem

Thomas Edison dies

Karl Guthe Jansky of Bell Laboratories, accidentally discovers radio waves emanating from stars in outer space.

Sarnoff visits Farnsworth lab, makes $100,000 offer, which is rejected.

May: Zworykin turns toward using one-sided camera tubes.

5nm/7/cr.-Sanford Essig bakes photoelectric mosaic too long, accidentally creating mosaic of insulated globules - the "final key"

Arne: Farnsworth signs contract with Philco and moves lab to Philadelphia.

AHvis 1.• Berlin Radio Exhibition features Manfred von Ardenne's cathode-ray system; called "the world premiere of electronic
television"

8



Octohe7:•Zworykin names his new tube the Iconoscope.

Nozeinher .5! First successful Iconoscope tested. In theory, Zworykin has first all-electronic system.

1932 Air Conditioning Invented

Scientists Split the Atom

Zippo Lighters Introduced

Kenny Farnsworth dies

Sarnoff demonstrates RCA system in New York, then drapes curtain of secrecy over lab. It is the last RCA demo for 4 years.

'Ward): Philco denies Farnsworth time to travel to Utah to bury his young son Kenny.

1933 Adolf Hitler Becomes Chancellor of Germany

FDR Launches New Deal

First Nazi Concentration Camp Established

Loch Ness Monster First Spotted

Prohibition Ends in the U.S.

Wiley Post Flies Around the World in 8 1/2 Days

Radio City is built.

Phz/co drops Farnsworth due to pressure from RCA. Farnsworth sets up own lab in Philadelphia.

April -Farnsworth applies for patent on first low-velocity storage camera tube.

June 26 Zworykin announces his Iconoscope (without demonstration) and finally perfects his all-electronic system performance in

the lab.

1934 Cheeseburger Created

The Dust Bowl

9



Mao Zedong Begins the Long March

Parker Brothers Sells the Game "Monopoly"

Zworykin is reqwarded the Morris Liebmann Memorial Prize for his pioneering work

21Hvis t.• Farnsworth demonstrates at the Franldin Institute's new museum in Philadelphia.

1935 Alcoholics Anonymous Founded

Germany Issues the Anti-Jewish Nuremberg Laws

Social Security Enacted in U.S.

Patent interference between Zworykin and Farnsworth declared in 1932, finally ruled in favor of Farnsworth; decision prevents RCA
from gaining total patent control of television.

lime: Pressured by EMI's success in London, Sarnoff announces million-dollar research and testing plan for television; evicting
Armstrong from the Empire State building for lab space.

March - Germany begins what they call the "first television broadcasting service in the world". Low resolution, few receivers.

1936 Carnegie Publishes Howto Win Friends and Iriluentx People

Hoover Dam Completed

Nazi Olympics in Berlin

Spanish Civil War Begins

n't• First RCA demonstration in 4 years using all electronic system; they transmit pictures of 343 lines at 30 frames per second.

Farnsworth transmits entertainment programs from Wyndmoor, Pennsylvania, station, also at 343 lines at 30 frames per second.

Siimme7.-Berlin Olympics televised by Telefunken and Fernseh, using RCA and Farnsworth equipment, respectively.

1937 Amelia Earhart Vanishes

Golden Gate Bridge Opened

The Hindenberg Disaster
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Japan Invades China
Philo and wife take an unsuccessful trip to Germany to collect royalties on his television technology used during the Berlin, Olympics

in a meeting with Paul Gorz, the president of Fernseh; one of two main television companies in Germany at the time.

18 Experimental Television Stations are operating in the United States.

1938 Radio broadcast of "The War of the Worlds" causes panic

Chamberlain" Announces "Peace in. Our Time"

Hitler Annexes Austria

The Night of Broken Glass (Kristallnacht)

The Farnsworth's buy farm in Maine to ease Philo's growing depressions and alcoholism.

June: RCA announces Images Iconoscope; a camera 6 to 10 times more sensitive than Iconoscope.

The RMA (Radio iffamOcturer:5- Assoczation) recommends to the FCC that commercial television be launched with standards of 441

lines and 30 frames per second (RCA's standards). Philco and Zenith argue against it.

OctoheicSarnoff announces RCA will inaugurate regular broadcasting at the World's Fair next April.

1939 First Commercial Flight Over the Atlantic

German-Soviet Non-Aggression Pact Signed

Helicopter Invented

Refugees on the SL Louis Refused Entry Everywhere

World War II Begins

John Atanasoff and Clifford Berry complete the prototype for the first digital computer.

Farnsworth sells his television patents to RCA Victor for $1 million

//larch 3Z. Farnsworth Television and Radio is incorporated; operations begin in Fort Wayne, Indiana.
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Apn/20:In broadcast from the World's Fair in Flushing, Queens, Sarnoff announces "Now we add sight to sound" 10 days later,
FDR is first president to be televised. Television sets go on sale the next day. RCA (NBC) begins regular broadcasts.

/line Z• RCA announces its Orthicon low-velocity camera tube; 10 to 20 times more sensitive model.

Octoher 2: Farnsworth signs patent-licensing agreement with RCA. First time RCA agreed to pay royalties to another company.

1940 Hitler invades Norway, Denmark, the Netherlands, Belgium, Luxembourg, and France

Churchill becomes Britain's prime minister.

Trotsky assassinated in Mexico

Estonia, Latvia, and Lithuania annexed by USSR

The first official network television broadcast is put out by NBC.

/line: RCA and Philco televise the Republican convention from Philadelphia.

There were 23 experimental television broadcasting stations operating in the United States.

1941 Germany attacks the Balkans and Russia.

Japanese surprise attack on U.S. fleet at Pearl Harbor brings U.S. into World War II;

U.S. and Britain declare war on Japan.

Orson Welles 's Citizen Kane

Manhattan Project (atomic bomb research) begins.

March: The NTSC announces recommendation standards for USA of 525 lines and 30 fps

FCC authorizes commercial broadcasting to begin July 1.

Dewnher 7: Pearl Harbor is attacked.

1942 Declaration of United Nations signed in Washington.

Enrico Fermi achieves nuclear chain reaction.
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Japanese Internment

Coconut Grove nightclub fire in Boston kills 492.

Enrico Fermi manages team who produces the first controlled, self-sustaining nuclear chain reaction at University of Chicago.

Commercial production of TV equipment banned for duration of war.

NBC's commercial TV is cancelled.

1943 Mussolini deposed.

1944 Allies invade Normandy on D-Day

U.S., British Commonwealth, and USSR propose establishment of United Nations.

Battle of the Bulge

1945 Yalta Conference (Roosevelt, Churchill, Stalin) plans final defeat of Germany

FDR dies

I-Eder commits suicide

Germany surrenders

U.S. drops atomic bombs on Japanese cities of Hiroshima and Nagasaki

United Nations established

First electronic computer, ENIAC, built.

1946 First meeting of UN General Assembly opens in London

Winston Churchill's "Iron Curtain" speech warns of Soviet expansion

Juan PerOn becomes president of Argentina.

Benjamin Spock's childcare classic published.

CBS holds color demonstration to the FCC at Nyack, New York.
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CBS is publicity praised as having "reached the perfection of black and white" in television quality images

1947 Air Force pilot Chuck Yeager becomes first person to break the sound barrier

Jackie Robinson the Brooklyn Dodgers.

Anne Frank's The Dicny g r a Young Girl published.

1948 Gandhi assassinated in New Delhi by Hindu fanatic

Burma and Ceylon granted independence by Britain.

Communists seize power in Czechoslovakia

Nation of Israel proclaimed.

Independent Republic of Korea is proclaimed

Alger FESS, former U.S. State Department official, indicted on perjury charges.

Truman ends racial segregation in military.

Alfred Kinsey publishes Sexual Behazior in the A ntrican Male.

Tennessee Williams's A Streetcar Nam?d Desne wins Pulitzer.

1949 Cease-fire in Palestine

Start of North Atlantic Treaty Organization (NATO).

Federal Republic of Germany (West Germany) established

First successful Soviet atomic test

Communist People's Republic of China formally proclaimed by Chairman Mao Zedong

German Democratic Republic (East Germany) established under Soviet rule

South Africa institutionalizes apartheid.
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RCA steps up development of all-electronic color system.

Farnsworth Radio and Television sold to ITT.

Philo Farnsworth leaves television and radio business at age 43; continues to suffer from depression and alcoholism.

1951 RCA demonstrates its new electronic color system.

1954 Zworykin retires as Vice President from RCA at age 65 to became director of Rockefeller University's Medical Electronics Center in

New York, where he developed the " endosonde," an FM radio transmitter-in-a-pill that, once swallowed, broadcasts data from the

remoter regions of the patient's gastrointestinal tract

1960 Theodore FI. Manna' n creates first laser.

After more than $130 million spent in development and marketing, RCA records first profit from color television. Profits jump to a

million dollars the following year.

1964 IBM rolls out OS/360m fist mass-produced operating system.

1965 RCA profits surpass 100 million from color television.

1969 NASA's Apollo 11 spacecraft and Neil Armstrong touches down on the moon's surface.

1970 Coring Glass announces creation of glass fiber so clear, it can communicate pulses of light.

1971 Philo Farnsworth dies at 64 in Salt Lake City, Utah.

The New York _Times obituary gives Philo sole credit for television's invention; scores of other sources either ignore or give him

second or co-billing with Zworykin.

