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is based on a collection of whimsical poems tittdd Possum's Book of Practical Capsiblished in 1939
by T.S. Eliot. Until Andrew Lloyd Webber's musiagened in London on May 11, 198ractical Cats
was the least famous work of the celebrated Englist who won the Nobel Prize for Literature in 894

One of the most influential literary figures of lgeneration, and considered by many the most
important poet of the twentieth century, Eliot Wwasbetter known for his serious works, among th&ime
Love Song of J. Alfred Prufrock,"” "The Hollow Meahd "The Waste Land."

The immense worldwide success of the stage prazmfucfiCatschanged that dramatically,
popularizing the humorous, nonsensical verserattical Catsto a degree no volume of poetry could. Its
impact on the composer was equally profound.

ANDREW LLOYD WEBBER

Andrew Lloyd Webber, the foremost theatrical congyas our time and the most successful in the
history of the musical theatre, was born in 1948 a bohemian London flat filled with cats. Hishar
was composer William Lloyd Webber (1914-1982), clioe of the London College of Music, and his
mother, Jean, taught piano. By five, the youngstes playing piano and violin, and at seven, wagipta
string duets with his three-year-old brother Jyligho is now a noted concert cellist. His first wovas
published at age 11, after which he began moumtiogk musicals in a toy theatre. At 14, Lloyd Webber
won a scholarship to London's Westminster Schaolater attended Magdalen College at Oxford and the
Royal College of Music.

In 1965, the classically trained 17-year-old mehRice, a 21-year-old London law student steeped
in pop music, and the pair wrotde Likes of UsA musical about Victorian philanthropist Dr. Berdar



and frankly modeled o®liver!, it was never commercially produced, but the unlik@ung team had
forged a complementary composer-lyricist relatigpsifihe next effort wadoseph and the Amazing
Technicolor Dreamcodtl967), fortuitous in its inverted production odggsrom album to stage, as their
first commercial success in 1971 witbsus Christ Superstaras similarly accomplishedtvita (1976), as
innovative and nearly as controversialSaperstarwas the pair's last collaboration, apart from atsho
invitational presentation title@ricket, performed a decade later for Queen Elizabeth's &@dhPrince
Phillip's 65th birthday celebration at Windsor @agh 1986.

Although the idea of setting T.S. Elio®dd Possum's Book of Practical Catsmusic had occurred
to Lloyd Webber while rereading the childhood fat®on a transatlantic flight in 1972, the mega-hit
musical that would propel him to international sugb@r status did not come to fruition until 1981LiriDg
this period he composed the film scores@umshoe (1971and, with his brother Juliaithe Odessa File
(1973).Jeeveg1974), based on the popular series of P.G. Wodshoavels and written with the British
playwright Alan Ayckbourn in his first effort aslgricist, was Lloyd Webber's only conventional book
musical, and his only unsuccessful stage effort.

On May 11, 1981Cats opened in London, changing inexorably the compgdiée'and the course of
the contemporary musical theatre. With its New Yoplening on October 7, 1982, Lloyd Webber became
the first man in history to have three musicalsing simultaneously on Broadway and in the West,End
and he had yet to turn 35. In Britain, not evenING@wvard had claimed such a record; in Americay onl
Rodgers and Hammerstein had achieved similar ssidee® short a time, and not even they had put
together such consecutive blockbustergwita andCats.

Also in 1982, Lloyd Webber's orchestral piedayiations,was combined with his one-act musical,
Tell Me On A SundagsSong and Dancéd-or the New York version, a libretto by directoi¢yst Richard
Maltby, Jr., was added to the music from a them®@dganini, which had originally been created fdliste
Julian in 1978Tell Me On a Sunday, 1980 BBC TV mini-opera, had lyrics provided byrDBlack, Oscar
Award-winning lyricist of "Born Free," among othlieit songs.

The spectacular train fantasStarlight Expres$1984), with lyricist Richard Stilgoe, featured arst
on roller skates maneuvering cantilevered bridgessteek ramps, and forged frontiers with its hyghl
advanced technologRequiem|loyd Webber's setting of the Latin Mass in memofis father, had its
New York premiere at St. Thomas Church in 1985. fEugpient of a Grammy Award as Best Classical
Contemporary Composition, its "Pie Jesu" becami¢ sirfgle, climbing to No.1 on the British charts.

In January of 1988, whefhe Phantom of the Opefmally crossed the Atlantic to open on
Broadway with the largest advance sale ever, Liwabber matched the record he'd set earlier Wits
to become the first recipient of the Triple Play @, established in 1988 by the American Society of
Composers, Authors and Publishers (ASCAP). Chatesjoined Stilgoe in supplying the libretto for
Lloyd Webber's grand operatic musical reworking-afnch novelist Gaston Leroux's 1910 Gothic thrille
That fall, partly in response to ticket demandgbows sold out far in advance, a touring concert
showcasing the prolific composer's work was deviséeé Music of Andrew Lloyd Webber (1388ith
full orchestra and a large cast of singers, begarirtg across Canada and the U.S.

Aspects of Lovsoon followed; the chamber musical of romanticignte, with lyrics by Hart and
Black, was based on a 1955 novella by David GaWh its New York opening in April 1990, the 42-
year-old founder of a worldwide entertainment emgichieved unprecedented distinction as the only
person ever to have five musicals playing in Londod three on Broadway simultaneously. In June 1990
Joseph and the Amazing Technicolor Dreamcoatpleted its epochal cycle to open at the London
Palladium; and in September 1991, with the Londpening of the Shiki Theatrical Company's Kabuki
production ofJesus Christ Superstahe composer became the first person to have siwshunning
concurrently in the West End.

Sir Andrew Lloyd Webber is the recipient of fournyoAwards, four Drama Desk Awards, three
Grammys and three Laurence Olivier Awards. In 19@8was honored with an award for Creative



Achievement by B'nai B'rith in New York and receaiva fellowship of the Royal College of Music. Most
recently, he devised the children's board g@akamity: The International High-Risk Insurance Gaamd
was commissioned by the Olympic Committee to whteofficial song for the 1992 Olympic Games. In
June 1992, the 44-year-old composer was awardetyhtkood for service to the arts by Queen Elizabet
Il.

THOMAS STEARNS ELIOT (1888-1965)

Thomas Stearns Eliot, although considered an Engli®t, was born in St. Louis, Missouri, on
September 26, 1888, and educated at Harvard, dasvitle Sorbonne in Paris and Merton College,
Oxford. The youngest of seven children, he wasrgfligh origin, the American line of the family
descending from Andrew Eliot, who had come to Mekaaetts from the Somerset village of East Coker in
the 17th century.

As a young man, T.S. Eliot was interested in plitdg/, foreign languages and criticism, and at age
22, began seriously to pursue a career in writimgyearly poetry influenced by the French symbs)ist
especially Baudelaire and Laforgue. Eliot settledhpanently in England in 1915, the year he mariaed,
the year he met his contemporary Ezra Pound. Hghtaariefly at two schools before joining the fapei
and colonial department of Lloyds Bank in Londomene he remained until 1925, leaving to become
director of the publishing house of Faber and Faber

"The Love Song of J. Alfred Prufock" was publishedliot's first volume of poem®&rufrock and
Other Observations (19).7His second boolRoems (191Pwas hand printed by Leonard and Virginia
Woolf. The Sacred Wooa, collection of critical essays, appeared in 1920.

Much of the poet's serious work is characterized Bgnse of loss, confusion and frustration shared
by many other artists of the generation. Eliot spfik those—including Picasso and Stravinsky—for
whom World War | represented the irrevocable enthefold order, and the beginning of a new one of
lethargy and pain. The height of poetic art wasegalty attributed to the Romantic poets writing mea
century before, but when Eliot looked to the pastiterary forms to express his disillusionmentian
disorientation, he found the old forms failed: Merld they voiced had vanished. Eliot believed the
Romantic poets had concentrated on feelings td¢trément of form, and he favored a poetic styk th
could itself be considered art.

Although he rejected the earlier styles and ordstagttures of the Romantic movement and the
Victorian period, Eliot salvaged the images andjlaage of the past. His most famous works, Waste
Land(1922) andrhe Hollow Mern(1925), suggest in their titles the emptiness oflenno life. These poems
consist of a series of scattered images, out af dhiginal contexts; references to earlier poepassages
in foreign languages, allusions to historical eseantd literary characters, and snatches of popalags
appear in an unconnected collage. Contemporatigattempting to analyze Eliot's complex worktba
basis of time-honored standards of plot and stredtaund no continuing thread to unify the whole.

Early efforts to subject his poetry to conventioa@ticism misunderstood the artist's intent, which
was to force examination of individual imagesdiscontinuous and separate pieces unrelated to any
unified whole. Each image is calculated to resmtyuor cohesion evoking instead a particular eorotr
memory in the reader without directly stating theo&ions of the poet, a technique Eliot referredddhe
“objective correlative."

