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      Preface

    


    
      My route to a book on Wicked was largely determined by a fortuitous meeting with a generous composer and by a delightful confluence of interests with my daughter, Caitlin, who at this writing is age 16. My first meeting with composer and lyricist Stephen Schwartz was at a conference on Leonard Bernstein’s Mass sponsored by the Columbus (Ohio) Pro Musica Chamber Orchestra in May 2004. We were both members of a panel on the work’s creation, with Schwartz recalling his role in writing the English lyrics and assisting with the dramatic structure. Schwartz proved a willing interview subject, leading to two articles and finally to a planned book on his musical theater works, which will hopefully be nearly written by the time this volume is in print. (This larger study of all of Schwartz’s works will also appear from Scarecrow Press.) Multiple interviews with Schwartz in the winter of 2008 led to excellent access to primary sources that turned what would have been a single chapter on Wicked into this book. I am most grateful to Stephen Schwartz for allowing me the opportunity to study multiple drafts of scripts, the piano/vocal score and drafts of songs, musical materials deleted from the show, some correspondence, and the orchestral full score prepared for the original cast recording. The composer/lyricist graciously allowed this access, and it was greatly facilitated by his assistant Michael Cole, who has kindly sent many files to me, answered numerous e-mails (often within minutes or hours), and helped me speak to or correspond with other important figures in Wicked’s development. Stephen Schwartz has been very generous with his time in several interviews for this book (and numerous others concerning his other shows), in answering e-mail messages, and in offering useful advice on whom else I should contact. When I began to work on the larger study, Schwartz told me he could not offer any primary materials because he had not yet organized his manuscript legacy, but as I continued to visit his office, he helped make available more materials. Remarkably, I had one afternoon where I was able to go through a few boxes of Wicked materials and find what I might need, and then I was allowed to make copies of items that required further study. It is my hope that the book that has resulted will do justice to these opportunities and explain the creation, music, and orchestration of Wicked in a way that others will find useful.


      I first saw Wicked on Broadway in March 2005, just before my first face-to-face interview with Schwartz. My knowledge of the show at that point was limited to what I had learned from some reviews, from careful listening to the original cast recording, and from reading Gregory Maguire’s novel Wicked, which is the source for the show. The audience that night included its share of young women who were enthralled from the opening downbeat, squealing with delight at their favorite moments and sometimes producing a collective, ear-splitting roar. I enjoyed the show and learned many useful details of its creation from Schwartz that night in his New York apartment (which became part of my article on the show’s creation in the second edition of The Cambridge Companion to the Musical1), but my initial impressions were influenced deeply by those enraptured young women, making me question just how much Wicked might have to say to adults. My feelings started to change as I did further research, but what really encouraged me to delve deeply into the musical were conversations with my daughter, Caitlin, who is simply fascinated by Wicked. I wanted to understand why Wicked had such a profound effect on Caitlin and her peers. She told me that it was the depiction of Elphaba and Glinda, who seemed so alive in Winnie Holzman’s script and Schwartz’s songs that Caitlin described them as “people that I know.” My desire to comprehend the show’s appeal to young females necessitated that I see it multiple times, and I discovered real substance based on believable human emotions in characters that grow and change. I also learned that Schwartz’s score serves the drama in ways that one appreciates in the most effective musical plays. That these qualities emerge in a show based on the most popular American literary fantasy provides yet another hook that draws in audiences. This process, initiated by discussions with Caitlin, helped plant in me the strong desire to study thoroughly all of the primary sources that I had acquired and to report in a detailed manner on Wicked’s creation.
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      1. Paul R. Laird, “The Creation of a Broadway Musical: Stephen Schwartz, Winnie Holzman, and Wicked,” in The Cambridge Companion to the Musical, 2nd edition, ed. William A. Everett and Paul R. Laird, 340–52 (Cambridge: Cambridge University Press, 2008).