1972 First video game Pong invented by Nolan Bushnell, is the rage.

1977 Septernhe7:Philo III, supervises the enormous task of recreating the exact experiment that his father's "lab gang" had demonstrated

in 1927 for the Sept. 7 celebration at Foothill Electronics Museum near Palo Alto. Displays included the first tube had been blown 50

years earlier, to manufacture the image dissector. Crowd of nearly 100 that included Pem, Cliff, Tobe Rutherford and TV crews from

NBC, CBS, and local San Francisco TV stations. Ironically, the NBC Nightly News aired Philo as inventor of TV, with the network

built by RCA's David Sarnoff.

1982 Zworykin dies at age 93 with multi-national recognition and founder of television. Once shared his thoughts on television in later

years: "I hate what they've done to my child... I would never let my own children watch it."
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Susan Burgess

Page 1 of 2

From: Adam Greenfield [AGreenfield©playwrightshorizons.org]

Sent: Tuesday, January 08, 2008 10:31 AM

To: Susan Burgess

Subject: RE: question for Adam Greenfield

Attachments: Table of Contents.doc; TIMELINE OF WORLD EVENTS (FINAL!).doc

Hi Susan—

As far as a bibliography goes, I never created one large all-encompassing document—rather, I assembled a
rather extensive notebook geared specifically towards the content of the play. I have attached to this email a
copy of the Table of Contents that accompanied the two large notebooks of research I compiled for the production
at La Jolla Playhouse, and then again for Broadway. Each section of the notebook corresponds to a section of
the play, wherein I included sections of various books that helped unpack the (rather dense amount of) personal,
cultural, and business histories the play references. On the Table of Contents you'll find the book titles and
authors I used, as well as a brief description of what each of these passages includes.

I also included a timeline I compiled which really came in handy for us, and which I hope is helpful to you and
Tom.

In addition to the books listed on the Table of Contents, the following were helpful in my understanding of the
greater story...

Abramson, Albert; The History of Television 1880-1941
Cook, Curtis; Patents, Profits and Power (2002)
Dershowitz, Alan; The Vanishing American Jew
Ellmore, Terry R; The Illustrated Dictionary of Broadcast-CATV-Telecommunications 
Himmelberg, Robert F.; The Great Depression and the New Deal (2001)
Lewis, Tom; Empire  of the Air 
McElvaine, Robert S.; The Great Depression: America 1929-1941 (1993)
Niz, Ellen Sturn and Keith Tucker (illus.); Philo Farnsworth and The Television (2007)
Ritchie, Michael; Please Stand By: A Pre-History of Television (1994)
Schatzkin, Paul; The Boy Who Invented Television (2002)
Sobel, Robert; RCA (1986)
Waldrop and Borkin; History of Broadcasting: Radio and Television (1971)
Webb, Richard; Televisionaries: The People Behind the Invention of Television

If there's anything you see in my table of contents that you'd like a copy of, please don't hesitate to ask. Happy to
help however I can.

All the best,
Adam Greenfield

From: Adam Greenfield
Sent: Monday, January 07, 2008 1:16 PM
To: susan@cwx.com
Cc: Adam Greenfield
Subject: RE: question for Adam Greenfield

Hi Susan—

Thanks for your email, which was forwarded along to me. I will send the bibliography along to you as soon as I
can. It's on my laptop computer, which is (of course) currently on the fritz and in repairs... I'll get it back in a few
days, however, and am happy to send along as much info as you and/or Tom would like.

1/8/2008
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All best,
Adam Greenfield

From: Literary Resident
Sent: Monday, January 07, 2008 12:27 PM
To: Adam Greenfield
Subject: FW: question for Adam Greenfield

From: Susan Burgess [mailto:susan@cwx.corn]
Posted At: Monday, January 07, 2008 11:44 AM
Posted To: Literary
Conversation: question for Adam Greenfield
Subject: question for Adam Greenfield

To Whom It May Concern:

First, my apologies if this email is misdirected. I am writing to contact Literary Manager Adam Greenfield in hopes
that this is the same Adam Greenfield who worked as Production Dramaturg on The Farnsworth Invention. If so,
I'm writing to ask Mr. Greenfield if he would consider sharing his bibliography of sources for Farnsworth. I am

assisting Tom Whitehead write a book on the history of telecommunications in the 21st century, and the creation
of radio and television is one piece of this history. My professional background is academic - I have absolutely no
experience with the world of dramaturgy - so please forgive me if this seems to be an unusual or unthinkable
request in your professional circles. My boss, however, urged me to contact you after he saw the play in New
York a few weeks ago and was impressed with the accuracy of the story line.

Many thanks in advance,
Susan Burgess

Susan K. Burgess
Researcher for Clay T. Whitehead
P.O. Box 8090
McLean VA 22106

susan@cwx.com
703-761-2807

1/8/2008



ACCESS TO TELEVISION

Clay T. Whitehead

INTRODUCTION

The idea of access to television--easily our most

accessible, if not totally unavoidable, medium of

communications--may seem redundant.

But it is in fact a difficult, complex, and intriguing subject. Con-

sider first the viewer's access to television--the access to see and

hear. On one level there is no problem to speak of; 97 percent of

American households have one or more TV sets (almost half have more

than one). Some people perhaps can't afford to buy even. a used black

and white TV set; but more than likely, those 3 percent who don't have

a TV for the most part don't want one. Once the purchase of the TV

set is made, TV is essentially free. The electricity cost is minor,

probably less than the cost of lighting the room to read. The extra

cost of products purchased attributable to TV advertising is more sub-

stantial--perhaps $5 per month per household--but that gets paid whether

you watch TV or not. So access to see and hear TV has very, very few

barriers. Indeed, it is safe to say that more emotional energy is

devoted in the United States to how to avoid the TV set rather than

how to get to it.

On the other hand, there is the question of access to see

and hear what? Here we get to the topic of most debate and criticism

of television in America. Why are the shows of the three commercial

networks so similar; why is there so little choice in prime time?

Why is there so much violence? Why is the quality of TV programming

so low? Why are there so many commercials? Why did they cancel a
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popular series? Why is the news so superficial? Why did they pre-empt

a popular show for a news documentary? Why do all three networks have

sports on Saturday afternoons? There are some interesting and impor-

tant issues in this aspect of the viewer's access to TV.

Then there is the question of access to TV to show and tell.

Surely what viewers have access to see and hear depends on who has

access to show and tell. It is this aspect of television access that

is the subject of this paper.
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TELEVISION IS DIFFERENT

Most people never think about getting in front of the TV cameras to

convey some message or to put on their own TV show. No doubt many

youngsters daydream of becoming star personalities on TV entertain-

ment or news, just as in earlier days they dreamed of being in movies,

theater, or radio. But even though most of us don't think of going

on TV ourselves, we take it more or less for granted that what does

go on TV is somehow reflective of the talents and knowledge of people

around the country who do feel they have something to show and tell

that others of us would like to see and hear.

Yet there are reasons why that implicit assumption is not

true for TV. The reason cited in most legal and economic texts is

simply that there are not enough channels for everyone who wants to

start up their own TV station the way newspapers or magazines or

community theater groups can be started. And that is a true enough

reason. The government has set aside a certain range of frequencies

for TV broadcasting, represented by channels 2-84, and decides how

many stations can broadcast on what channels in any given community. 1/

While it is possible with new technology to allow broadcasting on some

of the channels now empty in many communities without creating inter-

ference with existing stations, the limitations of frequencies and

interference remain so tight that the number of allowable TV broad-

cast stations will remain relatively low.2/

Another reason why not everyone with something to show and

tell can get access to television has to do with the structure of the

TV industry. While few can afford to build their own TV station and
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fewer still can hope to get a license to broadcast, a relatively large

number might be able to finance the production of a TV series or a single

program or a few spots.3/ But under current law, 4/ the broadcaster

who receives the license from the government to broadcast on a particu-

lar channel in a community has complete discretion as to what programs

and spots he puts on his station.5/ Thus, would-be producers of tele-

vision programs or short spot messages must first have the approval

of a broadcast licensee in order to get on the air to have access to

the TV medium and in order for the viewers in the community to have

the choice of whether to watch or switch to another program.

As a practical matter, most television broadcasters are very

selective about what they allow on the air. Their main criteria in

being selective are money and controversy. The commercial broadcaster

is a businessman--he operates his TV station to make a profit, and most

commercial TV stations are profitable indeed.6/ Contrary to popular

opinion, however, the broadcaster is not in the business of selling

entertainment to the viewer. Rather, the broadcaster is in the business

of packaging audiences which he then sells to advertisers for so many

dollars per thousand.7/ Since the costs of operating a TV station are

basically fixed, the broadcaster naturally favors putting on programs

that will attract the largest possible audience at any given time so

that his receipts from the advertisers who pay by the head, and there-

fore his profits, will be as large as possible. Simply put, the com-

mercial broadcaster profits most from and therefore favors the shows

with the highest ratings. Moreover, the broadcaster wants to make as

much as possible from all the time he can sell, so he favors shows

that keep the largest possible audience tuned to his channel hour-by-
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hour, day-in, day-out. By getting the largest possible number of viewers

for each time period, his weekly, monthly, and yearly profits are in-

creased.8/ The broadcaster, therefore, not only expects to be paid

for the shows he puts on, but he will be adverse to putting on any show

that tends to cause many viewers to be bored or unhappy enough to switch

to another channel and thereby reduce his audience, advertising revenues,

and profits.