During the second part of his life Eliot wrote lggsetry, pursuing instead his growing interest in
playwriting. During the 1920s, he frequented thikebatheatre and London music halls, especialty th
Palladium. He wrote a celebrated tribute to actkéase Lloyd on her death in 1922, and began wgitin
verse for the theatre with ti8wveeney Agonistémgments in 1927. The same year, Eliot became a
naturalized British citizen and was received ifite €hurch of Englandish Wednesdayaspublished at
Easter 1930, and he wrote the London churches' p88dant playThe Rock.Eliot soon became one of



the leaders of Anglo-Catholic opinion and a devatiedrchwarden in Kensington, drawing comfort and
inspiration from his new religion.

Eliot's plays are all concerned directly or indihgevith moralistic themesMurder in the Cathedral,
which was commissioned for the Canterbury Festivd®35 and later filmed, deals ritualistically kvihe
martyrdom of Archbishop Thomas a Beckite Family Reuniorfirst performed at the Westminster
Theater in 1939 with Michael Redgrave as Lord Mamdey, concerns the problems of guilt and
redemption in a contemporary upper class Englistilja Each premiering at The Edinburgh Festivas, hi
three later plays—Fhe CocktaiParty (1949)The Confidential Clerk1953) andThe Elder Statesman
(1958—-cast serious religious themes in the form of mod®cial comedy.

Old Possum's Book of Practical Catas published in 1939, with the author's drawingsha cover
and dustjacket. In 1983, Eliot posthumously reaithee Tony Award for the book of the musiCalts.

There have been various collected editions of Bljmbems, and volumes of his social criticism,
notablySelected Essays, On Poetry and PaetNotes Towards the Definition of Culture. Four Owdst
now generally regarded as his masterpiece, incltiBacht Norton" (1936), “East Coker” (1940), “The
Dry Salvages" (1941) and "Little Gidding” (1942)gtseparate poems were gathered together as a
collection in 1943.

T.S. Eliot received the Order of Merit in Janua®48&, and in the autumn of the same year was
awarded the Nobel Prize for Literature. Among mather honors and distinctions, he was an Officeer d
la Legion d'Honneur, the recipient of the Hange@tbethe Prize in 1954, and was awarded the Daoité G
Medal in 1959. Eliot married a second time in 198 remained an active and vital literary and iatgual
force until his death in London in January 1965efEhis a memorial to Thomas Sterns Eliot in Poets'
Corner, Westminster Abbey, beside those of TenngswhBrowning. His ashes rest in St. Michael's
Church, East Coker.

TSE'S 'PRACTICAL CATS'

Eliot scholar Burton Raffel dismissed the poem®Maf Possum's Book of Practical Caés
whimsy—"pleasant, inoffensive and unremarkable"-dhathe work of an intellectual and celebrated poet
who would become a Nobel Laureate. But Eliot wasahways serious—he once wrote a fan letter to
Groucho Marx—and certainly not with his godchildréar whom the verse was written. There are also
numerous references to cats in the poet's othét,\8ach as "The Love Song of J. Alfred Prufrock,"
wherein he likens the yellow fog of St. Louis toat in its meanderings.

Eliot began writing the poems collectedAractical Catsfor birthdays and special occasions to
entertain his godchildren—particularly Tom Fabed &fison Tandy—revealing himself as "Old Possum,"
a nickname given him by Ezra Pound, who in turrcddéed "Ole Ez." Writing to Tom in 1931, Eliot
described and drew his Lilliecat called Jellyloruand told him he'd like to tell him about Cus Cu®, but
couldn't yet draw dogs as well as cats. Otherrletiescussed the importance of determining properas
for cats, suitable to their characteristics ande@ad, personalities. In 1936, he sent both chiltifée
Naming of Cats."

Eliot was frequently asked by friends and stranggeiavent appropriate cat names. Some were silly
but sounded right; others combined traits. "Jalichts" actually comes from Old English: "Deatdittat"
was pronounced "jea’ little cat,” which soundeé lijellicle cat." Similarly, "Pollicle Dog" derivetfom
"poor little dog." In 1936, Alison received "Rum fiurugger,” and the following year, a poem about two
mischievous cats called "Mungojerrie and Rumpe#e&ZSkimbleshanks," telling of a railway traintca
arrived in 1938.

Eliot also tapped historical and literary nomenaiatfor his anthropomorphic felines:
“Deuteronomy,” the Old Testament prophet; and "dfiiet," who reigned as Queen of England from 1837



to 1901. In Greek mythology, "Cassandra" was thegtter of the King of Troy, endowed with the gift o
prophecy but fated never to be believed. "Tumblel®*uwas suggested by Brutus, the historical/liiera
figure who betrayed and murdered Julius Caesar; idigtoffolees" is a spoonerism or word play on
Mephistopheles, the character representing the te@oethe'Dr. Faustus.

Although Faber & Faber announced "Mr. Eliot's badollicle Dogs and Jellicle Catds Recited
to Him by the Man in White Spats" in their 1936 iBgrpublishing catalogue, the author had run into
difficulties in his general approach. "The ideah® volume was to have different poems on apprtgpria
subjects . . . recited by the Man in White Spatsth& end, they all go up in a balloon, self, Spatsl the
dogs and cats.

'Up up up past the Russell Hotel, Up up up to tkawikide Layer.™

Three more years brought, as Eliot's publisheiitpla growing perception that it would be impolite
to wrap cats up with dogs," and the realizatior tha book would be exclusively feline. Ralph Hoalgs
the poet who bred bull terriers, had hoped toftitate it, but at the crucial period he was housetihg in
America. He felt that "the fun of doing it—or attptimg it—is the thing, and that is only possibletwiny
feet up on the mantlepiece, as the saying is."

Old Possum's Book of Practical Catss published on October 5, 1939, in an editio8,005
copies, using Eliot's own drawings on the cover @ustjacket. The poet was quite nervous about its
reception; his verse playhe Family Reuniorhad appeared in March, amtie Idea of a Christian Society
was due in three weeks. The new book "is intendedfewpublic,” he informed Geoffrey Faber, "but |
am afraid cannot dispense with the old one." Helmext have worried'Catsare giving general
satisfaction,” the sales manager reported shditdyveards. Today, they've become a minor classitccam
be found in Danish, German, Italian, Japanese, BWwedungarian and Polish translations.

Eliot turned down a Walt Disney proposal for amaatied feature, saying that his were hard-scrabble
alley cats, not cute little anthropomorphs. He d@idhis own lifetime, give cautious endorsemerd to
musical treatment of the poems. Commissioned b¥ettisburgh Festival where the piece was first
performed in 1954, British composer Alan Rawsthateeeloped a concert for children around six of the
poems. Titledr.S. Eliot: Practical Catsthe symphonic composition was performed by theb@hihonia
Orchestra, conducted by Rawsthorne. Eliot's pogay recited over the music by Robert Donat, one of
England's most popular stage and screen actorgjrktmAmerican audiences for his filmitie Count of
Monte Cristo, 39 StegndGoodbye, Mr. Chipgpr which he won an Academy Award in 1939. Angel's
recording of the production, first released in 19%@eived delighted critical praise; in 1982, Galpi
Records releaseflS. Eliot: Practical Caten the same disc with Dame Edith Evans reading
Shakespearean sonnets.

Despite Raffel's evaluation of the seemingly nosgm=hOld Possum's Book of Practical CaHjot
took the verses seriously. They were, after alittem for his two young godchildren, and he'd defjanot
forgotten that his friends would be reading therarahe youngsters' shoulders. Indeed, the workoffe
grown-ups a satisfying sophistication and doublermgire; it is a unique collection of children's prefor
adults.

Each poem is a precise and accurate definitionpafricular kind of cat, but, at the same timep€&li
appears to be satirizing the cats' owners and tiglidh society in which they live. "Bustopher Johissan
aristocrat; the "Gumbie Cat" portrays a combinatianny-housekeeper in the middleclass household. A
proud and vigorous member of the nation's workfisqaresented in "Skimbleshanks," while "Gus," who
has known better days, is now so poor he hasnfiribe of a drink. In its published forrRractical Cats
doesn't amount to a picture of a whole society theite is the sense of an England now lost, never t
return. Thematically, Eliot hadn't veered.

The poet's widow, Valerie Eliot, postscripts thditemever he was unwell or could not sleep, T.S.
Eliot would recite the verses 6fild Possum's Book of Practical Catsder his breath.



ALW'S IMPRACTICAL 'CATS'

In 1977, five years after Andrew Lloyd Webber rerd@aS. Eliot'sOld Possum's Book of Practical
Catson a plane, the composer began setting it to misita had opened the previous year, and the poet's
whimsical verse offered a dramatic contrast fopiraion. As a child raised among cats, he'd enjdyie
mother's recitation of the poems; still a keepefiebifie pets, the man heard music in the lyricso, Tidoyd
Webber's method of working had been just the opgo8ince a story line was determined, lyrics were
written to music he composed; reversing the proaeadd be an interesting exercise.

