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HOPE HARCOURT:
Beautiful debutante

MOONFACE MARTIN:

Gangster, 

Public Enemy #13 

EVANGELINE HARCOURT:Hope’s mother
ERMA: Gangster’s moll

LORD EVELYN OAKLEIGH:
Wealthy Englishman, 

and Hope’s fiancé

BILLY CROCKER:
Assistant to Elisha Whitney

Elisha Whitney:
A tycoon

RENO SWEENEY: 
Evangelist turned nightclub singer

WHAT: All aboard for Roundabout Theatre Company’s saucy and splendid 
production of Anything Goes, winner of three 2011 Tony® Awards including Best 
Musical Revival and Choreography! Peppering this Cole Porter fi rst-class 
comedy are some of musical theater’s most memorable standards, including “I 
Get a Kick out of You,” “You’re the Top,” and of course, “Anything Goes.” Don’t 
miss what the AP exclaims as, “So delightful, so delicious, so de-lovely!” 

WHO: Music & Lyrics by Cole Porter; Original Book by Guy Bolton, P.G. 
Wodehouse, Howard Lindsay and Russel Crouse; New Book by Timothy Crouse 
and John Weidman.  

WHEN: 1934.
WHERE: New York City & The S.S American.

OCEAN TRAVEL: Shipping companies delivering letters and small packages 
across the ocean in 1817 began taking passengers as a means of supplementary 
income.  Engines and propellers allowed sail boats to grow into ocean liners 
and carry more passengers across waters for business trips and sightseeing.  
Soon passenger transport became more profi table than mail transport, and 
an industry for ocean travel was born.  The S.S. American in Anything Goes is 
based off this idea.
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As a lyricist and composer, Cole Porter remains 
unrivaled in his wit, cleverness, sophistication 
and double entendre of lyric, writing nearly one 
thousand songs.

ALL ABOARD: COLE PORTER

“THERE HE GOES, MR...” COLE PORTER

Begin the Beguine:  Born into a wealthy protestant family in 
Peru, Indiana on June 9, 1891, Cole Porter was named for his 
parents Samuel Porter, shy small town druggist, and Kate Cole, 
pampered daughter of the richest man in Indiana.

What a Joy to Be Young:  Cole began playing the violin and 
piano at age six, and composing songs at age 10. He was sent 
to an east coast boarding school at the age of 14, where he 
became class valedictorian and met his � rst music mentor, who 
impressed upon him the intimate relationship between words 
and music.  

Hail Yale: As an undergraduate at Yale, Cole created several 
full-scale musicals each year, and wrote 300 songs including 
football � ght songs–some still used today.

Goodbye, Little Dream Goodbye:  Cole’s wealthy grandfather, 
who subsidized the family, was determined that Cole should 
become a lawyer, and made sure his grandson enrolled at Har-
vard Law School.  In his second year however, Cole switched his 
studies to music, and never told his grandfather. Cole � nally 
abandoned his studies to begin working on Broadway, but his 
� rst Broadway show was a dismal failure.

Be a Clown:  Determined to escape the failure of his � rst Broad-
way show, Porter � ed to Paris, France in 1917, the same year the 
US Dra�  was enacted.  He lived a life of extravagance and luxury.  
His parties became famous for their lavishness and outrageous-
ness, where gay and bisexual activity and drug use ran rampant, 
and no expense was spared. Friendship:  Porter met Linda Lee Thomas, a wealthy southern 

American socialite in Paris in 1918.  Although Linda was well 
aware of Porter’s homosexuality, a marriage of convenience fol-
lowed, based on deep respect and friendship. For Linda, the 
marriage provided continued social status; for Porter, compan-
ionship and a front as a respectable married man at a time when 
homosexuality was not socially acceptable. 

You’re the Top: Finally Cole Porter had his � rst hit song:  “Let’s 
Do It, Let’s Fall In Love” written for the 1928 musical Paris.  This 
was followed by a succession of shows and � lms out of which 
arose songs that became instant hits and today’s classics.  In 1934 
he opened his greatest triumph to date,  Anything Goes.

In the Still of the Night:  Only three years later, Porter su� ered 
a horseback riding accident in which his horse rolled over his 
legs, nearly crippling him.  Over the next several years, he would 
undergo 33 operations to save his legs. 

Carry On:  Although struggling both physically and emotion-
ally, Porter continued to work and write successful productions, 
including Can Can and Silk Stockings, turning out what many 
consider to be his greatest hit in 1948:  Kiss Me Kate.

Bon Voyage:  Porter lost the battle to save his right leg in 1958, 
and it was amputated.  He grew increasingly depressed and con-
tinued to decline physically, before dying on October 15, 1964.  
He is buried between his father and Linda in Peru, Indiana.
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Of � ee I Sing onstageFred Astaire and Ginger Rogers in � e Gay Divorcee Of � ee I Sing poster

hen Anything Goes set sail in 1934, 
the American musical was still 
� nding its sea legs.  Broadway in 
the 1920s was dominated by plush 
revues like the Ziegfeld Follies and 
musicals with featherweight stories 

that had little connection to their songs. In 1927, Showboat, 
by Jerome Kern and Oscar Hammerstein, changed every-
thing with a ground-breaking book portraying marital 
problems, racism, and alcoholism, and had a uni� ed, char-
acter-driven score.
 Broadway continued to provide escapist entertainment 
in the early 1930s, but welcomed overtly political topics, 
as well as social and economic satire. George and Ira Ger-
shwin created a series of hit shows with strong scores and 
breakout songs, spearheading these new subjects for musi-
cal theatre.  � e political satire, Strike Up � e Band (1930), 
portrayed a war between the U.S. and Switzerland over 
chocolate tari� s.  In 1931, Of � ee I Sing satirized an Amer-
ican presidential election and became the longest running 
book musical of its time.
 Anything Goes satirized the rich and glamorous set 
and was inspired by celebrities including criminals John 