The TV broadcaster is motivated to avoid controversy in the

shows he puts on his station mainly because controversy can reduce his

profits, if not put him out of business entirely. Programs may be con-

troversial for a variety of reasons, ranging from the expression of

political or moral opinions to being very violent or very dull. The

cost to the broadcaster can take the form of reduced viewing audiences

(with attendant reduction in revenues and profits), a Federal govern-

ment order that opposing points of view must be aired at the broadcaster's

expense (again probably taking up time that could be filled with more

profitable programming), or expensive proceedings before the FCC justi-

fying that the public interest has been served by the controversial

material .9/

One way of looking at the economics of commercial television

is that the broadcaster sells access to his audience; that is perhaps

a nicer way of saying that he sells the audience to the advertisers.

But either way we choose to look at the situation, the economic struc-

ture of the broadcast industry does provide access to the television

medium to two classes of people: (1) those who sell the broadcaster

programming that will attract large viewing audiences which the broad-

caster can then sell to, and (2) those who can pay the broadcaster the



6

going market rate per thousand for the opportunity to present their

message to the viewing audience. This system has some obvious advan-

tages to the general public. Program producers have incentives to

produce programs that large numbers of people will watch. Broadcasters

have incentives to select and schedule programs that will please most

of the people most of the time. Advertisers, by spreading their costs

over large audiences, get the maximum consumer awareness for their

products with the least cost possible passed on to the consumer. 10/

In spite of the advantages, however, this system has some drawbacks.

For one thing, the broadcaster may decide the purposes for which he will

sell time for spot announcements. Most TV broadcasters have a policy

of selling such time only for advertising commercial products or for

political campaigns by a candidate for public office immediately pre-

ceeding an election. They mostly refuse to carry advertising presenting

political, moral, or other editorial points of view or seeking to raise

funds.11/ Most importantly, the three television networks have adopted

this policy.

And of course, the broadcaster can decide what he will buy

in the way of program material, so that the broadcaster has essentially

complete discretion in the scheduling of his programming and advertising.

Since most advertisers want to reach potential consumers, the broadcaster

heavily weights his prime time schedule toward middle-class men and

women in the 18-49 age group; toward women in the same age group during

weekdays; toward children on Saturday mornings; and toward 18-49 year-

old men on weekend afternoons. Those who are not members of a consuming

statistical group don't figure in the selection of programming.12/
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The access issue is complicated by the way in which the

three commercial television networks have chosen to structure their

business. Each network is in two different, but intertwined, busi-

nesses. Each owns five television stations in five of the largest

cities, and each supplies a nationwide distribution of television

programming to TV stations in most cities in the country.13/ The

networks produce some of their own programs, 14/ but mostly buy the

TV rights to series produced by major or independent film producers,

most of which are located in Hollywood. These programs are then

combined with advertising spots and program promotional spots to make'

up the daily network schedule which is supplied over the network's

microwave lines to its own stations 15/ and to other stations with

which it has affiliation contracts. Each network supplies about

fifteen(?) hours per day of programming.

The network's own stations, naturally, use most of the net-

work-supplied programs, as do the affiliates, although they are free

not to do so.16/ Each affiliate station, as specified in the affili-

ation contract, agrees to carry on his station a substantial majority

of the network programs and advertising spots, in return for which he

is paid by the network. The network then sells national advertisers

access to the audiences watching its shows on its own and affiliated

stations all over the country. Thus, the networks policies on access

to their schedule have a tremendous impact on the character of tele-

vision programming--on the entertainment we see, the news we see, the

advertising we see, and perhaps even more importantly, the entertain-

ment, news, and advertising we don't see.17/
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Perhaps the most noteworthy feature of this networking

arrangement is its "threeness."18/ There are only three national

commercial TV networks, and the prospects of having any more are

slim until cable is nationally available with the larger number of

channels it makes possible. 19/ The number three arises because

enough cities are assigned three or more VHF TV stations to cover

most of the national population; cities with four or more VHF stations

are so few that a fourth network would reach a substantially smaller

potential audience.20/ Thus a fourth network would have to incur

essentially the same expenses as each of the three present networks

in order to put on equally attractive and competitive programs, but

would be seriously limited in revenue and profit because it would

have a smaller audience to sell to the advertisers. If there were

more national TV networks, there presumably would be more competition

and therefore more diversity in programming and in policies on access

than with only three.21/ But in fact, we have only three, and they

all have essentially the same access and programming policies.

The situation today regarding access to commercial tele-

vision then can be summarized as follows: Each individual TV station

prefers programming that attracts as large an audience as possible

at each hour, and for the most part the station gets such programming

from one of the three TV networks. Individual stations mostly will

not sell time either for programs or for advertising that is editorial

in nature or is otherwise controversial. The networks will not buy

programs for their schedule that do not fit their objectives and will

not sell national advertising time for editorial, controversial, or

fund-raising purposes.
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We cannot, of course, ignore public television in discussing

access to TV. It does provide different programming than that avail-

able on commercial TV, but the access to the stations for presentation

of programming or messages is at least as limited as on commercial TV.

Public TV is prohibited by law from selling time, so that form of

access is not available to anyone.22/ It is the policy of the Public

Broadcasting System to fund and carry principally programming produced

by public television stations or purchased from the BBC. Although

some public stations have local programs that provide free time to

local groups for discussion of issues important to them, this is limited

in scope and is not available nationwide. Public TV therefore increases

somewhat the diversity of entertainment and educational matter available

to the TV viewer, but provides no substantial expansion of opportunities

for access to TV.

Cable may one day change all of the above discussion. By

avoiding the use of the limited frequencies available for broadcast

TV, the limit on the number of channels that can be brought into the

home will be essentially eliminated along with the associated "threeness"

of the national commercial TV networks. By permitting the viewer to

pay directly for individual programs or to subscribe to "video magazine

series" in addition to the free advertiser-supported fare, more programming

will be available than what mass advertisers find it economical to support,

and viewer preferences will have more sway. If cable is structured as

a common carrier, so that the cable system owner in a community must

lease his channels to all who wish to use them, much as the Postal Service

or trucking companies are required to carry the magazines and packages

of anyone, then the problem of access to television will be reduced to
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be at least as small as the problems of access to print media 23/

The growth of cable as a medium for distributing television programs

in abundance, in contrast to the scarcity of today's broadcast TV,

is a most promising hope. It is opposed only by the broadcast in-

dustry and motion picture theater owners.24/

From the point of view of access, the great benefits of

cable will be that those who operate the television distribution

pipeline will not be able to act as gatekeepers, deciding who will

and will not have the opportunity to present programming or other

messages for the public to decide if they want to watch it. The

ease of access for those with something to show and tell will be

much greater, and the range of access the rest of us have to what

we may choose to see and hear will be greatly expanded. Moreover,

the expansion of the number of channels available from the present

limited number means that the costs of access will be reduced below

the present artificially high level. And the opportunity for viewers

to pay for programming that the advertising markets won't support

means more funds will be available to produce high quality or special

interest programs than at present with only advertising funds avail-

able.

It is desirable then that whatever changes are made in the

present laws and regulations and policies regarding access be made

with the ultimate availability of cable in mind so that the medium

of abundance is not unduly constrained with access policies that are

left over from the medium of scarcity.
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FAIRNESS

Communications law at present provides only two routes for access to

television to present ideas and programming: (1) the broadcaster's

obligation under the FCC's interpretation of the statutory "public

interest" standard to provide opportunities for contrasting points of

view in the discussion of controversial issues of public importance,

popularly known as the Fairness Doctrine, and (2) the obligation on

the broadcaster under section 315 of the Communications Act to make

available equal time at equal rates for all candidates for a public

office if he makes available time for any one candidate, better known

as the "equal time" requirement. While these two provisions of "fair-

ness" and "equal time" are often equated in the public eye, they are

in fact quite different. Fairness provides access for ideas, 25/ not

for people or groups; the station retains the discretion to decide who

is a legitimate spokesman for an idea and indeed may use its own per-

sonnel to present the idea. The equal time provision does provide

access for individual people, but only that limited group who are at

any given time declared candidates for public office.26/

With the statutory proviso that broadcasters are not to be

considered to be common carriers 27/ both the FCC and the broadcast

industry have steadfastly opposed any suggestion that broadcasters be

required to provide time either for free or for pay except on their own

terms or as directed by the Commission in individual Fairness Doctrine

disputes.28/ The sole exception to this is the generalized obligation

imposed on the broadcaster under the FCC's interpretation of the "pub-

lic interest" standard "...that licensees devote a reasonable percent-

age of their broadcasting time to the discussion of public issues of
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interest in the community served by their stations and that such pro-

grams be designed so that the public has a reasonable opportunity to

hear different opposing positions on the public issues of interest

and importance in the community."29/ This was later restated by the

Congress in recognizing the FCC's construction of the principle of

fairness which has become the accepted definition of the broadcaster's

obligation under the Fairness Doctrine--"to afford reasonable oppor-

tunity for the discussion of conflicting views on issues of public

importance."30/ The two-fold requirements of the Fairness Doctrine,

then, are: first, to provide coverage of controversial public issues;

and second, to seek out all responsible viewpoints and to afford oppor-

tunities for those viewpoints to be seen and heard.31/ It is the broad-

cast licensee who is responsible for taking the initiative in carrying

out this fairness two-step; but of course the FCC stands in the wings

as the arbiter of whether the licensee has succeeded, and it is the

FCC's determinations of what constitutes a controversial issue of public

importance and what are responsible viewpoints that inevitably guide

the licensee who wishes to have his license renewed when it next comes

up for renewal.