"Very luckily, Practical Catscontains verses that are extraordinarily musiddbyd Webber
observes. "They have rhythms that are very mudh ¢hn, like 'Rum Tum Tugger' or 'Old Deuteronomy,’'
and although they dictate to some degree the nthaiavill accompany them, they are frequently of
irregular and exciting meter that's very challeggim a composer.” By determining the rhythmic e
within each poem, he could then alter the rhythnms@decide on the style of music to best fit the chand
character of the cats.

When first performed at the composer's Sydmontatived in the summer of 1980, the work wasn't
yet musical theatre. Consideration was given thiéasng a concert anthology, or combining it witther
short pieces. The poet's widow, Valerie Eliot, baén invited to attend the performance, and brought
along various unpublished works of her husbande"usical and dramatic images that these created fo
me made me feel that there was very much moreetprhject than | had realized," Lloyd Webber rexall
"l decided | needed the support of another to eragmime to rework my settings and see if a dramatic
whole would be woven from the delightful verse lswaow to be allowed to develop."”

At the suggestion of impresario Cameron Mackintastellow theatre fanatic who had joined the
project, Lloyd Webber enlisted the fertile stagagimation of Trevor Nunn, respected director of the
government-subsidized Royal Shakespeare Comparngady the possessor of formidable theatrical
credits, the inventive co-director of the monumeNntigholas Nickelbyvas about to embark on an auxiliary
career in the commercial musical theatre which dantludeLes Miserablesn addition to other Andrew
Lloyd Webber collaborations.

Valerie Eliot continued to serve as catalytic cdhtuthe creation o€atsby bringing the pair
additional unpublished poetry, letters and fragmerftwork. Three of the poems were incorporateal int
the musical in their entirety. What appeared toheedraft of an opening poem for the abanddpeliicle
Dogs and Jellicle Cats . volume, although inappropriate for the stage, irgba lyric with the same
intention of celebrating the supremacy of Jellicdés; lines from the end of it now introduce "Thanhng
of Cats."

"But what was most thrilling was to find refererineone of Eliot's letters to a coherent, albeit
incomplete structure for an evening," Lloyd Webimreals. "He proposed that eventually the cats veere
go 'Up up up past the Russell Hotel, up up up ¢o-baviside Layer," a kind of heaven to which atkyor
cat (or dog) might be transported.” Nunn concurtttds possible to deduce that this work might édnad
something approaching a plot; at least there wgsde to link the various passages together.

"However, all that has come down to us is a cdtbecdf poems with no discernible narrative link,
and the major task confronting Andrew and mysel$ ¥eaput the poems in an order which would allow
them to connect up with each other in a free flgmay without distorting their original content or
intention," the director continued. "Over severalnths we experimented with many versions and were
rigorously self-critical if impermissible libertiegarted to creep in; but we recognized that wrahave
done in giving Eliot's material theatrical strugus entirely subjective and that the connectioasee may
be different from what aficionados of Eliot and bats would have proposed.”

Among the unpublished material was "GrizabellaGt@mour Cat," a fragment of which only the
last eight lines were written because the poetghbher history too sad for children. "The discgvef
this fragment was a fulcrum moment in our work,”’Mdudisclosed. "Here in eight lines, Eliot was
describing an intensely recognizable character patlverful human resonances, while introducing the



themes of mortality, and the past, which occur aggaly in the major poems. We decided if Eliot had
thought of being serious, touching, almost tragibis presentation of a feline character, then agtb be
doing a show which could contain that material, tredimplications of it."

Nevertheless, both director and composer realizad'tve must not take our seriousness too
seriously," as Nunn put it. "In 'The Ad-dressingazts,’ Eliot says you should have discovered by no
that cats are very much like human beings; thatabine, is the point of his work, and it most aérty
remains the point of ours.” Nunn concludes, "Wefaseinated by cats, for a multitude of reasons, bu
perhaps most of all because in a mysterious waydhew us more clearly to see ourselves.”

The director recruited Royal Shakespeare Compasigier John Napier, with whom he had
fashioned the eight-and-a-half hour eNicholas Nickelbyand Gillian Lynne, who was a classical dancer
with the Royal Ballet before she began choreographiusicals, among them two RSC efforts with Nunn.
Both artists have worked on subsequent Lloyd Webham productions, Napier dtarlight Expressand
Lynne onAspects of Love. Catfsimous unit set junkyard also led the designestigaments ohes
Miserableswith Nunn, andMiss SaigonLynne, whose extensive choreographyamisdefined the
musical as a work of dance theatre and earnedsseciate director billing, choreographed the corapss
The Phantom of the Opees well.

With the completion of casting, all that remainetistically was the discovery of the Big Tune, & hi
song everyone would walk out humming. Eliot's wadnds yet to call forth a "Superstar” or "Don't Goy
Me, Argentina" to give the evening a unity and cuoyd Webber went to the keyboard and his oetiak
drawer, wherein waited ideas and pieces of melogiéten or begun for other projects, then set it
various reasons. One was a Puccini-like melody Nwggested be made "more emotional, more
extravagant, and we'll have it @ats." The result was "Memory," with the director eventyalriting the
lyrics himself. Generating more than 600 albumg ohthem a hit for Barbra Streisand, the irrelsisti
song became the one most requested of cocktaikfEghroughout the 1980s.

The business of financing loomed as the last huadtkit looked insurmountablilobodywanted to
invest in the show that had once been cdfleattical Cats As the composer described it to an interviewer
several years later: "l can give you the objectiand they sound a convincing lot. Andrew Lloyd Webb
without Robert Stigwood [the influential producdris previous hits]; without Tim Rice [the lyri¢igith
whom he'd written those hitdesus Christ SuperstandEvita]; working with a dead poet; with a whole
load of songs about cats; asking us to believegbaple dressed up as cats are going to work; wgrki
with Trevor Nunn from the Royal Shakespeare Compamp's never done a musical in his life; working
in the New London, the theatre with the worst tresdord in London; asking us to believe that 20lEhg
people can do a dance show when England had neeerdble to put together any kind of fashionable
dance entertainment before. It was just a recipéigaster. But we knew in the rehearsal roomékat if
we lost everything, we'd attempted something tlaainh been done before."

In the darkest days of 1980, the 32-year-old LIgyebber mortgaged Sydmonton for a second time,
and the tenacious Mackintosh, then 34, placed an e financial newspapers, inviting the generdilic
to risk a stake. Nearly 250 did, one man gambliisdife savings on the improbable success of the
impractical project. The morning after the histdviay 11, 1981, London premiere, the legendary
Broadway producer David Merrick offered Mackintdbkk British rights to his own current Hi2nd Street
in exchange for the American rights@ats; Mackintosh declined. By 19942ndStreet had earned $10
million; Catshad passed the $100 million mark to become the pragtable show in history, and there
was no end in sight.

By the time the musical opened in New York, Octobet982—needing but four major backers—it
did so with the largest advance sale in Broadwatohy: $6.2 million, two-thirds of it already paiid full.
Andrew Lloyd Webber also became the first persathénhistory of musical theatre to have three shows
running simultaneously on Broadway and the West Brrécord he would later match and then break.

Many New York critics ignored box office responselavrote unfavorable reviews, some rudely
hostile ("a dog," "kitty litter"). Much of the netjee criticism echoed charges leveled at T.S. Eletades



before: Plotless and without form, therefore lagksmibstanceCatscertainly did not conform to traditional
standards by which Broadway musicals were judged.

The crucial review, however, belonged to the Néwk Timesand its new chief drama critic Frank
Rich, a lover of the magic of theatre, who foune show a guilty pleasure. He explained "why peaoyle
hunger to se€ats"quite simply: "It's a musical that transports thieliance into a complete fantasy world
that could only exist in the theatre and yet, tréegs, rarely does. It believes in purely theatncagic,
and on that faith it unquestionably delivers "

Proving its billing as "a theatrical even€atsput London back on the musical theatre map and
revitalized Broadway; hits didn't come any more siméhan this. But most importantly, its debut usher
in a new era in the history of the internationakimal stage and established Andrew Lloyd Webbésas
visionary standard bearer.

STAGING THE MAGIC

The creation of theatre is a collaborative arh@ligh a singular vision may have inspired or
originally conceived a work, multiple talents ardigted in its physical realization, the leap ie thark
from page to stag€atsmesmerizes audiences with the spontaneity of litseféantasy; but unlike an
event in real life, stage magic doesn't simply fap@ust as the dancer-singer-actors you see pea®an
ensemble, an aggregate of artists you never sebgmtthere, guided by the wit, charm and philogogph
T.S. Eliot'sOld Possum's Book of Practical Ca@mposer Andrew Lloyd Webber translated the poems
into music, and in conjunction with director Trewann, developed a theatrical structure mirrorimeg t
poet's mildly satirical cats-eye view of late 198@sdon; designer John Napier expressed the iltugio
makeup, costumes and environment; and choreogrgiliian Lynne gave life to the anthropomorphic
creatures in movement and dance.