    

  


  
    
      Introduction

    


    
      The explosion in musical theater scholarship in the last few decades has resulted in numerous useful sources and different approaches to the area. Detailed studies of single shows have appeared, including for example Tim Carter’s work on Oklahoma!,1 bruce d. mcclung’s book on Lady in the Dark,2 and Jim Lovensheimer’s look at South Pacific.3 As each of these books bears an individualistic take on its subject with varied emphases and approaches, this current study also has been conditioned by unique circumstances. My analysis of literary and musical sources includes consideration of what materials were available, certainly the largest collection of scripts and musical scores related to Wicked that have been considered in such detail. What emerges in the three central chapters is a fairly complete picture of the development of Wicked’s script, its score, and the show’s orchestration. The surrounding chapters place Wicked in various significant contexts important for fuller understanding. The subtitle of this book is a rearrangement of mcclung’s anthropomorphic description of his tome (the title reads Lady in the Dark: Biography of a Musical), recognizing my dual interest in contributing to our understanding of the history of Wicked and my emphasis on the show’s music and its creation.


      Chapter 1 considers the importance of L. Frank Baum’s Wizard of Oz stories in American culture, establishing why Gregory Maguire’s novel Wicked—where the author turns Oz on its head and makes the despised Wicked Witch of the West a sympathetic, misunderstood figure—has resonated so deeply with readers. The chapter also includes a detailed synopsis of Maguire’s novel, allowing the reader useful understanding of where the show’s creators started as they worked on characters and plot. Chapter 2 is a brief essay on Stephen Schwartz’s career before Wicked. Chapter 3 is a history of the show’s creation, based upon interviews with the principals involved, a schedule of the process discovered in Schwartz’s office, and other sources. The chapter complements accounts provided in books by Carol de Giere and David Cote.4 Chapter 4 illustrates Wicked’s script development from Schwartz’s first scenario in fall 1998 to changes made three years after the successful opening. The musical analysis appears in chapter 5, including consideration of sketches, deleted songs, a comparison of two piano/vocal scores dating from just before the show opened on Broadway and a year later, and other documents. Much of the analysis is cued to the original cast recording, but there are also numerous musical examples from sketches and deleted songs. The orchestration, primarily realized by William David Brohn, is the topic of chapter 6, with a description of the approach and interesting effects from each number, also cued to the recording. Chapter 7 covers Wicked’s reception by New York critics, and the lens widens in chapter 8 to include a description of each of the productions around the world. There is a detailed case study of the London production, ranging from its mounting in the West End to reactions from the London critical establishment. The final chapter places Wicked in the context of Broadway history and modern musical theater scholarship.


      This study shares the dangers inherent in all scholarship on recent works. Additional scripts and musical sources from Wicked’s development will appear, and principals involved in the show’s creation might write their own accounts that include more details on aspects of the show. The passing of years will inevitably clarify further how Wicked fits into Broadway history and how the show might be remembered. Carter, mcclung, and Lovensheimer had the benefit of extensive archived materials, the temporal distance of several decades, and the efforts of numerous previous scholars to bring greater perspective to their work. Similarly, it seems certain that an entirely different book on Wicked could be written in the future, but there is something bracing and compelling about interviewing a show’s creators, assembling a historical narrative, and initiating the work on certain primary materials. What hopefully has emerged is a worthwhile story, one that will be refined and revised by future scholars in the field.


      Notes


      1. Tim Carter, Oklahoma! The Making of an American Musical (New Haven, CT: Yale University Press, 2007).


      2. bruce d. mcclung, Lady in the Dark: Biography of a Musical (New York: Oxford University Press, 2007).


      3. Jim Lovensheimer, South Pacific: Paradise Rewritten (Oxford: Oxford University Press, 2010).


      4. Carol de Giere, Defying Gravity: The Creative Career of Stephen Schwartz from “Godspell” to “Wicked” (New York: Applause Theatre & Cinema Books, 2008), and David Cote, “Wicked”: The Grimmerie; A Behind-the-Scenes Look at the Hit Broadway Musical (New York: Hyperion, 2005).