It may be useful here to trace the logic 32/ of the FCC's

evolution of the Fairness. (1) There are not enough frequencies to

permit everyone who wants to establish a radio or televison broad-

casting station to do so. (2) Not everyone may be licensed to operate

a TV station. (3) Requests for time on licensed radio or TV stations

may far exceed the amount of time reasonably available, so the broad-

caster should not be a common carrier. (4) Issues of public importance

must be seen and heard on TV. (5) The licensee therefore must allocate
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part of his time to such issues. (6) The licensee may not allocate

the time according to his own views or interests, but must do so fairly

and objectively. (7) This may conflict with the broadcaster's First

Amendment rights, but the public's right to be informed is so much

more important that the government may require (5) and (6) of the

broadcaster as a part of the public interest standard for determining

if his license should be renewed. There are several weak points in

this chain of reasoning which we will deal with later.

The philosophical basis for the Fairness Doctrine 33/ is

that there is a "right" of the public as a whole to be informed and '

thlt itistheduty of the FCC and its licensees affirmatively to effec-

tuate that right. Thus, the FCC says: "It is this right of the public

to be informed, rather than any Tight on the part of the government,

any broadcast licensee or any individual member of the public to broad-

cast his own particular views on any matter, which is the foundation

stone of the American system of broadcasting."34/ And the Supreme

Court in an opinion written by Justice White has more recently stated

this philosophy in these words: "It is the right of the viewers and

listeners, not the right of the broadcasters, which is paramount. It

is the right of the public to receive suitable access to social, poli-

tical, esthetic, moral, and other ideas and experiences which is crucial

here. "35/

Two points need to be made about this philosophical under-

pinning of the Fairness Doctrine. First, the substitution of the goal 

of the First Amendment for the Amendment itself creates a subtle but

powerful distinction. It is one thing to believe that protection of

freedom of speech for each individual under the First Amendment was
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intended "to preserve an uninhibited marketplace of ideas in which

truth will ultimately prevail...."36/ and another entirely for the

government to argue that "full effect can only be given to the concept

of freedom of speech on the radio by giving precedence to the right of

the American public to be informed on all sides of public questions

over any.. .individual exploitation for private purposes," 37/ or

that the government should affirmatively enforce the people's "collec-

tive right to have the medium faction consistently with the ends and

purposes of the First Amendment."38/

The purposes and benefits of free expression in an open

society have been the subject of debate since Milton, continuing on

to Blackstone and Mi1l.39/ Three basic principles, however stand out.

Through the test of challenge and survival, good ideas or "truth" will

emerge, and such a process is essential to good government. Free ex-

pression is a powerful bar to the emergence of a tyrannical government.

And the right to free expression of views is a valuable individual

right that contributes to human dignity.

The FCC and the Supreme Court have focused principally on

the first two of these purposes of free expression, and indeed most

of the traditional legal and political thinking on the subject has

been along those lines. This approach caused no particular problems

so long as the issues involved the print media, 40/ where the tradi-

tion of media diversity and competition fitted well with a governmental

policy of laissez faire. In such an environment, there was a near-

continuum of opportunities for expression, ranging from handbills to

newssheets to magazines and newspapers. The major issues for govern-

ment policy were the permissible limits of free expression, including
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libel, clear and present danger, and obscenity. There was no concept

of the government having a responsibility for deciding who would be

allowed to use a particular medium or whether the public was adequately

informed on specific issues.

In broadcasting, however, a quite different approach has

arisen. The idea that the public interest standard for licensing must

be applied to the content of the broadcaster's programming has le
d to

increasing governmental specification of what programming is and is

not in the public interest. While maintaining the fiction that the

FCC does not censor broadcasting, 41/ the courts have steadily allowed

the FCC to enlarge the public trustee concept of the broadca
ster's

role--with the FCC and the courts as the final overseers of whether

the broadcaster has in fact adequately executed his trusteeshi
p. Thus

there is in broadcasting the contention that there is no censorship

and that there is no "state action" in the broadcasters' programming

decisions, while the FCC with great frequency second-guesses the broad-

caster's decisions. The constitutional thinking on this issue has been

fuzzy at best and borders on the dangerous. The Congress in passing

the 1927 Radio Act was reacting to a proliferation of private broad-

casting operations and a political climate of corporate exploitation

of natural resources; 42/ the "public trustee" role of the broadcast
er

fitted well the political temper of the times, even though it may not

have been thought through very deeply, and we can believe that the

authors of the Act saw no conflict between this concept and the con-

tention that there would be no censorship.

What they perhaps could not have foreseen was the FCC's steady

intrusion into detailed arbitration of what programming was in the
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public interest and therefore required of the public trustee. At

first, the rationale for this role for the government was that there

was something "different" or "unique" about broadcasting--principally

that the airwaves "belonged" to the public and that not everyone

could set up their own broadcast station.43/ Today, however, the

concept has changed so that the "difference" is that the broadcaster

is a public trustee and must adequately provide the benefits of free

expression. It is not that the broadcaster or anyone else is "free"

to express anything, but that the public shall receive the benefits of

free expression that is important in the calculus of the FCC and the 4

courts. Thus we find the FCC saying that "We fully recognize that

freedom of the radio is included among the freedoms protected against

governmental abridgement by the First Amendment. But this does not

mean that the freedom of the people as a whole to enjoy the maximum

possible utilization of this medium of mass communication may be sub-

ordinated to the freedom of any single person to exploit the medium

for his own private interest."44/ In broadcasting at least, the modern

First Amendment seems to provide that "Congress shall make no law

abridging the freedom of speech or of the press except in the public 

interest." And the public interest seems in the view of the Supreme

Court in these matters to be the receipt of a suitable mix of things

they ought to see and hear: "It is the right of the public to receive 

suitable access to social, political, esthetic, moral, and other ideas

and experiences which is crucial here."45/

This substitution of a public right for the rights of the

individual who wishes to speak changes the government's role from one

of protecting free speech to one of enforcing the provision of a suitable
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assortment of social, political, esthetic, moral, and other ideas

and experiences. It is inevitable in such a scheme that the government

will become involved in balancing the content of the expression we may

see and hear on television, not just the conditions under which it

is produced and selected. It invites a paternalistic prescription

of what we as viewers and listeners should see and hear, what we should

be informed about, rather than what we as a citizenry choose to show

and tell each other. The "right to be informed" can be little more

than the right to see and hear what the government decides we should

see and hear. 46/

It is no answer to say that the government can and will

enforce such balance of ideas and messages only neutrally and only

without censorship, nor that the government enforces such balance only

to counteract the greater imbalance that would otherwise ensue because

of the monopoly power of the television broadcast licensees and the

national TV networks. The enforcement of balance likely to be achieved

by the FCC is heavily influenced by the nature of that agency. The

FCC is highly political at the top and highly bureaucratic at the

working level. Although the Fairness Doctrine is applied to television

programming nominally only upon complaint, 47/ the FCC has moved to

establish rules for how complaints will be resolved that act very

obviously to influence the initial coverage of any matter that might

invoke a Fairness Doctrine complaint. Like the rules of any administra-

tive regulatory agency, the Fairness Doctrine rules have grown more

and more complex; at some point, they mean whatever the bureaucrats

of the Commissioners say they mean. The "neutral" balancing of the

programming mix in the first instance then is likely to be biased in
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the direction of what is bureaucratically safe. The responsiveness

of the Commissioners, however, to the Congress, the White House, and

to politically influential special interest groups means that some

ideas and messages will be decided to be more "equal" than others.48/

Those who have enough political organization to put effective political

pressure on the FCC directly or through the Congress are more likely

to get a Fairness Doctrine ruling in their favor. And it is inevitable

that the personal philosophy of the Commissioners along with the pre-

vailing political philosophy of the Congress and the media will play

a large role in deciding what appears balanced.49/

Similarly, there is little merit in the argument that the

government in applying the new concept of the First Amendment to en-

force a balance in what we see and hear is only counterbalancing the

abridgement of the people's right of free expression by the broadcasters

and networks who monopolize the available channels. If indeed the

Constitution requires relief from such monopoly restraints to free

speech, the proper remedy is to remove the monopoly power directly

rather than placing the government in the role of prescribing what the

monopoly power may be used to present for the citizenry to see and

hear. Unfortunately, the argument that monopoly requires a governmental

counterbalance reinforces the perpetuation of the monopoly: The govern-

ment acquires an interest in excluding competition with the existing

media or with the officially prescribed balance of ideas and messages

precisely so that it can continue to assure that the "proper" balance

is not disturbed.

One of the more widely remarked implications of the Fairness

Doctrine is its "chilling effect" 50/ on vigorous journalism on tele-



19

vision. Certainly no broadcaster can be expected to provide very much

programming that will entail costly legal proceedings that may in the

end require that he present additional coverage to balance the overall

coverage. Nor can he simply agree to balance the coverage whenever

presented with a complaint. It is common knowledge that one of the

services provided by broadcasting attorneys in Washington is informal

checking with the FCC on various kinds of coverage before the material

is put on the air in order to minimize the broadcaster's vulnerability

to complaints. Whether the broadcaster is deterred in the first in-

stance from covering a controversial issue or event, or whether he is'

influenced by the FCC's informal reaction to his lawyer's query, it is

clear that this balancing interpretation of the First Amendment is

bound to reduce the amount of discussion of controversial issues on TV,

to render such presentations rather more bland and less incisive, and

to narrow the range of the view given on TV of what is important and

real in our society.