"The staging ofCats isa difficult matter, it isn't just one of your evelgy games," to paraphrase one
of Eliot's slyly insightful poems; every physicd¢ment is carefully planned to illuminate the shoinhate
mystique. In initial discussions, the productioarteagreed an important requisite was to "charge the
atmosphere even before the performance begin&dndon, they rediscovered the New London Theatre
with a revolving stage and flexible seating; in N€ark, the Winter Garden Theatre was selectedtfor i
huge open spaces. On the ro@distravels with its own portable version of the orajisetting adaptable
to many different theatres all over the countrgxiility for the performers and intimacy for thedience
intensify the theatrical experience and ultimat@yment in much the same way the exchange between
singers and audiences promoted the immense paguwéiftnglish music hall (see HISTORICAL
PERSPECTIVE).

Napier began work on the original designs in Noveni980, attempting to envision a natural
habitat where cats might congregate, which woudd allow maximum room for dancing. In the resulting
playground cum garbage dump, everything was cottsiiito a cat's scale—a bit over three times life:s
Huge empty food cans, a rusted car trunk, masse® even old fish bones, worn out apparel anarfis
of rubbish and objects lying about from which thérfe occupants can improvise various disguisésito
the story. Normally, a show's designer can go adtlauy the necessary props and set pieces, I@dts)
everything had to be custom-made larger, even ththeg setting comprises items we discard everyday.

One of the contemporary theatre's most innovatieelyction designers and scenic artists, Napier
seems to sculpt his work three-dimensionally, wirdglitional stage design looks architectural. Ohthe
most startling and memorable images of his britlléesign vision for Peter ShaffeEgjuusremains the
steel wire equestrian heads framing the actors; an, although he designed no other scenic stegtu
for Les Miserableshe rampart structure was so powerful that the showeved a reputation for spectacle
on that basis alone.

"I like to work on something that needs investigatifollowed by manufacture out of unusual
elements; | enjoy the process of discovery andritior,” the British designer explains. "l am intstel in
contributing a concept to be worked out in collatimn with a group of people. What | don't do isgamt



pretty pictures; what | try to do is help even®sgroposCatsspecifically, Napier continues, "There was
very little written material, and the aim was tostamething hugely spectacular, make humans cat,scal
disorient the audience and lift the thing into apening.”

In fashioning the costumes, the designer followietstin Eliot's text to blend human and cat traits
into the wondrous composite creatures who mateealn stage; the theatre's magical suspensiorlief be
occurs when our imagination is engaged by the aiithansformation of a human into a feline. While
contributing integrally to the ambience of the shtlve costumes characterize each cat as an individu
Rum Tum Tugger's custom made, handpainted bootssaggsential to his identity as his jaunty strut.
Bustopher Jones' identity is established at filistgse of his sleek black suit.

Cats isa work of dance theatre and the clothing must ablage of movement as well as durability;
footwear was custom constructed by Capezio in Nevk s a cross between a ballet slipper and
gymnastic shoe. The basic garmment before adornmendtretch latex unitard or body stocking whigh
personalized by handpainted designs, knitting, sesquins or beads; leather or fur may be stratigica
placed to suggest a paw, mane or tail.

Somewhat surprisingly, the fur embellishing thet'sdseads and tails isn't even a distant relation t
the cat family; incorporated in@@ats'unique costumes and wigs is yak hair. All wigshHa show—except
Grizabella's, which is human hair—are made fromlyak. A bovine like a cow or ox, the yak is found
primarily in China where it is used in the mountaais a pack animal. Like sheep, the yak is shedsed,;
treated and bleached hair is available throughwa Xerk importer. No human or synthetic hair could
withstand the feline frenzy @ats,but yak hair is coarse and durable, imperviousatewand
perspiration, and springs back when crushed.

Color photographs are used to reproduce Napiestsioee, wig and makeup designs for each new
performer in a role; touring company audiencestBeesame show they would on Broadway, with all
design elements exact copies of the originals.fé&lwe face is a “T” shape, unlike the human owaall
each cat's makeup is created to accentuate tHaTK€.illusion of whiskers is especially successith
many people willing to swear that the tiny blacksdpainted around the actor's nose are protrusibhair.
Initially requiring about 90 minutes to apply, timricate face patterns are eventually masterddhinthat
time; performers are responsible for duplicatingjtiown makeup at each performance.

The extraordinarily well-suited movement and daincE€atswas created by associate
director/choreographer Gillian Lynne, based in parbbservation of her own pet. "l watched minytéte
way it moved, stretched, used its eyes . . .THelged the kids in the show try to get that to¢alihg—
how to use their stomach muscles, how to de-faoeis eyes in that odd way that cats have of lookihg
you while not looking at you. | taught them howhiar, but not just with their ears; if you watclscghey
sit still but they listen with the backs of the&aks. | had to constantly remind them to keep theilies
fluid because cats move as if they have no boned.they had to master that cat quality of movement,
which is sensual and totally aloof and introverted.

The top-flight dance troupe is superbly schooledrinanny resemblance to cats—clawing,
stretching, rubbing and comic feline posturing. Y hithely move in a non-stop pulse of dance, switgh
and swirling from ballet to jazz, from gymnastiosioogie. The former ballerina who guides them siote
that in London, she and Nunn didn't find as mamyceas as in America, "who are trained across the
board—who could do ballet, tap and modern danceatswiwere good singers. England has no history of
jazz as the Americans do. The American dance mlusicaique—it comes from your multicultural
history, your feeling for jazz, and something ie #ir we don't have in England." In fact, Lynneredited
in part for British reclamation of the dance mukibaforeCats,few if any were even attempted, furthering
a negative consensus of innate inability.

"When | explained the physical needs we shouldaryonquer in the initial stages of rehearsals,"
declares the choreographer, "l was often regarddabth sides of the Atlantic as a mad cat myseif! F
instance, cats seeming boneless, a great deakafjhh and sensitivity is needed in the stomachsapite;
and, attempting almost anything physically, they\aense of daring to replicate. Most importantiigh



all those disciplines intact—the kind of feline neowent and reaction necessary—our ‘cats' needed to
interpret human emotions accurately.” Endeavomntihd something and an energy we could call our
own," Lynne replaced or supplemented conventioaatd styles with "vigorous exercises of an unusual
nature leading eventually to total freedom in wivatcould attempt physically.”

"Having observed that cats are at once aloof, lsgreual, cold, warm, completely elastic and
mysterious, the goals we set ourselves physicathewlaunting in their attempt to translate those
wonderful words in an exciting, theatrical and wittay. | fell in love with Andrew's music the mireut
heard it and building the pivotal ‘Jellicle Ballitlvhim was hard and thrilling work. We knew thetre
we to achieve our aim of producing an explosivecdamusical, we had to succeed there or die. The
number is based on the 'Jellicle Cats' poem, kneWw | had to extend it and find a dance poem where
could create a piece of exciting theatre whilstehg the cats at the height of their passion, dapntheir
most private, energetic and anarchic rituals."

Lynne continues animatedly relating the genesth®friginal dance routines @ats,"Making a
worthy attempt at the exotic theatre of Growltigeltfeams of Siamese, building a savage and beleevab
cat-fight for Macavity, trying to make the cockrbas succeed in a beetle's tattoo that might haveesc
of Busby Berkeley, finding dance characters forThgger, the Pekes and Pollicles, and a sad meafory
the Ball dance for Grizabella while lighting theiaclassic fireworks for Mr. Mistoffelees; indeed;ing
to do justice to the variety of T.S. Eliot's chdeas in as wide a span of dance styles has besscaéting
and frightening task. It's also been one of thetregsiting and rewarding | can remember."

London theatre critic/historian Sheridan Morelyibtites in large part a reversal in West End
theatre-goers' negative attitude toward the staggaal toCats'creative team. Overturning a deep-seated
"reluctance to admit that a great musical can bésthe greatest form of theatre," Morely notes Hgplpat
Catshelped prove "great musicals can now be a pres#rire classical as well as of the commercial
theatre in Britain."

THE MUSIC OF ANDREW LLOYD WEBBER

From the outset, Andrew Lloyd Webber's music hdmed his cultural heritage, upbringing and
experience. The precursor to the modern musicalBsitish operetta, developed by Gilbert and Suhiva
by welding techniques of opera with elements ofdherch-choral tradition to produce a distinctly
"English" sound. Popular English music hall of #aame period was built on traditional folk songsirea
and parody. The son of a London musician, the caeplegan at an early age to play piano and other
musical instruments; he studied classical musiaaiously. When he started composing musicals,
everyone wanted to be one of the Beatles, the farBoitish group that revolutionized popular music.

In Cats as in Lloyd Webber's work before and since, thegemedley of musical reference, from
classical to rock; a fugue may appear among balladspop. Though often called operatic, his shows
pioneered the theatrical use of such contemporaisiaiechnology as synthesizers, virtually unknamn
Broadway untilCats. The music is as much a collage as is the setptbigocative difference is what gives
the composer’'s music a sound of its own and iesndisd appeal. As eclectic as it may be, his work
synthesizes disparate influences into a consisteisical sensibility, the natural expression ofassically
trained child of the rock revolution.