Dillinger (rumored to have escaped by trans-Atlantic ship) 
and Baby Face Nelson. Cole Porter’s lyrics reference the 
Rockefellers, Vanderbilts, Bishop Manning of New York, 
and even the Roosevelts.  First titled Hard to Get, then Bon 
Voyage, the show’s original book by Guy Bolton and P. G. 
Wodehouse involved a tragic event on a ship.  When a ship 
called the Morro Castle was wrecked o�  the coast of New 
Jersey just before rehearsals, director Howard Lindsay and 
press agent Russel Crouse quickly collaborated on a new 
book.  An atmosphere of urgency and crisis permeated the 
process: the � nal scene was written on a train to Boston the 
night of its out-of-town opening. � e show’s title emerged 
a� er actor William Gaxton replied to a question about 
making an entrance: “In this kind of a spot, anything 
goes!”  � e next morning, Porter arrived with the title 
song complete.
 Anything Goes opened at the Alvin � eatre on Broad-
way on November 21, 1934. It ran 420 performances and 
starred Ethel Merman. It became the fourth longest run-
ning musical of the 1930s, had � ve hit songs and marked 
the peak of Porter’s career. As the epitome of sophisticated, 
escapist entertainment and satire, it has been called “the 
de� nitive 1930s musical comedy.”

ALL ABOARD: MUSICALS

THE DEFINITIVE 1930’S MUSICAL COMEDY



How did this production of Anything Goes come 
about?  Todd Haimes, Roundabout’s Artistic Director, 
� rst mentioned Anything Goes to me back when we were 
doing � e Pajama Game.   He said that Roundabout 
had the rights to do a Broadway revival of Anything 
Goes and that he would love for me to do it.  I told him, 
“Absolutely.  Yes.” It took us awhile to � gure out when, 
where and who.  Also, we had to � gure out my schedule 
and Roundabout’s schedule.  I thought ideally that I 
would love to see Anything Goes in the new Stephen 
Sondheim theatre.  We needed time to � nd our leading 
lady and once we found out we had Sutton Foster on 
board, we were good to go.

What were you looking for in casting Reno Sweeney?
Reno is the center of the little universe on the S.S. 
American.  She is the only character who connects with 
everybody else in the play.  Billy is her friend, she has 
her Angels with her, she’s a star who everybody knows, 
she knows the Harcourts and she is the proprietress of 
a nightclub in New York City.  Because she works at the 
nightclub, Reno knows politicians, celebrities, gangsters 
and society people as well as people who just hang out 
there like Billy.  She knows everybody.  She is the pied 
piper in that way.  She says “anything goes” in that title 
number and everybody catches onto that spirit. 

Talk to me about casting the other characters.  Was 
it a di�  cult?   � is is a big, bright musical comedy 
that requires a certain amount of attack and energy 
but it also has to be played for real.  You have to avoid 
treating it like a cartoon in any way but it requires that 
heightened style that takes a certain kind of actor to do.  
All of these characters have to live large and they have 
to be comfortable in that place; being bigger than life in 
some ways and also believable and truthful.  It acts like 

a farce.  � e English country house has been replaced 
by an ocean liner and you’ve got all these people in one 
contained place.  It’s the best kind of comedy because 
everybody needs something, wants something or is 
trying to hide something.  Nobody in the show does 
things they think are funny.  � ey are just doing things 
they need to do.  

� e ensemble has to tap and do it all, right?  Yeah.  
� e myth about Anything Goes is that it is a big tap show 
but there is only one tap number in it.  It’s not like 42nd

Street where you have tap number a� er number a� er 
number.  What is fun about this show is that all the 
numbers have a very distinct � avor to them.  “Anything 
Goes” is a big bright celebration of a tap number which 
is di� erent than “Blow Gabriel Blow” that starts o�  as 
a show within a show with Reno and her Angels and 
ends in a spontaneous Evangelist celebration.  � ere are 
always lovely moments with Hope and Billy.  In “Easy to 
Love” she is resisting him not sure of her heart and in 
“It’s De-Lovely” she releases and gives into her feelings 
a little more.  Today we were just working on “Gypsy in 
Me” which is when Lord Evelyn shows his true spirit to 
Reno catching her by surprise.  � ere are a variety of 
� avors in this style and choreography.

� is production is set in the 1930’s—correct?  Yes.  
It is set in the year it was written, which is 1934.  It’s 
interesting to do this now because 1934 was the time 
when the country was just starting to come out of the 
darkest days of the Great Depression with Prohibition 
being repealed at the end of 1933.  � ere was a sense 

ALL ABOARD: DIRECTING
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of coming out of the dark into the daylight.  �ere was 
a little sense of release, relief and optimism in looking 
ahead.  It echoes where we are now as a country.  We 
hope we are past our economic and world crisis.  We are 
on the upswing again and it’s a great time to be doing 
this show.