Beyond the philosophical and constitutional objections to

the foundations of the Fairness Doctrine are questions as to its work-

ability. Clearly if the Doctrine is to have any meaning, it must be

enforced, and equally clearly, the enforcement will be done by the

government. Although the FCC and the courts have consistently cited

the prohibition in the 1934 Act against censorship, the fact is that

it is the government that is ultimately the arbiter of what we see and

hear on controversial issues under the approach of the Fairness Doctrine,

for the government may require what shall be presented even if it may

not prescribe what shall not be presented. The primary enforcement

mechanism chosen by the FCC for the Fairness Doctrine has been the
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arbitration of complaints. Each complaint that a licensee has not been

fair in his coverage of events is considered against past decisions

and the facts of the case, and either the complaint is rejected or the

licensee is ordered to provide coverage to balance the overall discus-

sion of the issue. As with all case law, cases pass into precedent

and rules evolve as to what the FCC will and will not consider fair.

Old precedents are stretched to fit new circumstances, or new situations

are considered de novo depending on the point of view of the FCC staff

or the Commissioners.51/

It is clear that the FCC intends the past Fairness rulings 4

to be followed by broadcasters, so the precedents of past decisions

will have the effect of a rule for the broadcasters to follow. In 1964

the Commission issued a digest of past rulings which it stated would be

revised at appropriate intervals to reflect new rulings in the fairness

area in order "to keep the broadcaster and the public informed of perti-

nent Commission determinations on the fairness doctrine, and thus reduce

the number of these cases required to be referred to the Commission for

resolution."52/ The Commission goes on to state that in passing on

complaints brought under the fairness doctrine "the Commission's role

is not to substitute its judgment for that of the licensee as to any of

the above programming decisions, but rather to determine whether the

licensee can be said to have acted reasonably and in good faith."53/

The FCC and the Supreme Court have put great emphasis on

the nature of the enforcement mechanism as avoiding traditional First

Amendment problems associated with government censorship. In fact,

however, the two-fold approach of the Fairness Doctrine, requiring not

only that the discussion of any particular issue be fair, but also that
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there be discussion of controversial issues, 54/ invites complaints

that broadcasters have ignored important issues 55/ and would seem

to require the Commission under its rationale for the Fairness Doctrine

to be prepared to decide when the broadcaster must cover various issues.

The Commission in its enforcement of the Fairness Doctrine not only

must decide what is fair in broadcast journalism, it also must decide

what is sufficiently controversial and of sufficient public importance

that it must be on the agenda of broadcast coverage.56/ Indeed, the

Supreme Court in Red Lion has stated that "if present licensees should

suddenly prove timorous, the Commission is not powerless to insist that

they give adequate and fair attention to public issues."57/

The principal problem in the workability of enforcing the

Fairness Doctrine is the drawing of distinctions. Consider first the

enforcement of fairness once an issue is conceded to be controversial

and of public importance and is to be covered by a licensee. One problem

is the determination of how many sides there are to the issue that should

reasonably be carried as "contrasting points of view." Consider, for

example, the proposed condemnation of land for a new city park. The

broadcaster presents a documentary program reasonably balanced between

the views of the proponents and opponents of the new park. A group of

citizens then complains that there is a third alternative of building

a smaller park in a different location that achieves most of the goals

of the proponents and meets most of the objections of the opponents and

that this alternative unfairly received only passing mention in the

broadcaster's program. Assuming the broadcaster does not wish to pro-

vide any more coverage at this time (or that he does not want to be

forced into it), he rejects the complaint which is taken to the FCC.
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The broadcaster now has several arguments open to him: 58/ He may say

that the "issue" was the construction of the park at any location and

the program was therefore adequately balanced. He may say that the

citizens now complaining are a small minority, and their views are not

sufficiently important or relevant to compel additional coverage. He

may say that the "issue" was the construction of the park at a parti-

cular site and the program was therefore adequately balanced. He may

say that the views of the complaining group do not contrast very strongly

with the "views" stated by various opponents and proponents on the

program so that the issues were adequately covered even though the

particular alternative offered by the group wasn't mentioned. The

complainants have obvious counterarguments. The FCC must decide, using

its tests of reasonableness and good faith.

It seems apparent that the FCC could not adjudicate such a

complaint without delving in rather considerable detail into the parti-

cular facts and circumstances of the case. It would not be surprising

therefore for the FCC to deal with the matter on grounds other than

fairness per se. If it were found that the licensee owned land in the

area of the alternative park site which would lose value if condemned,

the Commission would almost certainly seize on this fact to decide the

case against the licensee.59/ There is no need to go into the details

of such a fairness dispute to realize that (1) it could be argued end-

lessly, there being no objective standard for disposing of the matter

and, (2) no matter how it is disposed of, the Federal government is an

integral part of not only presentation of the issue but the debate

itself. Let us say that the station's arguments are not accepted by

the Commission; then the Commission must somehow measure the reasonableness
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of the broadcasters judgment that the point of view that the park

should be built in the second location deserved only passing mention

rather than full coverage as a contrasting point of view.

Is it implicit in the Fairness Doctrine that all points of

view are entitled to equal time, to equal emphasis? If not (and the

Commission has said not), then should the number of words, the expres-

sions of the reporters, the fraction of the time, or what be taken into

account? Should views be given time and emphasis in accordance with

their merits, the estimated number of their adherents, the respecta-

bility or importance of the organizations backing them, the need for the

audience to be aware of them, their familiarity to the audience, or what?

Studies of network news coverage 60/ on various issues to determine their

balance or fairness have dealt with such indicia as frequency of cover-

age of one point of view or another, use of "positive" adjectives, dur-

ation of coverage given to one or another point of view, use of "stop-

frame" or graphics to focus the viewers' attention, and so forth. Is

it fair to give more time and emphasis to one contrasting point of view

because it is more complex and requires more time to be explained? Or

to give it less time because most viewers won't focus in enough depth

to really understand it?

When the government undertakes to become the arbiter of fair-

ness in the presentation of ideas or other kinds of expression 61/

rather than the remover of barriers to freedom of individual speakers,

it is inevitable that such considerations must come into play, or else

the government's Fairness Doctrine responsibility is a sham to be applied

only on occasion.
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Let us go on for a moment to consider what might happen if

the Commission upheld the complainants in the

station provided a report on its evening news

for the second location. The station is then

above example, and the

show about the arguments

open to another Fairness

Doctrine complaint that the total coverage of the park issue has now

become biased in favor of park construction and that more coverage of

the opposition to .any new park must receive additional time in order

to leave the matter in overall balance. Assuming the second complaint

is not transparently frivolous, the Commission must reconsider the

matter and arrive at some new balance, reraising all the amorphous

criteria just cited. Or the Commission could hold that the new coverage

was on a "bona fide news program" and therefore exempt from challenge

under the Fairness Doctrine--which would immediately raise the question

of whether a Fairness Doctrine obligation can be met on a bona fide news

program or must be met in other program time that is subject to the

doctrine.

One further aspect of the practicality of the Fairness Doctrine 62/

is its requirement that each station must individually meet the require-

ments of the doctrine. Thus the Commission will not take into account

that another TV station in the same community has provided frequent and

full coverage of a contrasting point of view that was given short treat-

ment by a licensee against whom a complaint has been filed. Nor that

local newspapers, radio stations, and town meetings have dealt on parti-

cular issues.63/ Thus the argumentation for the Fairness Doctrine that

the public's right to know, to be informed, or to hear are at stake

seems rather inflated. If it were indeed the case that these essential

"rights" were at stake in a particular case, it would seem necessary for
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the Commission to consider whether the licensee's coverage actually

unbalanced the overall availability of various points of view for the

public's consideration.64/ Or if we consider that there is something

inherently different or more powerful about TV so that only TV coverage

were important (at least to a certain and significant class of the

population) then the Commission should measure the Fairness Doctrine

against the totality of TV coverage of the issue in a community.65/

We are forced to conclude that the Fairness Doctrine, both

in its concept and in the workability of its enforcement, is a most

unsatisfactory approach to the regulation of television. It puts the

Federal government into the editorial process for both local and national

issues as a kind of "editor-of-last-resort." It redefines the First

Amendment in a way that makes the government the paternalistic overseer

of what we should see and hear rather than the protector of competitive

opportunities for free expression. It holds up an illusion of fairness

in the use of television that is based on the a posteriori evaluation

of the content of the debate on issues where agreement on fairness is

hard to obtain; it retards the discussion of a priori conditions of

access where reasonable agreement might be reached. It accepts the

statutory language of the 1927 and 1934 legislation with regard to

common carrier status for broadcast licensees and the subsequent FCC

evolution of license renewal standards was to require the First Amend-

ment to be bent around the legislation rather than vice-versa. It

forces the discussion of controversial issues on TV toward simplified

"packets" and favors those with the power or faddish political influence

to get a favorable FCC ruling. It encourages bureaucratic finesse over

force of argument in debate. And it advances the expectations on the
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part of the individual TV viewer that one or a few "balanced" TV

channels are all he needs to be informed.