    

  


  
    
      


      Chapter One


      Gregory Maguire’s Novel in

      the American Land of Oz

    


    
      On a recent trip to Italy, my family stayed in a hotel in Milan close to the central train station. Just around the corner was a bar called “Il Mago di Oz,” one of countless international confirmations one might randomly encounter that prove the ubiquitous nature of the fantasy The Wonderful Wizard of Oz (1900). Indeed, Suzanne Rahm has stated that this first book in L. Frank Baum’s series of 14 has been translated into most major languages, including Chinese, Japanese, Portuguese, Romanian, Polish, Swedish, Turkish, Russian, Czech, Hungarian, Hebrew, and Bengali.1 Baum set out to write an American fairy tale without the touches of horror that marked the famous stories set down by the Brothers Grimm,2 but he never could have imagined the level of success he would attain. Given the importance of Oz and its most famous characters in American popular culture, it seems trite to call it the most famous American literary fantasy, but The Wonderful Wizard of Oz has been a significant part of the inner life of untold millions of children and adults for over a century. Such influence is more commonly found among religious texts.


      Lyman Frank Baum (1856–1919) led a peripatetic and varied existence that included time spent as an actor, a salesman, the owner of a general store, a newspaper editor, an author, and a theatrical and film producer.3 He was a good traveling salesman who supported his family in the china and glass business before he became a writer, but his penchant for risky business ventures kept his financial life far more interesting than his family might have wished, even after he should have made his fortune through the Oz stories. He was born in Chittenango, New York, the son of a successful industrialist in oil and a banker who helped his son start a touring theater company with which he spent two years performing in his own play. Baum’s father also gave him a small chain of theaters to manage, but he lost those in 1884. Baum married Maud Gage that same year, and two years later he published his first book, on raising a breed of chickens. Baum worked as a salesman in the family business, but it failed after his father and brother died. In 1887, the family moved to Aberdeen, South Dakota, where over the next four years of uncertain economic times Baum lost a general store and a newspaper he had purchased. He became sympathetic with the plight of South Dakota farmers and the political Populism gaining strength in the nation’s midsection before moving his family to Chicago in 1891, where he began his successful years as a traveling salesman. Baum actively supported William Jennings Bryan in the 1896 presidential campaign after hearing his “Cross of Gold” speech at the Democratic National Convention that year in Chicago. He remained interested in Bryan’s political fortune in 1900, when the famous orator and Populist again lost the presidency to William McKinley.


      Baum’s serious literary career began in 1897, when he wrote his first children’s book, Mother Goose in Prose, and a volume of poetry, the same year that he started a journal and founded a national organization on retail window decorating, a career path he pursued until 1902. In 1899, he published the book of verse Father Goose with illustrations by W. W. Denslow, with whom he simultaneously worked on The Wonderful World of Oz. The year it was published, Baum produced three other books for children, and he continued to write books outside of the Oz series for years, but the work for which he is most famous was an immediate success. He did not intend at first to write more Oz books, but he yielded to written requests from children and published The Marvelous Land of Oz in 1904. Baum obviously never had purged his system of the theater bug, because he soon became involved in theatrical presentations related to Oz. The first was an extravaganza directed by the famous Julian Mitchell that premiered in Chicago in 1902 and ran for 293 performances in New York in 1903. It was revived for another 171 Broadway performances in 1904 and 1905.4 The show was only loosely based on the first novel, but its success awakened Baum’s desire to do more such shows. In 1908 he launched a series of theatrical productions called Fairylogues and Radio Plays, which were unsuccessful and caused him to declare bankruptcy in 1911. In 1913, his play The Tik-Tok Man of Oz had a good run in Los Angeles, and the following year he formed the Oz Film Manufacturing Company, which produced five films before it failed. Baum was on the cutting edge of seeking commercial tie-ins with plays and films associated with his children’s books. Demand for the Oz books and his own financial needs caused Baum to continue to write them, and he produced one per year for the last several years of his life. He died in 1919. His publisher hired Ruth Plumly Thompson to continue the series, and she wrote 19 Oz books over the next 20 years.