Is this a piece that audiences want to see during hard 
times or is it a piece people just love any time?  I think 
of Anything Goes as a champagne musical.  It’s a delight 
and it’s a show that families can see.  It’s not directed 
at a young audience though.  Some family shows are 
made for children that adults are going to see as well.  
�is is a show that is smart, sophisticated and witty.  
Nobody puts more hidden meaning in his lyrics than 
Cole Porter in terms of his sly wit, double entendres and 
wonderful sexiness and suggestiveness in those words.  
Parents and adults can understand the double meaning 
and kids will just love the fun and splash of it all.  

Tell us about your process as a director/
choreographer? How do you work on a musical?  I 
feel like whatever project I’m working on, I spiral from 
the outside in.  Just like a spiral you have to go around 
all of those times before you get to the center.  You 
can’t just head to the center.  I feel like that with shows.  
�ere are a lot of times I’ll take a �rst pass at a song or 
a script and think that I don’t really know what to do 
with it.  I don’t know where it is going or heading but I 
know I have to let it spiral in slowly.  I have to read the 
script, listen to the songs, think about it, come back to 
it, think about design, think about what it is about and it 
may take up to a ��h pass at investigating something 
before the light begins to dawn.  �en you think, “I 
know what this is about, how to approach this and what 
our take will be.” When you are doing a show that is 
a classic show that already exists, you still have to do 
that same process.  You can’t just jump ahead.  You 
still have to read through the scene and think, “What’s 
going on in this scene? What time of day is it? What just 
happened to the characters before they come onstage 
for the scene?” It’s the same process every time.  Even 
though that is daunting sometimes, you have to take a 
breath and know that you will get there.  You have to let 
it evolve in that way.  

When a student says, “I want to do what you do,” 
what do you tell them?  �ere are all kinds of ways 
to be involved in theatre.  �e �rst thing they think 
of is performing because that’s the most visible.  �ey 
think, “I want to be up there and I want to be a part 
of that.” Of course there are all kinds of ways to be “a 
part of that”.  You try to let people know that there are 
musicians, designers, writers and o�ces all over the 
place �lled with people working in theatre.  If you go 
to the Roundabout o�ces, there’s a whole �oor of an 
o�ce building of people making those shows happen.  
�ere’s marketing, management, technical supervision, 
development and all kinds of departments that make 
shows happen.  We are in an age where people don’t just 
want to be an audience.  �ey want to be a star and we 
create stars very quickly these days.  I think that it’s hard 
because there is a lot skill involved in musical theatre.  
We see people become stars because they are big 
personalities with out having a lot of skill.  I think that 
people who want to be involved with musical theatre 
and be on Broadway in any aspect onstage or behind 
the scenes have to have skill.  �e only way to develop 
skill is through a combination of study and experience.  
You can’t short change that.  If you want to be a dancer, 
you have to go to ballet class, put your le� hand on the 
bar and do your exercises.  Do them everyday.  Same 
thing if you want to be a musician; practice, practice, 
practice.  Same thing if you want to be a designer.  Get 
a sketch pad and a pencil and start working.  �ere are 
all kinds of ways to be a part of theatre and you can be 
a part of theatre at all kinds of levels.  You can be on 
a professional level or an amateur level in a school or 
community theatre and it can be just as fun and joyous 
to be a part of.  To really do musical theatre takes skill.  

If someone were to ask what this show is about, what 
would you tell them?  �e show is about people giving 
themselves permission to do what they want and to let 
go.  Only by letting go can you �nd what you want, what 
you need, your true love and your destiny.
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How did you and Timothy Crouse come together to write a new 
book for Anything Goes and what was your process in collabo-
rating on it?   � e real impulse behind the creation of the new 
book was Tim’s mother and Russel Crouse’s widow, Anna.  Any-
thing Goes was � rst done in 1934 and it was her feeling that the 
reason there had never been a First Class revival of the show—
and there hadn’t been one in over � � y years—was that the book 
simply needed to be revamped.  It had been written by four of the 
most eminent librettists in the history of the musical theater: P.G. 
Wodehouse & Guy Bolton and Howard Lindsay & Russel Crouse, 
but under less than ideal circumstances.  As Tim explained it to 
me, Wodehouse and Bolton had departed for England a� er hand-
ing in a book which the producer, Vinton Freedley, felt needed 
work.  To make things worse, a key feature of the plot—a ship-
board � re—became unusable when the Morro Castle burned o�  
the New Jersey coast.  Freedley asked Howard Lindsay, the show’s 
director, to do a rewrite.  Lindsay insisted on a collaborator, and 
thus was born the team of Lindsay & Crouse.  Out of town tryouts 
were scheduled to begin in just two weeks and, working feverishly, 