Every composer absorbs music into his subconscamdsirained composers are invariably
influenced by their predecessors. Hardly unusu8roadway musicals, musical history abounds with
uncanny resemblances, some intentional. Mozartinfleenced by Haydn; Beethoven by Mozart; Leonard
Bernstein drew from Stravinsky and Copeland; amgi$¢n Sondheim evokes Bernstein and Ravel. A
composer filters those influences through a vestintitive musical personality to find his own vaqitiee
unique elements Andrew Lloyd Webber synthesizéithoting his produced a new and vital—not just
popular—style. The composer himself is the reate®of his melodies; his music sounds like his imusi
an occasional nod to Puccini or Prokofiev notwihsking.



Lloyd Webber put today's musical theatre in toudt the realities of contemporary mass culture.
He supplemented traditional show tunes—often répdpithem altogether—with a vocabulary of opera,
operetta, period, jazz, liturgical and Latin musis,well as rock and roll. His composing is tomath
strong melodic lines and extensive use of lush baroresolutions. But, he also dares to use dissmna
and is comfortable with atonal passages, awarkeif strengths; he will insert unusual syncopatiand
sudden rock beats. However, as the composer putkthe songs don't have a basic strength to thben
you couldn't begin to have other things peopleasoti

The crossover appeal of combining classical witbybar music enlists audiences who want both
"entertainment" and "serious" music. While bafflimgisical comedy purists, Lloyd Webber's
unconventional musicals attracted a generatiohedttegoers estranged from a Broadway sorely addat
by Hollywood and the electronic age of music. "Wiele point of doing something in theatre is toegiv
the audience an experience they couldn't get fnoyrogher medium," states Lloyd Webber. "If you dren
giving them that, you aren't really giving them #nigg."

Some maintain that Lloyd Webber's introductionthiréugh-composing” a musical reinvented the
form. To the composer, intending every word to tregsreflected his two loves: postwar Broadway
musicals and grand opera. Continuous music—as eplpos'spotting" songs amidst spoken dialogue—is
a normal practice in grand opera, and to some ekighe operettas of Gilbert and Sullivan, butréhare
no precedents in the musical theatre, except tB& B8rgy and Besdn Evita, the libretto was entirely
sung; further developing the techniquedats,Lloyd Webber perfected it ifthe Phantom of the Opera.

Cats'ready-made libretto is a prime example of the cosepe facility in selecting subject matter that
lends itself to his singular musical art. In tratisig the poems of T.S. Eliot3ld Possum's Book of
Practical Catsinto music, a different style is used to interggath cat's individual traits. "The Rum Tum
Tugger" song is Rock ‘n Roll, using electric guitard drums; this lovable, electric cat who strussstuff
while breaking lady cats' hearts is the Mick JaggeElvis Presley of the cat world.

"The Old Gumbie Cat" leads a lazy life during ttasydbut at night becomes protector of the
household and the commander of the "night stalketkroaches and beetles); the piece begins as a
benign ballad and is transformed into the "big Baswlind of brass instruments popular in the batiroo
dancing 1940s. The Andrews Sisters, famous clubcandert singers of the swing era, are even
represented in a trio of "female cats." A tap dagrging the number parodies a type of British aniljit
march called the Tattoo.

"Gus the Theatre Cat" is a musical monologue irfohe of a ballad, some lines spoken, some sung.
"Growltiger’s Last Stand" presents a spoof of #alopera, especially those of Puccini, with lustsimand
a hero (tenor) who must fight villains to defend honor. The humorous hoax extends to the use fsvo
taken from an Italian translation Bfactical Cats.The ballad embodiment of the unpublished "Grizabell
the Glamour Cat" includes lines from "Rhapsody &iady Night" and other early works of the poet;
while sad, it suggests a sense of hope.

"Memory"—the haunting, hypnotic foundation ©ats—exudes the emotion and musical structure of
an operatic aria, orchestrated with rich legatedito touch the heart. The collage of musical \tigsethat
comprise the show is as precisely drawn and unjggreiertaining as the poems that inspired it.

'CATS' STATS

The third sold-out visit o€atsto San Francisco in 1991 prompted one Bay Are& ¢dtcomment in
print that the show was becoming the musical teeaquivalent oThe Nutcrackeran annual
entertainment tradition for the entire family. Adtigh Tchaikovsky’s ballet reached its 100th birthata
1992 as Andrew Lloyd WebbeGatscelebrated a decade on Broadway, the latter hassatiampressive
statistics attesting to its perennial popularity.

The phenomenally successtéitspropelled its composer to the center of a worldvédeertainment
empire as the maker of mega-hit musicals. By 189#d been seen by more than 18 million people in



North America alone, performing in all but five thie United States and every province in Canada.nWhe
the League of American Theatres and Producers cteda survey in March 1992, domestic touring
companies had played 179 American cities sincditstetour was launched in Boston in 1983. Of thial,
55 cities had see@atstwice, 23 three times, and six cities had been fmidvisits. Memphis had hosted
five engagements and Atlanta an astonishing senehe fall of 1992 Catsmade its eleventh trip to the
greater Los Angeles area.

Catsbecame the longest continuously-touring music&dlanth American history with the fourth
national company's 1991 appearance in San Franasgeassing the previous record heldMmyie,whose
four traveling companies played a total of 630 veeek the road between 1979-1983. The first prafessi
Broadway musical to visit Nova Scotia and Newfoamdl as well as Alask&atswas also the first to
successfully play sports arenas: In 1991, the stmmpleted an unprecedented 10-week tour of theeEast
U.S. and Canada, performing a scenically and tealigienlarged production augmented by live-action
screens in huge coliseums and stadiums.

The longest running musical in London and thirdgest in New YorkCatsbegan its worldwide
conquest with 1983 productions in Hungary, Japahurstria, the latter including tours to East Bedind
Moscow. Germany, Norway, Finland, The Netherlai@geden and France followed, along with seven
different Australian cities. Zurich and Mexico Cityere added to the international roster in 1991.
Universally embraced;atshas proven a musical of many lives.

The original London cast recording took the 1982ar@my Award for Best Cast Album; in 1983, the
same honor went to the original Broadway cast iinogr which has sold more than two million copies.
Cats swept the 1983 Tony Awards with seven, inclgdiest Musical. The now classic "Memory"
attracted as wide a range of recording artistsstenkers; in addition to Barbra Streisand, thogé e
song on records include Barry Manilow, Johnny Mgtludy Collins, Eddie Fisher and Liberace.

At the end of 1991, the combined gross of the Bn@gdand U.S. touring companies@atswas
projected at $518 million; the worldwide figure westimated in excess of one billion dollars. In
comparison, a decade after its 1982 relelask reigned as the all-time movie moneymaker, top-gnoss
in U.S. ticket sales with $400 millioBtar Warg1972) was its closest rival at $322 million and 1989
Batmanranked sixth with $251 million. The diminutive, &t and agile cats seem to have captivated
humanity with their affecting reflections of it.

HISTORICAL PERSPECTIVE

Impetus for the development of the musical theats a rebellion against grand opera and the desire
for a popular musical entertainment accessiblééanasses, rather than restricted to the cultural,
intellectual or privileged elite. With origins inflenbach’s Vienna, the musical came to Gilbert and
Sullivan's London as operetta, and finally to Bwag, where it bloomed into an international artfior
Catscontemporized the art, introducing a new generasfamusical theatre to correspond with the times.
The music of Andrew Lloyd Webber brings work of ogitée proportion to the popular musical stage, and
the evolution full circle.

In the early 1800s, a form of opera with dialoguesually witty, its music lighter—called opera-
buffa emerged in Italy; its French counterpart Inee&nown as opera-comique, later opera-bouffe and
opera-vaudeville. In coalescing and refining thiesms, cellist-composer Jacob Offenbach (1820-1880)
Parisian refugee of German anti-Semitism, fashiarptetta; considered the father of modern musical
theatre, his most famous work®#pheus in the UnderworldndThe Tales of Hoffmanremain in opera
house repertoires worldwide. The Viennese walta played a role in development of the new genré) wi
Johann Strauss (1825-1899) composing his masterpied-ledermausstill internationally performed,
and Franz Leharhe Merry Widow{1907) influencing composers of both Edwardian Lamdnd the
American lyric stage.



English music halls—convivial singing in a sociahtext—had proliferated, and by the turn of the
19th century, more than 200 dotted the countryditlenor, particularly parody, was a key element. A
common musical language evolved from the centrahdyic of singers and audiences, with texts printed
and tunes transmitted orally; often new words weniten to existing melodies or tunes combined @to
medley. The practice of casual composition by imjsation led to the birth of a new breed of lyrisiand
composers, and songs became the result of a psiriper

When operetta surfaced in late Victorian Englatedriain ingredient was lyrical humor, and its
creative proponents were Gilbert and Sullivan. alihh some historians consider John Gais Beggar's
Opera(1728) an early musical comedy and refute Gilbed Sullivan's precedential position in the
development of British musical theatre, its humerivks from the subject, rather than the lyridse
Beggar's Operas essentially a ballad opera, predecessor toisingpera; the celebrated work reached the
height of its fame with Bertolt Brecht and Kurt Wei1927 German adaptatiohhe Threepenny Opera.