Direct Access 

Direct access refers to some pro1ision for individuals to

gain the use of a TV channel for a limited time to present a message

to the viewing public. This is in contrast to the Fairness Doctrine

where there is no right of access by any individual 66/ but rather a

right on the part of the public to have the licensee inform him ade-

quately with a range of contrasting points of view on controversial

issues of public importance. The most important thing to be said

about direct access is that no one has any such right under today's

system of broadcasting except the licensee during the term of his

license.67/ •

The history of access to the airwaves has often been recounted.68/

The most noteworthy aspect is the dramatic shift of national policy in

the enacting of the 1927 Radio Act. From a situation where anyone who

wanted could turn on a radio transmitter and have his say, the Congress

went to the other extreme of allowing only a limited number of licensees

to transmit and declaring at the same time that those licensees were not

to be considered common carriers.69/ Although the history has been

covered elsewhere, it is useful to review selected aspects as an intro-

duction to a discussion of the changes that might be made now that we

have had some fifty years experience with the regulatory structure of

the 1927 Act.

The 1927 Act was passed at a time when totally unrestricted

radio broadcasting 70/ meant that neither the broadcaster nor the public

received much benefit from broadcasting and at a time when the sale of
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advertising time was a minor phenomenon. Clearly it is the nature of

the radio frequency spectrum that not everyone can enjoy unrestricted

use thereof.71/ And the inability to limit radio signals to state (or

national) boundaries makes the Federal government the natural and proba-

bly inevitable place to decide on their use. The licensing authority of

the 1927 Act derived from a series of National Radio Conferences held

between 1922 and 1925 and on the scheme for limiting licenses that was

evolved by Commerce Secretary Hoover under the 1912 statute that required

•a license to operate a radio transmitter. It seems likely that the

emphasis on the service aspects of radio broadcasting embodied in the

"public interest" standard of the 1927 Act were in reaction to the lack

of service and the absence of any public interest being served by the

chaos of 1926-27.

While the rationale for the limited number of licenses that

may be granted is obvious, the choice of the process for deciding who

would get to use the communications channels does not necessarily follow.

Many economists point out, for example, that the initial assignments of

operating rights could have been done at auction (as was done with

mineral and forestry rights for example) and the ownership of the oper-

ating rights left to normal private market mechanisms.72/ That this was

not the course chosen by the Congress in a crisis atmosphere in dealing

with a new technology is understandable, and is certainly in any event

behind us for the foreseeable future.

What is more relevant is the decision of the Congress to not

make the licensees common carriers. The Senate Committee on Interstate

Commerce, preparing what was to be the 1927 Radio Act, initially reported

to the Senate a bill with the provision that any licensee permitting his
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station to be used "for the discussion of any question affecting the

public. .shall make no discrimination as to the use of such broadcasting

station, and with respect to such matters the licensee shall be deemed

a common carrier in interstate commerce."73/ The argument made on the

Senate floor for rejecting this approach 74/ was rather vague, citing

the voluntary (and perhaps even eleemosynary) nature of broadcasting,

its availability to the listener free of charge, and its purpose for

the broadcaster of "building up his reputation."75/ It is unclear just

how this rendered it "unwise to put the broadcaster under the hampering

control of being a common carrier and compelled to accept anything and

everything that was offered him so long as the price was paid."76/

Certainly the reasoning could not have foreseen the pervasive use of

commercial advertisements to turn the "voluntary" broadcasting service

into a most profitable use of the airwaves. One can only speculate

about the lobbying efforts of the broadcasters who feared that common

carrier status might entail regulation of advertising rates.77/ The

common carrier provision failed on the Senate floor, 78/ and the stage

was set for the FCC's evolution of the Fairness Doctrine out of the twin

statutory concepts of the licensee's responsibility to serve the public

interest and the denial of common carrier status as a regulatory alterna-

tive.

Two things stand out from this brief and selective history of

the debate over common carrier status for broadcasters. First, the

choice was statutory and not constitutional.79/ Second, the choice was

made before television existed 80/ and before the broadcast medium had

developed.its present character of profitable commercial advertising,

national network programming, and serious journalistic purpose. We are
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free then to reconsider the statutory appropriateness of the various

alternative ways access might be provided to television.

There are today four types of access to television: (1)

time purchased for commercial advertisements; (2) time purchased or

given for political campaigns under Section 315(a) of the Communications

Act; (3) persons invited to appear on television programs or covered in

news programs; and (4) program time purchased from the station and/or

programs given or sold to the station. Different policy considerations

apply to each because of their nature and because of viewing expectations.

Time purchased from the station for the presentation of commer-

cial advertisements is the closest thing we have to a free market in the

use of television. Each TV station retains, however, the right to

decide which advertisements it will or will not carry and the right to

schedule the time at which the advertisements will be shown. Indeed,

under the current public trustee concept of the licensee the broadcaster

must exercise discretion over and accept responsibility for all of his

programming time including commercials.81/ As a practical matter, most

broadcasters will accept any commercial advertisement for a product or

service that is in good taste and will not give cause for a complaint

to the FCC on grounds of obscenity or the Fairness Doctrine.82/ In

general, the FCC and the Courts have maintained that the congressional

intent in disallowing common carrier status was to permit broadcasting

licensees a wide degree of journalistic freedom.83/ Thus, just as the

editor of a newspaper or magazine may decide what articles and advertise-

ments he will carry, so may a broadcast licensee--subject of course to

the constant oversight of the FCC under the Fairness Doctrine.84/ Thus

the broadcaster may be a "journalistic 'free agent,'" but must present
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issues "fairly and impartially informing the listening and viewing

public;" and the FCC must be the "ultimate arbiter and guardian of the

public interest" and must "oversee without censoring."85/

The courts have held that newpapers may refuse to carry

advertisements, 86/ the Supreme Court held that under the Communications

Act broadcasters may adopt a general policy of not selling advertising

time to individuals or groups to speak out on issues they consider

important. The latter case is both interesting and important. The FCC

had ruled that under the Communications Act a broadcaster may not be

required to sell advertising time to individuals or groups to comment'

on public issues.87/ The D.C. Court of Appeals reversed to FCC and

held that a "flat ban on paid public issue announcements is in violation

of the First Amendment, at least when other sorts of paid announcements

are accepted." 88/ The court went on to state that a broadcaster's

policy of carrying commercial advertisements, but not paid messages on

controversial issues, was constitutionally discriminatory. The Court

of Appeals also found that broadcasters, as licensees and public trustees,

were instrumentalities of the government for purposes of the First Amend-

ment and therefore had no right to discriminate in the sale of adver-

tising time.89/

The Supreme Court reversed the Court of Appeals, and its

reasoning in doing so is important. The Court was divided on the issue

and in such a way that makes analysis rather complicated. It is perhaps

sufficient for our purposes here to say that the Court rejected (or at

least did not decide) the question of whether the licensee was a govern-

ment agent for First Amendment purposes. Instead the Court ruled that

the FCC was correct in its interpretation of the Communications Act;
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that indeed the Congress had not intended the Communications Act to

require broadcasters to sell time to any and all who wished to purchase

it. The Court did not find that broadcasters had a constitutional

protection from a determination by the Commission or the Congress

that the public interest required them to sell some time for expression, 90/

and as in Red Lion the Court did not deny that the Congress might change

the prohibition on common carrier status for broadcasters.91/



NOTES TO TEXT

1/ More channels could be assigned for TV broadcasting, but there are

strong competing uses for those frequencies for two-way radio,

mobile telephones, microwave relays, satellite communications,

navigation, etc. Each TV channel takes up the frequency space of

about 2000 voice channels and covers a very large geographical area

within which each voice channel might be used several times over,

so that the reassignment of frequencies to create even a few new

TV channels (say channels 85-99) would require massive dislocations

of radio communications.

2/ The FCC's table of TV assignments, designating what channels can be

used in what communities, was drawn up in 1952. Recent studies

suggest that as many as 100 new stations might be authorized around

the country in VHF channels 2-13. See "

U.S. Office of Telecommunications Policy, May 1974. Similar expansions

in UHF channels, 14-84, are also possible. Moreover, if the power

and studio equipment requirements placed on UHF TV broadcasting

were reduced, even more channels would be possible.

3/ A spot is a video production lasting typically thirty seconds or one

minute. A program typically is produced in multiples of one-half hour

with time out for spots, which of course are usually commercial or

advertisements for upcoming programs. Five and fifteen minute produc-

tions are occasionally used, especially during political campaigns.

4/ The Communications Act of 1934.

5/ The FCC in making its license renewal decisions every three years has

evolved a considerable and complex body of requirements for the broad-

caster's overall programming as a test of whether he has met the



5/ (continued) statutory "public interest, convenience, and necessity"

test for renewal of his license to broadcast. Some of these FCC-imposed

requirements do require the broadcaster to provide access to his

station in certain circumstances, such as the Fairness Doctrine to

be discussed later. Also, the Congress has imposed requirements that

the broadcaster must sell time to all political candidates or give

them free time on an equal-time basis.

6/ Include data on investment, sales price, revenues, and profits.

7/ It might be said that the broadcaster sells his programming fare to

the audience indirectly through the prices they pay for the goods'

advertised on TV; or it might be said that he sells time on his

station. But neither of these explanations account for the incentives

or economic imperatives of the TV business. Prices for consumer goods

are the same to those who watch TV as for those who don't; and TV

viewing is free to those who buy the products heavily advertised on

TV as well as to those who don't. Moreover, the price of a minute

on a TV station is usually calculated in "cost per thousand" viewers

in the audience rather than simply cost per minute; the price of a

minute may vary considerably with the time of day, the day of the

week, and the show's ratings; the cost to an advertiser of a minute

during a popular prime-time nationwide network entertainment show

will be considerably more than a minute during a Sunday afternoon

show on public affairs. And although a broadcaster is licensed to

serve a "community," the language of TV geography is always "markets"

except when applying for license renewal.