ALL ABOARD: L IBRETTO WRITING
they � nished the last scene on the train to Boston.  � at was 1934.  
In 1984, Anna approached Tim, who was a major feature writer for 
Rolling Stone, and asked him if he and I would like to take a crack 
at a new libretto.  We jumped at the chance and set to work.  Our 
mission, as we saw it, was to transform a pre-Rodgers & Hammer-
stein musical into something resembling a post-Rodgers & Ham-
merstein musical, which meant tightening the structure, giving 
the characters more consistent through-lines, and integrating the 
songs more smoothly into the story—all this while maintaining 
the tone and spirit of a 1934 show which would still engage the 
audience as if it had been written in 1934.  Another thing: Over 
the years, the score to Anything Goes had somehow become an 
endless work in progress.  With every new production, songs were 
tossed out and songs from other Porter shows were added.  We felt 
an obligation to come as close as possible to recreating the score 
that Porter had written for that 1934 show.  Which did not mean 
that when we put songs back, we necessarily put them back in the 
same spots.  Nor did it mean we were above hanging onto a couple 
of songs which had migrated into the show and which were simply 
too good to reject.  Giving the show more contemporary “bones” 
meant respecting the original story, but rearranging some of its 
incidents.  This in turn meant reordering some of the songs and 
the way in which they were used so that they were less decora-
tive and, where possible, helped advance the plot.  Nevertheless, in 
1934 Cole Porter wrote a speci� c score for a speci� c show—and 75 
years later, we believe the score in its present form comes as close 
as possible to respecting his intentions and respecting the autho-
rial decisions made by him and his collaborators.

Will you be making any revisions to the libretto for this 
incarnation? Any new dialogue, scenes or songs? No new scenes, 
no new songs.  One of our intentions—in collaboration with the 
Cole Porter Trust—was to put an end to the notion that each new 
production of Anything Goes could in e� ect be “rewritten” by the 
creatives involved.  No one mounting a production of Fiddler on 
the Roof would dream of adding a Bock & Harnick song from She 
Loves Me or Fiorello!  We felt it was time to build the same kind of 
boundary around Anything Goes.  That said, every major revival 
provides an opportunity to � x lines that don’t quite work or to 
cut those that slow things down—in short, to tweak.  And we will 
certainly be doing that.

It seems that Anything Goes  has found popularity among audi-
ences during hard economic times— would you agree? Or is it a 
piece that entertains no matter when it is performed?
I think the show may play particularly well when times are 
tough and people are especially hungry for a stylish piece of pure 
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entertainment.  On the other hand, it’s stock and amateur licens-
ings have been consistently robust for the last twenty-�ve years, a 
period when the country’s certainly had its ups and downs.

Will you be involved in rehearsals?  Absolutely.  You always hear 
certain lines di�erently with new actors in a new production and 
I’m sure there will be things Tim and I will want to tweak.  Just as 
Kathleen, coming to the material fresh, will hear things that we 
don’t.  When she turns to the authors to discuss something, the 
authors need to be there.

What do you look for in a director?  Someone smart, talented, 
inventive, imaginative, collaborative, and a pleasure to be around.  
Someone like, say, Kathleen Marshall.

Who or what inspires you to write? What are you working on 
now?   Most of the musicals I’ve written have been grounded in 
history, American history.  Ever since my �rst show, Paci�c Over-
tures, I’ve been intrigued by who we are as a nation, who we tell 
ourselves we are, and the disparity between those self-descrip-
tions and how we actually behave.  Certainly Assassins and Road 
Show continued that exploration.  But of course I’ve been drawn 
to other, non-historical subjects as well, usually by the oppor-
tunity to work with an extraordinary collaborator.  Contact, an 
enormously satisfying partnership with Susan Stroman, is a good 
example.  As to what I’m working on now, we go into rehearsals 
with Road Show at the Chocolate Factory in London at the end of 
May.  Beyond that, I’ve got a couple of irons in the �re, but nothing 
I think I ought to talk about yet.

Do you have any advice for young people who may want to write 
librettos for the musical theatre?  See all the musicals you can.  
But just as importantly, read all the musicals you can.  At the risk 
of stating the obvious, writing a libretto is very di�erent from 
writing a play.  In plays people don’t burst into song.  In musicals 
they do.  And one of the tricks in writing a successful libretto is 
creating a style of speech that makes that transition seem natural.  
�e way the characters talk has to be heightened in some way to 
make this possible—but in between the songs, the characters still 
have to sound like real people speaking realistically.  Another key 

“Our mission, as we saw it, was 
to transform a pre-Rodgers 

and Hammerstein musical into 
something resembling a post-

Rodgers and Hammerstein musical”

point: brevity.  A scene in a play can build gradually.  Its pace 
can be almost leisurely.  A scene in a musical doesn’t have that 
luxury.  As a wise man (who just had a theater named a�er him) 
once said to me when I �rst started doing this work: make your 
point and move on—but again, without sacri�cing dialogue that 
sounds like real exchanges between real people.  Reading musi-
cals allows you to linger over exactly how this is accomplished 
when it’s done well, and when it isn’t.  (And if you want to start 
with an example of when it’s done brilliantly, read the opening 
scene in South Paci�c.)
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Laura Osnes as Hope Harcourt and Colin Donnell as Billy Crocker in 
Roundabout �eatre Company’s Anything Goes. Photo Credit: Joan Marcus.
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“Forced vegetarianism in place of the far more enjoyable 
chicken or meat meal was another matter.  To start with, it 
made for a grim table, not just exposing our poverty, but the 
inability of the parents to provide for my sister, Paula, and 
me.”  “A Child’s View of the Great Depression”  
 -Irving Louis Horowitz,

“� e positive element of the Great Depression, as I see it, was 
the way people worked together, neighbors helping neighbors. 
We can imitate their example because we have something to 
build on.”  -Lois Spear

“Shoes, of course, were a problem and many times I remem-
ber I wore out the soles down to the pavement, so to speak, 
and you had to put cardboard in there.  But then my father 
he got hold of some shoe forms–metal ones–and he would 
buy leather.  He would cut out the sole–with nails and a 
hammer on these shoe forms– he would put new leather on 
my shoes.”  
 -Richard Waskin

Watch a documentary from the U.S. National 
Archives that includes � rst person accounts and 
photos from the Great Depression

“Depression Cooking” with 93 year old Depression 
survivor Clara. She makes a bread dish and tells 
a childhood story.