      Given the wealth of political allegory to be found in Gregory Maguire’s novel Wicked, and in the musical by the same name, it is fascinating to note that Baum might have intended something similar in The Wonderful Wizard of Oz. He stated in his foreword that he wrote the book “solely to pleasure children of today,” but elsewhere he noted that he wished to write stories that “bear the stamp of our times and depict the progressive fairies of today.”5 Given the era in which Baum wrote the book, and his interest in the presidential campaigns of William Jennings Bryan, some scholars have interpreted the first Oz book as an allegory on Populism. Henry M. Littlefield was the first to publish on the possibility in his 1964 article in American Quarterly.6 He calls the story a “subtle parable,” with an especially clear sign being Dorothy’s silver shoes on the Yellow Brick Road, a parallel to the political movement’s call for silver to join gold as a currency standard in the United States. He sees the Wicked Witch of the East’s spell on the woodsman’s ax, which causes it to chop off parts of his body, as comparable to the Eastern banks foreclosing on Midwestern farms, and he notes that the Wizard might be any American president between Grant and McKinley. Dorothy is “Miss Everyman,” and Bryan himself is the Lion. The Wicked Witch of the West might represent a political boss who enslaves the innocent. Slaying the Wicked Witch with water might be an allegorical confirmation of the importance of water rights in agricultural America. Littlefield concludes that “the author’s allegorical intent seems clear, and it gives depth and lasting interest even to children who only sense something else beneath the surface of the story.”7 Geer and Rochon added another layer to this interpretation in 1993. Their primary dispute with Littlefield was which character represents Bryan, and they posit that it is Dorothy, building a convincing case that this major Populist figure would exist at the plot’s center.8 The novel and movie have been analyzed over the last three or four decades from many platforms, and online investigation through such tools as the Literature Resource Center reveal other allegorical interpretations, feminist critiques, gay perspectives, and other postmodern readings. Suzanne Rahm provides a brief overview of Oz’s interpretive history into the 1990s.9 Continuing scholarly fascination with the story may be seen in a 2008 collection of essays edited by Randall E. Auxier and Phillip S. Seng.10


      Many would know Baum’s world of Oz if no film based on it had ever appeared, but the famous 1939 MGM film is one of the most important documents of American popular culture. Many saw it in its original release, and then the film developed into a yearly highlight for baby boomers when network television started to show the film annually beginning in 1956.11 In those pre-VCR days, The Wizard of Oz starring Judy Garland was seen more often by more people than almost any other film, and many younger people have often seen the film at home. Hollywood studios, of course, are famous for taking liberties with a novel, and director Victor Fleming and his creative team made a number of changes, especially with the look of Oz. The silver slippers changed to ruby (dulling any Populist allegory), and the Wicked Witch of the West became the green meanie played by Margaret Hamilton that has scared generations of American children (including this author who remembers meeting the dust bunnies under his bed after seeing her on a black-and-white television in the 1960s). The major change in the plot comes at the end where Dorothy wakes up in her bed, safe and sound after an extraordinary dream. In Baum’s book, Dorothy taps her heels together three times in the magic slippers and is taken home with Toto, fully awake, greeted by her Auntie Em. The film is so famous that it would be redundant to describe it in additional detail here. Neil Earle has offered interesting consideration of its context when issued in 1939 and how it has since been interpreted.12