In 1875, William Schwenk Gilbert (1836-1911) andiAr Seymour Sullivan (1842-1900) began a
highly successful 18-year collaboration that wopildduce the operetta classRisates of Penzance, HMS
PinaforeandThe MikadoTo Sullivan's scores are attributed grace, skil arelodic invention; Gilbert's
poetic librettos raised lyric writing from servid#a craft to legitimate art. The pair wrote thesfimodern
hit songs with both music and lyrics passed intagtosterity. In writing them exclusively and sgeeilly
for the theatre, they opened the way to an Edwarelia saturated with operettas and musical comedies

In London, the first theatrical production descdbe its own advertising as a "musical comedy" was
A Gaiety Girl(1893), which toured America the following yeardamas rapidly followed by numerous
“Girls," then a series of "Belles." Titles variattle, and gradually an all-purpose plot establishself.
When the American musical arrived around the tdith@ century, it changed the West End concept
forever, but it wasn't untDklahomal(1943) was exported that the British version of itaiscomedy
appeared substantially outdated. "British produeescomposers alike went into a state of proloraget
understandable shock," as editorialized by SherMarley, arts editor and drama critic Béinchsince
1975. The well-known London writer/theatre histaradds, "they only really began to emerge in th&0%9
with the advent of Rice and Lloyd Webber."

The growth of the American musical theatre follovilee development of cultural consciousness and
national maturity in general. The minstrel show—eabination of songs and dances with banter and
variety sketches presumed to represent SoutherroNelglore—was among the first indigenous forms.
Early variety shows—with music and pantomime—bordvirom the English music hall, then underwent
transformation in the saloons, becoming vaudeuitid burlesque, later the revue; the extravaganza, a
hybrid of French extraction, was also popular. ean operetta flooded the New York market after the
Civil War (1861-65), stimulating experimentationrn which an authentically American musical style
began to take shape.

The patriotic productions of George M. Cohan (18883) debuted in 1901 and continued for 27
years, advancing a new assertion of nationalisthemusical stage. Literally born in a theatre aften
his own star performer, the consummate showmaonesmes regarded as the father of musical comedy,
his first successes in primitive book musicalgdaévues. In his 58 years on the stage, Coharewnote
than 40 plays, collaborated on 40 others, helpgadduce another 150 and published over 500 songs.

Another famous figure epitomizing early show bussaas producer Florenz Ziegfeld (1867-1932),
whose sumptuougiegfeld Folliesof 1907 inaugurated two decades of nearly annutibad of spectacular
music revues and initiated dozens of copies, sathering to a book of sorts. While providing traigin
ground for theatrical composers (Irving Berlin,alae Kern and Richard Rogeaamong them), these
productions propounded the need for more sophisticiare in a public weary of repetition.

World War | (1914-18) had bought an abrupt enduoogean importation and a crucial
independence to the American theatre. The new miydike the society for which it was composed, Wwas



achieve a far greater informality, simplicity andedtness than its forebears. The pivotal productio
introducing the new idiom waShow Boaf1927). Representing the consolidation of earti@ovations,
this Jerome Kern-Oscar Hammerstein Il landmarkaitatl a move in the direction of integrated musical
with fresh music and lyrics, and books that couakbive audiences.

The end of the 1920s signaled a turning point @mAmerican musical theatre, wihow Boathe
salient link between past and future. Ragtime anderimportantly, jazz, the musical speech for the, a
influenced those writing for the stage. The fistiisd movie appeared in 1927, Al Jolsofte Jazz Singer,
and radio techniques being developed during thadiwould effect all forms of entertainment outsioe
home. While the Depression would be felt throughbatcountry, it forced the makers of musical theeat
to substitute imagination and creative inventiontfe expensive trappings that lured — then Iulled
audiences.

The first generation of Broadway composers, whotevfiom the 1920s into the 1950s, was
dominated by the giants of the American musicaatitee Kern, Irving Berlin, Cole Porter, George
Gershwin and Richard Rogers. The artists who caigith the basic style, sound and tradition of mulisica
comedy defined it for the international stage aralijgled a repertory of musicals and songs thatttoies
an American cultural institution. By 1948, when trgertainment world was invaded by television rsoo
its strongest competitor, musical comedy was firestablished as a contender for supremacy on the
Broadway stage.

The following generation of songwriters were thefpssionals who perfected the form and created
the shows that established musicals as the predmninineatre of Broadway. Maintaining the traditadn
composer-lyricist partnerships, composers who witeé@ own lyrics became the exception, Jerry Herma
and Stephen Sondheim among them. Librettos werglvefined as the halcyon years of musical comedy
extended into the 1950s, and in 198/&st Side Stompyremiered. With music by Leonard Bernstein, the
trail-blazing musical gave Sondheim his initial Bdway credit as a lyricist. Based on a conception b
choreographer/director Jerome Robbins, it prefacemvement toward production-oriented "concept
musicals," creative staging that would threateansiorp the absolute province held by conventionabkb
musicals." Intent on differentiating musicals frphays—delineating the form as an entity—"concept
musicals" blended as one elements previously pregéndependently; book, music, lyrics and danceewe
combined in a ballet-like collage, integrating @nitas form.

WhenHair (1967) became a popular worldwide hit, "the Amaeritidbal love rock musical" was
dismissed by the Broadway establishment as an eagsanent and unpleasant accident. In 1970, Stephen
Schwartz offered traditional theatregoers a soméwlwgie palatable portrait of the "love generatiant
its music inGodspell.The following yearJesus Christ Superstapened on Broadway, the work of British
outsiders Andrew Lloyd Webber and Tim Rice. Denaghas an audacious, if not iconoclastic treatmént o
a sacred subject, the musical depicting the lagrsdays of Christ's life in rock and roll won sevieony
Awards and ran for two years in New York and fatezade in London.

Having debuted as a best-selling "original castistbbefore there even was an original cast,
Superstamttracted young audiences raised on Elvis and &zl that Broadway had lost. The title song
was a radio standard for years, and "I Don't KnawH o Love Him" a million seller for two different
artists. Concert versions, many unlicensed, spumall over the U.S., and young people uninterested
old-fashioned music came to see what they perceigerock concert of a favorite album. In fact,
financing for the album had been sought becausmeonvould back it on stage; after being rejected by
RCA, which had passed on the 198y Fair Lady, Superstawas finally recorded in large part because of
the 1969 success of The Wha's "rock op&mahmy.

During the 1970s, Sondheim premiefagllies, Company, Sweeney Taatitl ALittle Night Music,
his biggest commercial success; in 19X%;horus Linenade its historic bow, settling in for an
unprecedented 15-year engagement. A year lateydlMédebber and Rice reappeared on Broadway with
Evita,again a popular album before stage presentatiomieddy established in London. The semi-



fictional Brechtian account of the career of Argea's Eva Peron became an international blockbuster
running in London for eight years and in New Yook four, in spite of tepid reviews. Deemed by Bhiti
critics the best thing to have happened, musieaily industrially, to the West End since World War |
Evitaappealed as theatre on its own terms, rather thancancert with plot, as in earlier criticisms of
SuperstarComposed entirely of Latin rhythms, the inventieere includes the powerful "Don't Cry For
Me, Argentina."

Broadway returned to an innocuous status gumieand42nd Streethe decade's concluding hits.
The Great White Way was fading; audiences needddnishing and conventional musicals weren't
attracting a new generation grown to expect mordég$eentertainment dollar. Sondheim was writing
innovative shows, all well respected but some tmyébral” for mass consumption; other Broadway
composers clung to convention. In the past, musieadtre grew as it changed with the economics and
tastes of its age; the world was entering the 1980®ut it.

Retrospectively, Lloyd Webber biographer Michael I$#ia a music critic and associate editor of
Time,notes, "Andrew Lloyd Webber's contribution has beerecognize that the Rogers and Hammerstein
musicals he grew up with are as closely aligneth&r time and place as Mozart's operas or Wagner's
music dramas to theirs, and that the circumstatiwsgave rise to them are irrevocably changedst ds
T.S. Eliot found historic precedent inadequate emeéted new poetic frontiers for his own day, thiigh
composer based his music in contemporary cultutieerathan on antiquated musical theatre models.

* % *

A new era finally arrived on Broadway via the WEsid—no small cause for chagrin in New York
theatrical circles—with the 1982 openingCsts,Lloyd Webber's unique musical entertainment based o
the Nobel Prize-winning poet3ld Possum's Book of Practical Cal$he elaborately designed and
choreographed production, imaginatively staged tewdr Nunn of London's prestigious Royal
Shakespeare Company, was an immediate hit, stiling two decades later in factual homage to its
advertising slogan, “Now and forever."