THE DIRTY THIRTIES

“OUR GREATEST PRIMARY TASK IS TO PUT PEOPLE TO WORK. 
THIS IS NO UNSOLVABLE PROBLEM IF WE FACE IT WISELY AND 

COURAGEOUSLY.” —FRANKLIN D. ROOSEVELT, 1933

nything Goes is set in 1934 during 
the Great Depression, also known as 

“� e Dirty 30s”.  � e Great Depres-
sion arguably began with the New York Stock 
Market crash on “Black Tuesday”, October 29, 
1929, and was perpetuated by the farmer’s mort-
gage crisis which forced farms to foreclose due to 
low-priced crops.  Everyone in the United States 
and Europe su� ered the e� ects of high unem-
ployment rates and poverty at the conclusion of 
World War I.  One headline from a newspaper 
in 1932 read “Detroit Tastes Blood and Lead: 
Ford Plant Mobbed by 3,000 Idle”.  The content 
that followed told the story of 3,000 unemployed 
people who had stormed the Ford Motor Com-
pany building to demand food and jobs.
 Crime rates, family violence and psychologi-
cal problems were on the rise, but perhaps the 
best way to tell the story of what life was like 
during the Great Depression is through a series 
of anecdotes from those who lived it:

he Great Depres-
sion ended in 
1939 with the 

help of President Franklin 
D. Roosevelt’s New Deal 
initiative.  Families today 
however, living in the Great 
Recession may be experi-
encing similar situations of 
unemployment and poverty. 
Anything Goes condenses 
the chaos of our struggles 
into the diversi� ed cast of 
characters aboard the S.S. 
American and aims to help 
people forget their problems 
of today.

ALL ABOARD: AMERICA
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PUBLIC ENEMIES

Wanted poster for famous gangster John Dillinger

uring the Great Depression, 60 to 80 million 
Americans went to the movies each week, 
turning to Hollywood for reassurance.  In 
the face of doubt and despair, the movies 

helped raise national morale by providing escape and 
hope; even a couple of hours away from the troubles of 
everyday life could provide relief.  But even the breezi-
est entertainments were grounded in the social reali-
ties of the day.  

The earliest gangster � lms, such as Public Enemy
starring James Cagney, portrayed a world of gang-
sters, prostitutes, sleazy politicians, cynical journalists, 
and lawyers, all re� ecting despair about American 
life during the early Depression.  On a brighter note, 
Busby Berkeley’s musical spectaculars, such as Gold 
Diggers of 1933, featured large choruses of girls on 
ornate sets, � lmed in kaleidoscopic perspectives; but 
even these stories were still set in the realistic circum-
stances of the Depression.  � e Marx Brothers’ antics 
spoofed everything from patriotism to the upper 
classes.  In 1934, Frank Capra’s It Happened One Night 
introduced a new, good-natured genre: the screwball 
comedy.  Film critic Pauline Kael commented that the 
screwball comedies portrayed “Americans’ idealized 
view of themselves—breezy, likable, sexy, gallant, and 
maybe just a little harebrained.”
 � rough its most popular formulas—whether a 
poor boy climbing a dark ladder of success through 
crime, a back row chorus girl rising to stardom 
through luck, or a poor boy and a rich girl going 
through wacky adventures and falling in love— 
Hollywood movies helped Americans maintain both 
their faith in government’s ability to protect them, 
and their hope that individual success and a classless 
society were still possible.

In the 1920s,  J. Edgar Hoover gave several gangsters 
the title “Public Enemy” along with a designated 
number in order to identify them as the most wanted 
criminals in America.  Most of the public enemies 
were caught and dealt with by the FBI.  The notorious 
Al Capone was Public Enemy Number One; he was 
caught in 1931 just as the Gangster Nation accelerated 
into full force.  In 1930s, movies gangsters were 
portrayed as victims of injustices and thus were 
tolerated by the general public –who also felt like 
victims of injustices, caused by the Great Depression.  
� e most frequent crimes were bank robberies to 
acquire money and destroy mortgage notes.  Famous 
gangsters include John Dillinger, “Baby Face” Nelson 
and “Pretty Boy” Floyd.

Check out these movies! 
Gold Diggers of 1933 (1933)
Public Enemy (1931)
Marx Brothers’ A Night At the Opera (1935)
It Happened One Night (1934)

ALL ABOARD: HOLLYWOOD
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One of the main characters 
in Anything Goes is Reno 
Sweeney; an outgoing, self-
su�  cient nightclub singer 

who is a snapshot of the advancements 
in women’s rights over the course of 
the 20th century.  � e 19th Amendment, 
giving women the right to vote, was 
rati� ed in 1920 and the number of 
women in the workforce increased.  
The Great Depression, however, slowed 
down the � ght for women’s rights but 
the drive for equality accelerated in 
the 1940s.  Today women continue to 
challenge social boundaries.  
 Despite the extreme poverty hit-
ting most of the country, Hollywood 
continued to portray the glamorous 
lifestyle, and fame was a desirable goal 
for many women of the era. Being a 
debutante, as portrayed by the character 
Hope Harcourt in Anything Goes, was 
a fashionable and sought a� er lifestyle. 
Debutantes aimed at being part of the 
highest social circle to enjoy all the 
money and privilege that the upper-
class had to o� er.  As a result, there were 
some societal boundaries that women 
were desperate to cross. Mrs. Harcourt, 
Hope’s mother in Anything Goes, is a 
widow in need of future � nancial secu-
rity a� er the fall of the stock exchange. 
During the Great Depression there were 
approximately 75,000 homeless women 
in New York City alone because of the 
lack of jobs, savings, and spousal � nan-
cial support. Many mothers at that time, 
like Mrs. Harcourt, wanted to make 
sure their families were taken care of by 
the wealthier lot.