8/ Most broadcasters put on occasional special shows of particular local

interest, or in the case of the networks, shows of particular national

interest, that may be exceptionally costly to produce or may not

attract a large audience. It is safe to say, however, that most such

examples are calculated to attract overall attention to the station

or network to keep viewers favorably disposed toward watching that

channel or to keep the Federal government placated so there will be

no trouble getting the license renewed.

9/ Of course, the lack of controversial material may be an even greater

disservice to the public interest. While most complaints about TV

deal with controversy, most serious challenges to the broadcaster's

license renewal have been over the failure to present controversial

material that some group believes important for the community to

have the opportunity to see and hear; complaints about the lack of

controversy, then, are in reality complaints about the broadcaster's

limitations on access. Also, there may be a fine line between con-

troversy and attention. The wave of sexually-oriented talk shows on

radio in 1973(?) for a while created much more attention and audience

than controversy and complaint. Only when the Chairman of the FCC

"raised his eyebrow" in a speech expressing concern that such programs

were not in the public interest did the broadcasters find the atten-

tion-getting programs dangerously controversial.

10/ There are some problems with this scheme that go beyond the scope

of this paper. For example, this process takes little account of

the intensity of potential viewers' preferences; it provides what

the maximum number of people will watch rather than what they want

to watch. Thus even though almost everyone might like at some time

to watch a show on how to deal with automobile repair shops, relatively

A



10/ (continued) more would rather watch an entertainment program at

any one hour of the day. Also, only those advertisers who wish to

reach the large general audience that the broadcaster attracts can

afford to advertise on TV. Some relatively specialized products,

like diapers, can be advertised economically on those shows that are

aired during the time of day that potential consumers are relatively

heavily represented, but advertisers of hobby supplies would have to

pay the same amount as soap advertisers even though the audience

contained far fewer potential hobbyists than potential soap users.

11/ Again with the exception of candidates for public office during

campaigns.

12/ This accounts for ABC-TV's cancellation of The Lawrence Welk Show

at the height of its popularity. Most of the audience was in the

older age group, many of whom were retired and had little potential

as consumers of mass-advertised products and services. See Broad-

casting magazine,  

13/ Each also sells television programs for which it owns the rights in

many countries around the world.

14/ Especially news.

15/ "Owned-and-operated" or "O-and-O" in the trade jargon.

16/ An affiliate who regularly did not air a large number of the network

shows would, however, be subject to network pressure to do so and

might even find the network shifting its affiliation in his community

to another station. See Media Report,  , and

Broadcasting,

17/ The arrangement has evolved from the old radio networks which became

the TV networks. The economics are attractive to broadcasters and



17/ (continued) advertisers because of the ability to spread costs

over large numbers of viewers. A TV 'show seen in a relatively smaller

number of cities can attract only a relatively small audience to b

sold to advertisers, and so brings in less total revenue than a similar

program aired nationwide. A network show can be very expensively

produced and yet have a cost per viewer considerably less than that

of a less expensive show seen in only one or a few cities.

18/ I am indebted to Professor Bruce M. Owen of Stanford University for

this terminology.

19/ This is due to the limited number of channels available for broadcast

TV as discussed earlier.

20/ Include data; See Rolla E. Park,

21/ As with radio, however, we might expect that the diversity would be

limited to "more of the same" so .long as advertising were the sole

form of economic support. This is not to say that more choice of

which sitcom to watch or when to watch the news wouldn't be

worthwhile.

22/ Large corporations, foundations, and the Federal government, however,

have enough money to subsidize the production of programs by public

TV stations for use on the public TV network. It is obvious that

they have considerable say in what they will pay to produce.

23/ See the report of the Cabinet Committee on Cable Communications, 1974,

for a discussion and recommendations on this direction for public

policy toward the development of cable. See also the report of the

Committee for Economic Development entitled " 

," 1975 for a similar discussion from an industry

ENIIMM\
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23/ (continued) point of view. And see  

and for a discussion of the services cable might

make possible.

24/ The reasons for this opposition are transparent, although it is

interesting to note some of the reasons they. stress. Broadcasters

profess to be worried that people will have to pay for what they

now get for free, as though people will pay for what they now already

get for free and as though people don't now pay for TV in each time

they buy an advertised product, with less choice in the matter than

in their purchase of magazines and newspapers. Theater owners stress

the social benefits of getting out of the home and the deterrent

effect of theater lights on crime.

25/ Actually for "sides" of a controversial issue of public importance.

If the issue involved is decided by the FCC to be not of public

importance, or if the "side" of the issue seeking access is deemed

well represented by the station's past programming, there is no access.

Even if the FCC decides more coverage of a particular point of view

is required, the broadcaster may decide who will present that coverage

and may well elect to do so with his own staff.

26/ Even here, the law requires only "equal" time on equal terms; the

station may decide not to allow any candidates for a particular office

to have time and may also decide not to allow any time to be bought

for any campaign use.

27/ Section 3(h) of the Communications Act.

28/ The origin of this section of the Act is unclear. It may well have

been inserted to clarify that in the combining of the 1927 Radio Act

with the common carrier statutes in 1934, the Congress did not intend
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28/ (continued) to extend the common carrier type regulation as it

evolved under the ICC into broadcasting. However, it was specifically

considered and rejected. See Robinson P    and

note infra.

29/ FCC Report on Editorializing by Licensees.

30/ Section 315(a) of the Communications Act. The legislative history

of this section of the Act, passed in 1959, indicates that the Congress

in adopting this language was only clarifying that the remainder of

the section (dealing with equal-time requirements and news shows)

was not intended to alter the FCC's evolution under the public interest

standard of the fairness obligation. The FCC from time to time

construes this language as statutory enactment of the Fairness Doctrine.

However, whether the Fairness Doctrine rests on Section 315(a) or on

the more general public interest standard of the Act is immaterial

for purposes of a discussion of access. The history of the evolution

of the Fairness Doctrine by the FCC goes back to 1929 when the Federal

Radio Commission stated that the "public interest requires ample play

for the free and fair competition of opposing views, and the Commission

believes that the principle applies not only to addresses of political

candidates but to discussion of issues of importance to the public."

1929 FRC Annual Report 33. In 1940 the FCC banned broadcast editorials

on the assumption that this would aid the presentation "of all sides

of important public questions, fairly, objectively and without bias."

8 FCC 333 (1940). This was reversed by the 1949 Report on Editorializing

by Broadcasting Licensees.

31/ In this and in other formulations of the legal issues involved in broad-

casting regulation I am indebted to Glen Robinson's seminal article:

"The FCC and the First Amendment: Observations on 40 Years of Radio



31/ (continued) and Television Regulation," Minnesota Law Review,

Vol. 52, p. 67 (1967).

32/ It is not clear that all of the steps of the Fairness Doctrine's

evolution deserve to be called logic, but the FCC's legal discourse

style seems to suggest that it wants to be thought to be logical

in reaching its conclusions.

33/ Indeed, of most of the FCC's regulation of broadcast programming.

34/ Report on Editorializing by Licensees, 91 PU 204 (1949). Also,

this concept goes back to the conceptual basis for the 1927 Radio

Act. Reacting to the confusion of the situation when anyone could

broadcast on any frequency, with no regulation or coordination, the

Congress saw a dichotomy between the "private" rights of broadcasters

under the old scheme and the "public" interest responsibilities of

those licensed to use the frequencies owned by the public. Thus,

Congressman White whose 1923 bill served as a major basis for the

1927 Act said (67 Cong. Rec. 5479, March 12, 1926): "We have reached

the definite conclusion that the right of all our people to enjoy

this means of communication can be preserved only by the repudiation

of the idea underlying the 1912 law that anyone who will, may transmit

and by the assertion in its stead of the doctrine that the right of

the public to service is superior to the right of any individual to

use the other...."

35/ 395 U.S. 390 (1968). We need not address here the broader question

of FCC regulation of broadcast programming and the constitutional

issues surrounding such regulation. Only a fundamental revision of

the broadcasting licensing structure to deny the government the

authority to take away a license (except perhaps for criminal use)



35/ (continued) would eliminate the need for some governmental oversight

judgement of whether the broadcaster in his programming was serving

the public interest. For a thorough discussion of issues surrounding

FCC program regulation and the First Amendment, see Robinson, supra

note .

36/ Red Lion, 395 U.S. 390.

37/ FCC Report on Editorializing by Licensees, supra at 91:211..

38/ Red Lion, at 390.

39/ John Milton, A_Lec2ka_sitic2 (1644); Blackstone,  

John Stuart Mill, On Liberty.

40/ With some exceptions in the case of state sponsored media such as

school newspapers or public places. See for example, Barron, Freedom 

of the Press for Whom, pp.   for a discussion of variations on

the traditional First Amendment issues when state action is involved.

41/ As indeed the Communication Act states it may not, Section 

42/ Teapot Dome, etc.