As Lloyd Webber'Song and Danchad joined Evita earlier in 1982, it was increabirgiear the
composer's success was no fluke; this Englishmanpnaving the major force in revitalizing a form
thought to be American but fallen on hard timese €hormous expense of mounting Broadway musicals
and resultant ticket prices necessitated prodwnedsublic alike demand reciprocal value, a bloskdx
Lloyd Webber delivered. His unusual combinatiomufsical styles, operatic technique and intuitizegyst
sense had a timely appeal audiences loved. Eslbefising opera with musical theatre and high
production values—imperative in a world weaned avie magic and electronic sound—the new formula
for success was a marketable, exportable intemmatentertainment, enunciated by brilliant visuasidn
and expressed entirely through music.

Catswas a theatrical event; it was phenomenally popahar beloved. Companies appeared all over
the globe, tapping foreign markets unavailabletteoEnglish productions; it was even a hit in E&ara
country long resistant to musicals. An ensembleslitts neither dependent on stars nor cultureifipgc
its subject, familiar to all, is communicated ir thniversal language of music. Theokmusical was
difficult to export; opera, the original “booklessiusical (devoid of dialogue) is easily understood
virtually any tongue. Lloyd Webber rewrote the site synchronize the musical theatre with the dafvn
the 21st century.

CURRICULUM LINKS

The phenomenal worldwide appealCdtsis ageless; student audiences range from elementaopisc
through college. Th€ats HANDBOOK FOR TEACHERSay be used at different levels of instruction by
adjusting the depth to which analysis or discussatirected.

Andrew Lloyd Webber's musical of T.S. Elio®d Possum's Book of Practical Catauisiquely suited
to supplement academic curriculum. The richnesh@Mmaterial offers teachers in a variety of sulsjac



wide range of options and topics that can be readiéd in the classroom.

Extensive background information is included in et ®NDBOOKTto stimulate study ideas in
English/literature, drama, music, history, art/desidance/movement/physical education, geograptigiso
studies and foreign languages. Creative teacheydinththese suggestions motivation for other datal
learning.

BEFORE THE SHOW

1. The following sections of théats HANDBOOK FOR TEACHERII be helpful in preparing the class
for what it will be seeing prior to performance:

CATS (Introduction)

T.S. Eliot's collection of poems titl&dld Possum's Book of Practical Catsd Andrew Lloyd Webber's
musicalCatsare placed in contemporary context

ANDREW LLOYD WEBBER

A brief chronological outline of the British commas accomplishments, including the significanc€ats
in relation to his body of work

THOMAS STEARNS ELIOT

A brief biographical outline of the Nobel Prize-wing poet, including analysis and historical pecsipe
of his work and the relationship Bfactical Catsto the whole

TSE'S 'PRACTICAL CATS'

An explanation of how and why the "serious" poetterthe "whimsical" volume, and its evolution from
conception to printed page

ALW'S IMPRACTICAL CATS

An explanation of how, why, and with whom the corsgioproduced the unlikely musical, and its epochal
path from inspiration to stage

2. ReadingDld Possum's Book of Practical Catts-the class, as an individual assignment, orgreap
out loud—will add greatly to the enjoyment and uistknding of the adaptation of Eliot's poetry to
music inCats.(The slim volume is available in most school antljguibraries, as well as in various
online forms.)

Note: The GLOSSARY (UNFAMILIAR NAMES & PLACES INDLD POSSUM'S BOOK OF

PRACTICAL CATShcluded at the back of tHeéANDBOOKwill be of considerable help in interpreting
the poetry in print and on stage

AT THE THEATRE

Some general guidelines apply to classes in aJestd) students should have some preparation éor th
unique experience of going to see live theatreb#tevior expected of them, and what to expeatturn.

Catsisa special kind of musical, performed in non-stop sa and dance. The show is continuous
music: The entire story is sung, and there is no sfren dialogue without musical accompaniment.



Depending on the age, maturity and previous thegdieg experience of students, teachers will want t
suggest some or all of the following pointers fwgit own enjoyment and that of those around them:

1. Being seated as a member of the audience carresponsibility, including the agreement to saspe
reality: It's important to believe what is happenon stage is real and happening—live—before your
eyes.

2. YOU are the audience. In theatre, the audiefmgs@n important role in the experience. Listen
carefully and quietly. Let the production unfolddaenfold you. Remember, there are many other people
sitting in the audience around you and your grawgh they, too, need to hear every word and must not
be distracted or disturbed. Everyone wants to ettjeyperformance.

3. A very special relationship between the actosthe audience is established during a performarioe
actors are aware of your presence and your respaasestimulate or stifle the show. If you're payin
attention, your natural reactions will be approridaughing when it's funny, and so on). When the
house lights go down and the stage lights coma yerformance especially for you begins; it's an
opportunity only live theatre can provide.

AFTER THE SHOW

1. Cats HANDBOOK FOR TEACHEREctions especially useful
in post-performance discussion and critical analysi

STAGING THE MAGIC

A detailed synopsis of the physical aspects optiegluction, including the setting, costumes, makeup
choreography, and humans performing as cats

THE MUSIC OF ANDREW LLOYD WEBBER

An analysis of the types of music usedCiatsand the composer's other stage productions, asaw/éte
influence his background, experience and heritaye had in the development of a unique new form of
musical theatre

HISTORICAL PERSPECTIVE

The evolution of modern musical theatre, tracedfthe rebellion against grand opera to its conteanyo
return to operatic roots

2. Reviewing the production—as an individual wrtiessignment, as a group effort with separate eltsme
assigned to different students, or in classroomudision—will help clarify the experience, articelat
impressions and evaluate opinions.

Discuss the role critics play in the theatre

Reviews serve as consumer guides for the publicoéted as tools for advertising and promoting aypla
Explore how a critic looks at, analyzes and wrébsut a production. Compare a professional critic's
review ofCatsin your local newspaper with class-written onesngder what points in the newspaper
review would make you/your little brother/your gdemother want/not want to see the show. Considet wha
guotations from the review might persuade othedestits to see it.

Support your own critical opinion
A review, whether written or spoken, should giveafic examples from the show that support the

reviewer's opinion. Remember that when asked "Witthyou think of the show?" by a friend, a response
of "great" tells them nothing about the show; iedio't help someone who hasn't seen it formulatéesn



of exactly what the production is like.
Compare/Contrast opinions

Start by listing and describing all the product@ements, and give your reaction to each, with an
example indicating why you formed that opinion:

Characters / Acting / Singing / Dancing
Set / Props / Lights / Special Effects
Costumes / Makeup
Script / Music / Directing
Note that, just as professional critics differ amgt may praise the same show another dislikedestud
reviews are no less subjective. There may be ay diifferent opinions of one theatre performance as
there are people seeing it; discuss why and pessifillences on people’s opinions.
STUDY GUIDE

Following are specific suggestions—at elementargrimediate and advanced levels—for discussion,
written or oral assignments and/or individual aougr projects, referenced by sections ofClads
HANDBOOKas source material.
TSE'S 'PRACTICAL CATS'

1. Students owning pet cats describe their vari@its and behavior, then assign appropriate names
by

. making up a name that sounds right
. combining traits to make a name
c. suggesting figures from history or literaturdito

oo

2. Identify the characters Datsby describing how their names relate to their peaites

3. Suggest cat names for family members, frieraighers and other persons known personally, theen fo
people identified by occupation or type (doctorpester, movie star)

4, In the poem/song “The Naming of Cats," who welao, Ademetus, Electra and Demeter?
5. Translate the word "cat" into a language youstwdying and do exercise #1 in that language

6. Make up a cat character and write a descrigifat) write a story, narrative poem or rap song
describing one or more cat character(s) and acttit

7. ConsideringPractical Cats'a unique collection of children's poems for adulidentify lines in the
poems with double entendre

8. Find parallels between cats and their situataomor activities in the play and those of peaple
1930s England

9. Describe a human situation or activity in corgenary life and assign a stage setting, charaateds
activity for feline counterparts



ALW'S IMPRACTICAL 'CATS'

1. Discuss the reasons you like/dislike T.S. Hidtactical Catspoetry and why you like/dislike the
musicalCats; discuss how they are alike and how they differ .

2. Eliot said that cats are very much like humaindpe Catsdirector Trevor Nunn suggested that the main
reason we're fascinated by the creatures is thmnigsterious way they allow us more clearly to see
ourselves. Discuss how people and cats are siamldthow they differ.

3. Discuss the "standards" by which we judge padeitay; musical theatre productions; movies; music;
other people. What makes these standards changegrieahey revised and why?

4. Discuss the reasons certain songs become hélyze what it is about "Memory" that popularizédo;
select currently popular songs and analyze thecesss. How many other pop songs can you think of
now and in recent years that were taken from staggcals?