Debutante Brenda Frazier in the gown she wore to make her debut. 

WHAT A DOLL!
ALL ABOARD: GLAMOUR GIRLS



Blow Gabriel Blow! � e 
character of Reno Sweeney 
is an evangelist-turned 

nightclub singer who incorporates 
religious culture into her act. Reno 
Sweeney’s character was inspired 
by two real-life women of the 
day:  evangelist Aimee Semple 
McPherson and popular “speak-
easy hostess”, Texas Guinan. 
Author Edward Moran describes 
Evangelism as a religious style that 
“involves more than just bringing 
information about Christ and his 
teachings; it demands an ongo-
ing process of keeping believers 
enthusiastic about their faith.” 
Sometimes in evangelism meet-
ings, people gather in large stadi-
ums or theatres to hear sermons 
and choirs sing.

BLOW GABRIEL BLOW!
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Colin Donnell as Billy Crocker and Sutton Foster as Reno Sweeney in Roundabout 
� eatre Company’s Anything Goes. Photo Credit: Joan Marcus.

� e New Broadway Revival Original Cast of Roundabout � eatre Company’s 
Anything Goes. Photo Credit: Joan Marcus.



Tell us about Roundabout � eatre Company and its 
mission. Roundabout � eatre Company is one of New 
York’s largest not-for-pro� t theatres. Our mission is to focus 
primarily on revivals of great plays and musicals using the 
best artists in the world on three Broadway stages. And, 
somewhat secondarily, we have programming that develops 
younger, emerging playwrights into mature playwrights. We 
have an o� -Broadway theatre and a black box theatre where 
we do that. 

Can you give us a sense of what your role as Artistic 
Director entails? My job as Artistic Director is basically 
to choose the plays and the directors and oversee the 
productions from an artistic standpoint. I have to consider 
some of the more mundane things such as I don’t want to 
do four tragedies in a row. We want a diverse season for our 
subscribers. I have to keep � nances in mind so we can’t do 
four big budget plays in a row because we just don’t have the 
money to do it. � ose are the lo� y and mundane aspects 
to my job and it all has to do with trying to � nd the best 
possible work to put on our stages.

Talk to us about Anything Goes. When did you know you 
wanted to produce this musical? � e minute we � nished 
doing Pajama Game, which was a huge hit for us starring 
Harry Connick, Jr. and Kelli O’Hara. Kathleen Marshall 
was the director/choreographer and I thought, “Kathleen 
Marshall would be a brilliant director for Anything Goes.” I 
looked it up and, much to my surprise, it had been decades 
since Anything Goes had been seen in New York. So I got the 
rights. I made one call. I called Kathleen Marshall and I said, 
“Do you want to direct Anything Goes?” and she said, “Yes!” 
� is was perhaps three or four years ago. We slowly started 

to work on it; we wanted to make sure that the Sondheim 
� eatre was available. � ere was something booked in there 
at the time. We also had to � nd the right team and luckily 
we got all these exceptional artists to collaborate and the rest 
is history.

Why did you think Kathleen would be perfect as director 
and choreographer? First of all, Kathleen’s brilliant with 
dance and she’s great at reinventing pieces that have been 
done before. Pajama Game had been done many times and 
there were lot of sleepy productions of it. She brought it to 
life with her dance vocabulary and her ingenuity.  I had a 
feeling she would do the same thing with Anything Goes. 
I also knew that whoever was cast as Reno, the show had 
to be directed towards that actress’s strengths. And there is 
nobody better at tailor-making a role than Kathleen. She was 
so brilliant at showcasing Harry Connick, Jr.’s many talents. 
He had never been on a legitimate Broadway stage before 
and Kathleen really contoured the production utilizing all 
of his strengths and he came o�  magni� cently. I think she 
did the same thing for the role of Reno in this production.