      The history of American popular culture is replete with projects based upon Baum’s story, or that have provided glosses upon aspects of it. Gregory Maguire (b. 1954), previously a successful writer of children’s books, decided in the early 1990s to write a fictional exploration of evil for adults, and it turned into an account of events in Oz from the viewpoint of the Wicked Witch of the West.13 When one reads Gregory Maguire’s Wicked and then attends the musical by the same name, it is clear that the show’s creators chose the characters that they wanted to use from the novel and told their own story.14 Winnie Holzman has stated that this was their process.15 Maguire’s story is too long and complicated for a musical, with more characters than could be developed effectively. Maguire made Oz a dark place indeed and concludes with Elphaba seeming to descend into madness before she dies, and the show’s creators needed to provide more hope at the end. A complication for every adaptation of a novel into a musical is that the songs and dances limit the amount of time there is for plot development. Songs might help tell the story, but far less plot can be explicated during singing than could take place in the same amount of time with dialog. Schwartz, Holzman, and Marc Platt, the principal producer who helped devise the show’s plot, therefore had a difficult task in developing Maguire’s sprawling novel into a musical, but they referred to many events. They often changed a circumstance’s placement and meaning, and perhaps even to whom it happened, but a detailed synopsis of the show demonstrates how much of the novel actually remains in the musical. In the following synopsis of Maguire’s novel, comparisons between the novel and the show are provided parenthetically. One can almost imagine the creators at work as they craft a coherent story for the show, probably returning to the novel on countless occasions looking for material and inspiration.


      Maguire divided his novel into a short prologue and four other segments that correspond to places in the Land of Oz: “Munchkinlanders,” “Gillikin,” “City of Emeralds,” and “In the Vinkus.” Elphaba is from Munchkinland, and the first section tells her family’s story and chronicles her birth, events that occur years before the remainder of the story. Galinda is from Gillikin, and in the second major segment we meet her as she goes to Shiz University. The majority of this section describes events at the school involving her and her friends. In “City of Emeralds,” Maguire mostly tells the story of Elphaba living in Oz’s capital city, where she has an affair with Fiyero and fights in a resistance group against the Wizard. “In the Vinkus” takes place seven years later. In the interim Elphaba has been living in a convent, and she has limited memories of what has transpired. She goes to live with Fiyero’s family. Dorothy enters Oz, and the famous events from Baum’s story unfold, but with somewhat different intentions and consequences than in the story that we already knew.


      Prologue


      The Witch flies over the Yellow Brick Road looking for Dorothy and her friends. She finds them resting under a tree and descends to perch in the tree and listen to them speak. They gossip about her possible identity and her life, little of it close to the truth. Dorothy says that the Witch must be in grief from losing her sister. A storm comes, and the four hurry away. The Witch hides from the rain and waits for another time to confront Dorothy so that she can try to retrieve the magic shoes.


      “Munchkinlanders”


      Maguire divided this segment of the book into eight subsections covering Elphaba’s conception, birth, and early childhood. The man that Elphaba regards as her father is Frex, a unionist minister who frequently leaves his wife, Melena, to preach. Melena is the granddaughter of the Eminent Thropp, leader of Munchkinland. (In the musical, Frex is governor of Munchkinland rather than a pastor, placing the Munchkinland aristocracy on the other side of the family.) On the day that Melena gives birth to Elphaba, Frex is out preaching against what he considers to be a pagan device, the Clock of the Time Dragon. His message is unpopular, and the crowd assaults him and threatens his family, but women hide Melena from the mob as she gives birth to Elphaba. The child has green skin and sharp teeth, causing much consternation. As Nanny arrives—Melena’s caretaker as a child—Melena reveals to her that there had been a visiting tinker who had plied Melena with a green liquid called “Miracle Elixir” that had made her dream of “the Other World.” Melena does not remember if she had sexual relations with the tinker, but as the book progresses, one learns that she did and that he was the Wizard of Oz. (The musical does not consider Elphaba’s birth in as much detail, and the child’s only unusual physical trait is her green skin. That she is the Wizard’s daughter is an important factor in the musical, because her parentage from both worlds gives her the ability to read the Grimmerie and makes her a powerful sorceress.) Frex and Melena are distraught over Elphaba’s attributes, but they are unable to alter it through religious means, and Frex will not allow them to try magic, so they reluctantly accept this unusual child.


      Frex continues to travel, and Melena is unfaithful. An itinerant Quadling glassblower named Turtle Heart (who does not appear in the musical) comes to their town, and Melena begins an intense affair with him, often when Nanny takes Elphaba to play with other children. Frex falls in love with Turtle Heart as well, and
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