5. Select a poem from Eliofractical Catsthat wasotincorporated into the music@latsand

a. Suggest a style of music to best interpret g@amng

b. Discuss possible reasons why it wasn't includéghts

c. Discuss where it might fit in were it to be use€ats

d. Develop your own scene as if it had been indudeéCats; cast it from the class, select a director and

perform it as if it were taking place on the junid/aet

6. Select a short poem of any other poet you've stuaiigl

a. Suggest a style of music to best interpret &amng
b. Discuss how you might go about staging it asexact play: decide on a setting, costumes, casiog

7. Compare a work of Puccini's with Andrew Lloyd b%er's "Memory": how are the melodies similar,
and how are they different?

STAGING THE MAGIC

1. Identify 10 familiar objects or props includedthe set. How do they relate to and/or furthergtory?

2. How does makeup in the show help each actotechés or her own cat character?

3. Describe the types of movement/dance performyatidocast members to make them appear like cats

4. How was the audience included in the play; hawlia you describe the audience's reactions duhiag t
show?

5. What makes live theatre different from readimgpam? Seeing a movie? Listening to music? Attendin
a symphony? A rock show? A dance concert? Howterset activities alike; what's required of the
performers and the audiences at each?

6. Describe the costumes for various cat chargdterg do they help identify each as independent
personalities? How does the clothing worn by yofiieand or relative, your teacher, a rock singédierz
and/or help define the wearer?

7. Continue the action of the play beyond the emgivu've seen; create the next scene yourself

8. Assuming an unlimited budget, how would you oo® the cat characters in your own
story/poem/song? What would be the setting? Dresigis of the costumes, makeup and setting.



9. Create makeup for one of the cat charactersuin gwn story

a. using the "ethereal” (light, airy, delicate estilal) effect selected for the show's cats

b. using a totally unrealistic "cartoon" likeness

c. using the photo realism biational Geographienagazine to create literal cat makeup

Before executing the design, do a character arslgisiscribing in detail age, heredity, race, emrirent

and temperament; also consider facial featureleysgertain to your character, including hair, dsee

mouth and nose. The objective is to create a caseface exemplifies these characteristics.

10.Choose 10 feelings, ideas or attitudes that eememunicated ilCatsby various characters; then,
working individually or as a group, create cat-likevements to communicate these nonverbally,
emphasizing in the rehearsal process:

a. Variety of movement

Use the entire body, not just feet, hands, heaglcambinations of fast and slow actions as welities or
no action; use the entire performance space, ancpsion different levels if possible.

b. Ensemble performance

Like the performers ilCats,each cat is a part of the whole; it is what themgwnicate together that's
most important

Further application: Select music fradbatsor another source to accompany and enhance therpearfce;
combine into a program to present before an assshzhldience

THE MUSIC OF ANDREW LLOYD WEBBER
1. What musical instruments can you identify byrimgathem inCats?

2. Discuss other possible interpretations of theimuror example, if Rum Tum Tugger were a country-
western singer, how would his musical represemalifer; what are other possible artistic choices?

3. Identify musical styles i€ats:which number is a fugue, which are ballads, etc.
4. Analyze different styles of music in terms of #fmotions they evoke and cite examples
5. Discuss similarities in contemporary artistssiowvith the work of ones who may have influendeeht.

6. Suggest advantages/disadvantages of a musgzilgiion being "through-composed”/written entirigly
music

CATS STATS

1. Using a world globe, locate some of the intéametl cities in whichCatshas been seen: London
(England), New York (USA), Tokyo (Japan), Hambu@g(many), Budapest (Hungary), Vienna (Austria)
Toronto (Canada), Oslo (Norway), Helsinki (Finlandjnsterdam (The Netherlands), Stockholm
(Sweden), Paris (France), Mexico City (Mexico), igar(Switzerland), and Sydney (Australia).

2. Discuss traditions: what are they; name sonthtinas and consider how they came about.

3. What similarities can be found in a comparismpérennially popular entertainments suci las
Nutcracker, Cats, A Christmas Carte circus, Ice Capades, rodeo, etc.



HISTORICAL PERSPECTIVE

1. What elements of opera make it "less accestililee masses"? What elements of opera are becoming
popularized in the music of ALW, and why are thegrenaccessible in contemporary life?

2. What doe€atshave in common with the productions of George Mh&h and Florenz Ziegfield?

3. Identify influences irfCatsof opera, operetta, English music hall and conteamyaock.

4. What are some examples of how our musical 'dniages"” reflect current events (before the wagr aft
World War I, during Vietnam, today). What natiomalinternational news events of the last decade ca

you think of that might be appropriate as a mu8ical

5. Trace the parallel development of dramatic plaigs musicals in theatre history (Eugene O'Neilla
Tennessee Williams with Rodgers and Hammersteir), et

6. Examine how collateral advances in industry etinology as well as changes in government and the
economy affected the growth of the American mudicaatre.

7. Suggest other topics, like the Bible and céaist, are not culture-specific and might enjoy poptyan
many countries if made into a musical.

8. How can it be said that music, like mime, isuaiVersal language"?
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GLOSSARY
UNFAMILIAR NAMES & PLACES IN OLD POSSUM'S BOOK OFRACTICAL CATS

"THE NAMING OF CATS"

Plato—Greek Philosopher

Ademetus—mythological figure whose wife Alcestisdlito save his life
Electra—daughter of Agamemnon in the Greek Oretrdagy
Demeter—Greek goddess of the harvest

"THE OLD GUMBIE CAT"
Tattoo—an outdoor military exercise given by theylsh troops as an evening entertainment
"THE RUM TUM TUGGER"

flat—apartment
larder—pantry; closet where food is stored
muddle—mess

"BUSTOPHER JONES: THE CAT ABOUT TOWN"

St. James Street—a street of expensive storesriddro

Brummel—George Bryan, a.k.a. Beau Brummel, an Bhgliandy (1778-1840)
Senior Educational

Joint Superior Schools



private clubs whose members differ on educatidmedties
Fox's
Bllimp's
Stage and Screen
Pothunter's
Drones
Siamese
Glutton
Tomb
restaurants and clubs in London
Pall Mall—wide street from Trafalgar Square to Bingfham Palace where people walk to show off clothes
spats—elegant coverings worn over one's shoes

"MUNGOJERRIE AND RUMPELTEAZER"

Cornwall Gardens
Victoria Square
Launceston Place
Kensington Square
areas of London
vests—undershirts

"OLD DEUTERONOMY"

Queen Victoria—Queen of England (1837-1901)

physiognomy—qualities of the mind or character shalvough facial features vicarage—home of the
vicar, who preaches at church

market day—weekday when farmers sell produce atistan the street

lorries—trucks

Fox and French Horn—a pub

"THE AWFUL BATTLE..."

Park—most likely Regent's Park in London
Bricklayer's Arms—a pub

Yorkshire—a county in the north of England
pipers—men who play bagpipes
Underground—the London subway

"THE SONG OF THE JELLICLES"

gavotte—lively dances
toilette—the process of grooming
terpsichorean—of or relating to dancing; from Térpesre, the Greek muse of dancing and choral song

"GUS: THE THEATRE CAT"

pub—an English bar

Irving—Sir Henry Irving, English actor (1838-1905)

Tree—Sir Herbert Bearbohm Tree, English actor/manét853-1917)
pantomime—elaborate play performed without words

Dick Whittington—Ilegendary mayor of London whose kealped him out of many problems
"East Lynne"—a popular 19th century melodrama

"GROWLTIGER'S LAST STAND"



Gravesend—port city on the Thames River
Oxford—university city in England
Thames—river that flows through southern Englardt fLondon and out to sea
Cottagers of Rotherhithe—people who live in small$es in the village of Rotherhithe
Hammersmith—area of London
Putney—town outside London on the Thames
Bandicoot—a very large rat from India or Ceylon
Molesey—town outside of London
Bell at Hampton—a pub or bar near Hampton
Lion—a pub
toasting forks—Ilong two-pronged forks used to Hmlead over the fire for toasting
strand—Iland at the river's edge; shore; beach
Wapping
Maidenhead
Henley
Brentford
Victoria Dock
English towns on the northern railway route

"SKIMBLESHANKS, THE RAILWAY CAT"

Night Mail—train that takes the late mail to thethoof England
Sleeping Car Express—an overnight train that makeg few stops
Crewe
Carlisle
Dumpheys
Gallowgate

villages and towns along the Thames River

"MACAVITY: THE MYSTERY CAT"

Scotland Yard—the investigative unit of the Britigblice force; similar to the FBI in the United &ts

Flying Squad—special police group for containingatite situations; somewhat comparable to American
"SWAT Team"

Foreign Office—department of British government isamto the United States State Department

Admiralty—department of the British government danto the U.S. Navy

"MR. MISTOFFELEES"
Prestidigitation
Legerdemain

sleight-of-hand; magic tricks

ADDITIONAL RESOURCES

The latest information about "Cats" and other Amdtdoyd Webber shows is available on the Interriet a
the Really Useful Company website. The addredsttig://www.reallyuseful.com
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