What do you think constitutes the reason for the popularity 
for this musical? To put it simplistically, it’s just a joyous, 
joyous romp in the theatre. One wonderful song followed by 
another, most of them recognizable. And it moves quickly. I 
sit in the audience and I see that everybody in the audience 
has big smiles on their faces from the beginning to the end. 
In di�  cult times, and these are di�  cult times for some 
people, it’s fun to go to the theatre and escape into blissful 
happiness. Anything Goes is pure joy.
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JUST BEFORE THE TOUR, 
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EDUCATION DRAMATURG, 
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GOES
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� is is the second show Roundabout will be touring, 
having already done Twelve Angry Men. What was the 
decision making behind deciding to tour and what’s the 
di� erence between producing a regular season and a tour?
I said to my partners here at Roundabout, “Twelve Angry 
Men is just too good to only have a life in New York. � e rest 
of the country will enjoy it just as much.” And so we hired 
a booking agent and luckily our booking agent loved it just 
as much as we did. And so you start the process of trying to 
sell it to di� erent markets. I knew if we could get people in 
to see it from these di� erent markets they’d be turned on and 
would want to do it. And so slowly, but surely, they came in 
and we ended up doing a two-year tour.  Obviously, it’s great 
exposure for Roundabout to have our name seen around the 
country. It also makes us really happy that work that we’re 
proud of gets to be seen throughout the United States. 
� e hardest part of touring other than the business 
arrangements, which I won’t bore you with, is keeping the 
quality of the production high because our name is on it and 
we want people, whether it’s in Cleveland or Los Angeles or 
Pittsburgh, to see a production that’s every bit as good as the 
production they would have seen in New York City. And so 
Kathleen, the director/choreographer, the musical director 
and the whole team are working with me now to recreate 
Anything Goes in a way that it can move from city to city 
quickly and not compromise the integrity of the production.

Will you go out and look at it every once in a while? 
Absolutely. Everybody will be there for the � rst city, which 
is Cleveland and then I’ll go out and see it every few cities 
a� er that. 

I know you get copious e-mails from our subscribers. Can 
you share some of their thoughts about Anything Goes?
I’ve never gotten so many positive e-mails in my life. Our 
subscribers were in true ecstasy over Anything Goes. � ey 
just kept on thanking me. � ey’re still thanking me. It’s just 
one of those musicals that makes everybody walk out happy. 
Our subscribers love it.

It’s one of the two shows since I’ve been here where people 
go to the box o�  ce at intermission and buy tickets to come 
back.  � e other one was Pajama Game. 

What is your favorite part of the musical? Do you have a 
favorite song or scene or character? I like a lot of it, but 
I think the dance at the end of act one is truly masterful. 
I don’t really know how the actress playing Reno does it. 
I don’t know how you dance for eleven minutes and then 
start singing. It’s beyond human comprehension to me, but 
that’s why I’m not a dancer. Kathleen has built the � rst act 
so it leads to this crescendo of the song, “Anything Goes” 
with this unbelievable dance and with the audience always, 
always cheering at the end of it. It’s just magical to me. 
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� e New Broadway Revival 
Original Cast of Roundabout 
� eatre Company’s Anything Goes. 
Photo Credit: Joan Marcus.



Pre-show Activity #1:  HOW DOES A PERFORMER USE MOVEMENT TO COMMUNICATE?

In Anything Goes, dance and song communicate when words aren’t enough.  In this activity, let movement express character, 
thought, and feeling:  

1.   Divide the class into four groups of approximate equal size; one group will be the “Sailors”, one the “Ship Performers”, one the “Gangsters” 
and the fourth group, the “Stockbrokers”.  

2.  Each group collaborates to create three simple and distinct movements or gestures, each one communicating something about the character.  

3.   Create a brief movement piece, with a beginning, a middle, and an end, that tells a story about your character.  Movements and gestures can be 
performed in any order, collaboratively or individually, repeated or not.  Experiment with rhythm, tempo, pausing. 

4.   Pair two groups together and create a dialogue with your partner group, using only the movements or gestures belonging to your group

Ref lection:
How did you � nd ways to use movement/gesture to dialogue with the other group?        

Did you plan every move or did you react instinctively?           

Did movements evolve or stay the same?             

When were the movements of your group used most e� ectively to communicate a powerful idea?                                                              

Pre-show Activity #2: HOW DOES A LYRICIST WRITE LYRICS FOR A LIST SONG?

Anything Goes made popular the “list song”; a form introduced by Cole Porter and still used today.  � ink of who is “Tops” in 
your life.  Using � gurative language, how many ways can you tell him/her:  “You’re the Top”?

You’re the top!
You’re the                                        . (a building)
You’re the top!
You’re the                                        . (another building)
You’re a soaring note from my favorite song by                                   .                                   
You’re a                                          (something expensive),
A                                         (something emotional to read or look at),
You’re                                         (something silly and surprising).

You’re the                                         (a body of water).
You’re the                                         (a place).
You’re the smile
On a                                        (whatever has a smile you love).
I’m a worthless                                       (when you feel bad), a total wreck, a � op;
But if, baby, I’m the bottom
You’re the top!

Ref lection:
Look at the language you chose for your lyrics.  What does your person and this speci� c language have in common?   

If you’re feeling ambitious, do some revisions and try to rhyme the lines as follows in both 8-line stanzas:  Lines 2 & 4; lines 5 & 8; 
lines 6 & 7.

ALL ABOARD: ACTIVITIES
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Post-show Activity #1:  HOW DOES A LIBRETTIST INCORPORATE A SONG INTO THE LIBRETTO 
OF A MUSICAL?

You’ve seen how the authors of Anything Goes created scenes in which the characters shi�ed from speaking to singing.  What 
kinds of situations motivate a character to shi� from speaking into singing?

Choose your favorite song (anything goes!) and think about how you would include it in a musical.  �ink of the character(s) who 
would sing it, and what situation would they be in that makes them NEED to sing the song. 

NAME OF SONG:

WHO will sing it:  (who are your characters?)

WHAT is happening before the song that makes it necessary?  

WHY does your character need to SING instead of speak? 