43/ This concept that not everyone could broadcast because of the frequency

limitations sounds strange today when the cost of setting up and

operating a TV station (or even a standard radio broadcast station)

is so large. But in the 1920's many of the broadcasters had homemade trans

mitters and stations that cost a few hundred dollars or less and many

people broadcast just for the fun of it. Today, a decent quality AM

or FM radio transmitter powerful enough to cover a small community

would cost no more than a thousand dollars and could be programmed

with several hundred dollars worth of tape equipment. Amateur radio

operators are putting on their own TV shows on the air in the UHF amateur

band with equipment that costs no more than a few thousand dollars. And



43/ (continued) of course the rapid growth of Citizen's Band radio which

the FCC originally sought to license only for limited two-way communica-

tion has become in some communities a party-line that borders on

"broadcasting"; and its use on highways is hardly more than "everyone"

broadcasting to a "community" several miles long that moves along the

road at something more than the speed limit. The idea that "not every

one can broadcast" is true mainly because the FCC has structured the

use of radio frequencies and requirements on licenses so that is so.

The technology and the frequencies do not inherently make it so.

44/ Report on Editorializing by Licensees, 91 PF 211.

45/ LTiLLiziajyam3JaEiLltkl. v. FCC, 395 U.S. 390 (1969), emphasis added.

46/ If indeed the nature of electronic communications technology means

that we have no other recourse, then we can simply accept this new

interpretation of the First Amendment and turn our attention to the

design of government processes that make the best of the situation.

Indeed that seems to be what the Supreme Court has done in Red Lion 

and Democratic National Committee v. CBS. It remains to be seen,

however, to what extent we truly have no other recourse and whether

the Supreme Court has not been a victim of a lack of analysis of

alternatives to the legislation of 1927 and 1934 and the FCC's inter-

pretation thereof.

47/ The personal attack rules require, however, that if a person is

personally attacked on a TV station, then the station must notify

the person of the attack and offer comparable time for reply. See

Cullman and see Robinson, supra.

48/ The FCC has avowedly favored programs designed to serve racial

minorities, religious institutions, farmers, and children. It has

not done so for women, old people, atheists, deaf people, or shop keepers.



49/ Even the opportunity for review by the courts can limit this effect

only so much. The discretion the courts have allowed the FCC in

applying the public interest standard and in enforcing the Fairness

Doctrine show that the FCC will be limited only in the case of flagrant

abuse of its own procedures.

50/ This phrase, which defenders of the media often apply indiscriminately

to any and every limitation on their actions originated in

In spite of its overuse, it remains a valid.consideration in any nation

that values free expression.

51/ Thus we find the FCC declaring cigarette advertising subject to the

Fairness Doctrine, and then straining to avoid applying the precedent

to other product commercials.

52/ Applicability of the Fairness Doctrine in the Handling of Controversial 

Lst..j_e_L.2fPt.j)_)liLjnmsgLt_sice, FCC 64-611, July 6, 1964.

53/ Ibid.

54/ At least of "representative" controversial issues.

SS/ e.g. There have been such complaints in the case of  

And broadcasters have for the most part ignored coverage of their own

industry--certainly a "controversial issue of public importance."

56/ To be sure, the theory of the Fairness Doctrine approach is the other

way around. That is, the Commission is set up to decide when the

broadcaster has been unfair and when he has failed to cover an important

issue. But while we certainly can be convinced to feel more comfortable

with this formulation than that just given in the text, for reasons

discussed above and below, it appears to be a distinction without a

difference.

57/ Red Lion Broadcasting Co. v. FCC, 395 U.S. 393 (1969).



58/ His first argument is probably that the issue is not of public

importance, but we are assuming here, that has already been acknowledged.

59/ Indeed, one of the valid and important stated purposes of the Fairness

Doctrine is to ameliorate the possibilities for a licensee to use his

position of control over one of the few channels in a community to

promote his own private interests by excluding certain information

from his channel. This is not to say that the Fairness Doctrine is

the required or preferable way of dealing with this problem.

60/ Which is exempt from the Fairness Doctrine by virtue of the Commission's

rule excluding "bona fide newscasts."

61/ And recall the dicta (or could it become a holding?) in the Supreme

Court's decision on Red Lion that it is not just political matters,

but "the right of the public to receive suitable access to social,

political, esthetic, moral, and other ideas and experiences which is

crucial here." 395 U.S. 390.

62/ Especially in relation to the lofty rhetoric developed for its support

by the Commission and the Courts.

63/ Except perhaps in trying to determine whether the broadcaster's chosen

scope of the issue was or was not unreasonably narrowed or widened.

64/ In a community with only one newspaper and one TV station, for example,

how would the public right to be informed be balanced best if the

newspaper presented only one side of the controversial issue?

65/ If we were then treated to the argument that many people watch only

or predominately one favored channel and true fairness can be obtained

only by channel by channel fairness, we would have to acknowledge

that the First Amendment was somehow secondary to the energy required

to change channels.



66/ Except in the case of personal attack. See note  •

67/ The licensee's right of access is of course a responsibility as

much as a right under the public trustee concept of the licensee's

status.

68/ See, e.g., Barnouw, A History of Broadcasting in the United States,

Volume I, A Tower in Babel, Oxford University Press, 1966.

69/ See appropriate legislative history,  . See also the

decision of the Supreme Court in CBS v. Democratic Committee  

U.S. (1973).

70/ Provoked by a decision on the unconstitutionality of then Secretary

of Commerce Herbert Hoover's limitation on licenses.

71/ Even in rather simple uses such as radio and television broadcasting,

specifications of frequencies and power levels is necessary to avoid

interference that otherwise might render much of the broadcasting

useless; careful specification of signal characteristics is even

more critical where the spectrum is used for satellite transmission

or for navigation.

72/ The usual counter-argument is that this would leave broadcasting only

to the rich, but in fact as amateur operations over the years have

shown, there were for several decades many frequencies that were unused

and could have been claimed by a simple first come, first served

licensing process (with perhaps a proviso that the frequencies must

actually be used to prevent hoarding). This latter process is not

unlike the way the FCC has in fact assigned new frequencies as

technology developed to permit their use. See e.g., The Radio Spectrum:

Its Use and Regulation, proceedings of a conference sponsored by the

Brookings Institution and Resources for the Future, 1968.

73/ 67 Congressional Record (1926), cited in CBS v. DNC.



74/ And limiting the provision of reply opportunities to candidates for

public office.

75/ Ibid.

76/ Ibid. Note: read the full text before leaving this stand!

77/ This can be only speculative since it is unlikely that the press

reported any of this if it did exist. Moreover, in 1926 advertising

did not have anywhere near the importance or pervasiveness it now

has, and it is not entirely fair to presume that the broadcasters

intervened on this point, even though it would not seem to have been

surprising in view of the efforts of the bigger commercial broadcasters

in seeking the regulation of licenses over the 1920's that favored

their commercial position.

78/ And failed again in modified form in re-enacting the 1927 Act into

the 1934 Communications Act.

79/ See Red Lion, 395 U.S. 389. ...as far as the First Amendment is

concerned those who are licensed stand no better than those to whom

licenses are refused. A license permits broadcasting, but the

licensee has no constitutional right to be the one who holds the

license or to monopolize a radio frequency to the exclusion of his

fellow citizens. There is nothing in the First Amendment which

prevents the Government from requiring a licensee to share his

frequency with others and to conduct himself as a proxy or fiduciary

with obligations to present those views and voices which are repre-

sentative of his community and which would otherwise, by necessity,

be barred from the airwaves."

80/ All-electronic television was invented by Philo T. Farnsworth in 1927.

81/ See  
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82/ The FCC has held that commercial advertisements are subject to the

Fairness Doctrine only to the extent that they contain explicit

reference to a controversial issue under the meaning of the Fairness

Doctrine. This was in the wake of the Commission's decision that

cigarette advertising should be balanced under the Fairness Doctrine

by anti-smoking public service announcements when it was suggested

that other product advertising raised politically controversial

issues (e.g., gasoline and air pollution, toothpaste and flouridation,

detergents and water pollution). The congressional action to outlaw

cigarette advertising on TV provided the FCC the excuse it needed

to exempt product advertising generally from the Fairness Doctrine.

83/ See CBS v. DNC, 27 RR 2d 917.

84/ And subject to Section 315(a) for candidates for public office and

(.?) political parties.

85/ CBS v. DNC, 27 RR 2d 922.

86/ See El.lis2E.L.12132LBoard,AlamatedClothinWorl.sv.Chicao

Tribune Co., 307 F. Supp. 422 (N.D. Ill, 1969); affirmed 435 F.

2d 470 (2d Cir. 1970); cert. den. 402 U.S. 973 (1971) and in CBS v. 

DNC (27 RR 2d 909 (1971).

87/ 25 FCC 2d 216, 242.

88/ 450 F 2d 646.

89/ 450 F 2d 652.

90/ Although the FCC is very unlikely to reverse 50 years of precedent.

91/ "Conceivably at some future date Congress or the Commission--or the

broadcasters--may devise some kind of limited right of access that

is both practicable and desirable." CBS V. DNC, 27 RR 2d 930.

"Because of the scarcity of radio frequencies, the Government is

permitted to put restraints on licensees in favor of others whose



91A (continued) views should be expressed on this unique medium."

"...the First Amendment confers no right on licensees to prevent

others from broadcasting on 'their' frequencies and no right to an

unconditional monopoly of a scarce resource which the Government

has denied others the right to use." Red Lion, 395 U.S. 390, 391.
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