                                                                                                                                                                                                                                          

Now, write the dialogue that builds up to the song to show you move from the scene to the song.                                                                                                    

                                                                                                                                                                                                                                   

                                                                                                                                                                                                                                           

               

You can perform these scenes – and even the songs – for each other in your classrooms.

Post-show Activity #2: HOW DOES A PLAYWRIGHT USE IMAGINATION TO CREATE STORIES?

During your visit aboard the S.S. American, you followed a group of comedic characters through some unusual adventures.  �ink 
about how the show ends. Choose your favorite character, and create a monologue for him or her (a speech for one speaker).  He or 
she can talk about what happened to her/him during the voyage, and what he/she is doing one year a�er!  

•	 Who	am	I?	(choose	one:	RENO, BILLY, MOONFACE, HOPE, MRS. HARCOURT or ERMA)
•	 How	did	the	voyage	change	me?	
•	 What	did	I	learn	about	myself	during	this	voyage?	
•	 What	did	I	do	when	I	left	the	S.S.	American?
•	 What	am	I	doing	a	year	later?
•	 How	do	I	like	my	life	one	year	later?
•	 Which	of	the	other	characters	am	I	still	in	touch	with?		What	do	I	think	of	them?

You can perform your monologues for each other in your classroom!
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General Vocabulary     
CHARLIE CHAPLIN – A twentieth-century English-born � lmmaker 
and actor who did most of his work in the United States. In his silent � lm 
comedies he created the beloved character, “The Little Tramp”, who wore 
a shabby black suit, derby hat, and � oppy shoes and walked with a cane.

CONSORTING – Agreeing with or associating with.

DAME – A woman.

DEBUTANTE – A wealthy young woman who is presented to society 
usually through a formal ball.

LIBRETTO – The book (text) of a musical.

MISSIONARY - A person sent by a church into an area to carry on 
evangelism or other activities.

MOLL – A gangster’s girlfriend.

STYMIED - A situation or problem presenting such di�  culties as to 
discourage or defeat any attempt to deal with or resolve it.

Sailor Vocabulary     
BARGE – A ship usually intended to be pushed or towed for transporting 
freight or passengers.
BON VOYAGE – A French phrase used to wish a traveler a pleasant 
journey.
FLYING DUTCHMAN – A legendary Dutch ghost ship supposed to be 
seen at sea near the Cape of Good Hope.
MIZZEN MAST – The third mast in a ship having three or more masts.
PURSER – An o�  cer on a ship who handles � nancial accounts as well as 
keeps money and valuables for passengers.

Finance Vocabulary     
STOCKS – Pieces of ownership in a particular company or corporation 
which are sold to customers, or shareholders.

STOCK EXCHANGE – A place where stocks, bonds, and other securities 
are bought and sold.

WALL STREET – A street in New York City where the NY Stock 
Exchange and several banks that are the major � nancial centers of the 
U.S. are located; also symbolic of the U.S.  � nancial system.

STOCKBROKER – One employed by a member � rm of a stock exchange 
who buys and sells stocks for customers.
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TICKET POLICY 
As a student participant in producing 
partners, page to stage or theatre access, 
you will receive a discounted ticket to 
the show from your teacher on the day 
of the performance. You will notice that 
the ticket indicates the section, row and 
number of your assigned seat. When you 
show your ticket to the usher inside the 
theatre, he or she will show you where 
your seat is located. These tickets are not 
transferable and you must sit in the seat 
assigned to you.

Adolph and Ruth Schnurmacher Foundation
Tribeca Film Institute

Michael Tuch Foundation
Beth Uffner

Edward W. and Stella C. Van Houten
Memorial Fund

AUDIENCE ETIQUETTE
As you watch the show please remember 
that the biggest di� erence between live 
theatre and a � lm is that the actors can see 
you and hear you and your behavior can 
a� ect their performance. � ey appreciate 
your applause and laughter, but can be 
easily distracted by people talking or 
getting up in the middle of the show. So 
please save your comments or need to use 
the rest room for intermission. Also, there 
is no food permitted in the theatre, no 
picture taking or recording of any kind, 
and if you have a cell phone, beeper, alarm 
watch or anything else that might make 
noise, please turn it o�  before the show 
begins.

PROGRAMS 
All the theatre patrons are provided with 
a program that includes information 
about the people who put the production 
together. In the “who’s who” section, for 
example, you can read about the actors’ 
roles in other plays and � lms, perhaps 
some you have already seen. 

ROUNDABOUT THEATRE COMPANY GRATEFULLY ACKNOWLEDGES THE 
FOLLOWING FOR THEIR GENEROUS SUPPORT OF OUR EDUCATION PROGRAM:

WHEN YOU GET TO THE THEATRE...
Below are some helpful tips for making your theatre-going experience more enjoyable.
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Row
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Anonymous
The Aerofl ex Foundation

Axe-Houghton Foundation
Rose M. Badgeley Residuary Charitable Trust

Bank of America
Theodore H. Barth Foundation

Books of Wonder
Center for Arts Education

CIT 
Citi Foundation

Con Edison
Dyson Foundation

Goldman Sachs Gives
(The R. Martin Chavez Family Foundation)

Hearst Foundation

The Heckscher Foundation for Children
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Laurie M. Tisch Illumination Fund
The McGraw-Hill Companies
Mellam Family Foundation

The New York City Department of Cultural Affairs
New York State Council on the Arts

Charles R. O’Malley Charitable
Lead Trust

The Rudin Foundation
The Walt Disney Company
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