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@ Who Goes to Broadway? \Z Z i,
In general, Broadway attendance grew steadily
during the 1990s, reaching a record high in the
2000-01 season of 11.9 million tickets sold.
Ticket sales in the 2001-02 season dropped
almost 8% from the previous year, due in part to
the slumping economy and in part to the the
(sic) catastrophic attacks on September 11,
2001.
The number of tickets sold to plays increased by
nearly half a million whereas the number of
tickets sold to musicals dropped by 1.4 million.
This was most likely due to the decrease in
tourists who generally make up the majority of
the audience for musicals and the increase in the
number of local theatregoers who more often
select plays. (4)
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The League of American Theatres and

Producers believes that live music is an integral

part of the Broadway experience, and its

members have absolutely no intention in our
current labor negotiations of trying to eliminate
live musicians from the orchestra pit.

L2 Laenb, ZZTcOankztkirnk
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1%, 000 Allegro20030 100 @O T,

The proposal to eliminate minimums is a

proposal to eliminate musicians. One by one,

chair by chair, down to the last needed “virtual
orchestra operator,” producers will be tempted
to pare down positions, decrease weekly
operating expenses, quickly pay back the
investors and increase the profit margin.
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Cambridge History of American Theatre 1 3
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It provided numerous attractions to a Broadway
audience inured to formula: a rock score, a
disjointed, revue-like format, a diatribe against
Vietnam, a young unknown cast, and a fleeting
O if provocative U glimpse of its entire cast in
the nude. (175)
L, Zo000R0 LR TNWAD hy & —
HNAFx—, XhFLO00 0o, VWb
200000 000@O00%5FEL EBbRTE
Zo00iE, FNETIa—UhrnrbOn
NHE7E-7-000@001c00 L0 07TY,
0072 HBTO00 LIFCH TV
0000 Thrry 272000 nH0%4
%, 00O 2—Y A0 x7200 &0
YO THOEXRLODODUEDThoT O 2
%0 The Cambridge Companion to the Musical
iz,
Hair, subtitled * An American Tribal Love-
Rock Musical,” has been universally accepted
as the first example of the genre. Almost
immediately after that landmark show, other
works appeared with similar subtitles, but there
were also shows with rock scores that were
never identified as such by their producers. In
fact the latter case soon predominated, and

consequently, many New York critics began to
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employ the term ‘ rock musical’ to identify

any stage work with even the slightest hint of

popular styles. (231)
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As far as we can determine, the first person to
actually be called a sound designer was Dan
Dugan, who was producing designs for the
American  Conservatory Theatre in San
Francisco for their 1968-69 season. That same
year, the Broadway production of Hair included
the credit “Sound by Bob Kernan”(sic).
In 1971, Abe Jacob was the first to receive
“sound designer” billing on Broadway for his
work on Jesus Christ Superstar. Once there was
an established title descriptive of sound work,
more sound designers could be credited as such.
(8)
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[...]1 your primary responsibility as sound
designer is to make the artistic decisions that
form the basis for the aural atmosphere of the
entire production.( 2)
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[...] sound amplification in the theater is one
of the legacies of rock, that rock has created a
new audience that equates loud with good, with
meaningful, with comfort and security. Hearing
what is being loudly expressed is of less
importance than its volume.
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Over time, the instruments in the orchestras got
their own mikes, and synthesizers were added,
too. As computer sound boards came into
vogue, to filter all the orchestral and vocal
sounds of the show, the connections between the
musicians and the actors onstage began to
deteriorate. In some pits, the only way the
players know the show is proceeding is by
staring at closed-circuit televisions.
Dick Latessa, who plays the jokester father of
an unlikely teen idol in “Hairspray,” says that
though the pit is right beneath the stage, he
cannot discern any unamplified acoustical

sound. “We have the speakers onstage;
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otherwise we couldn't hear it,” he said. “We

have some kids in the show who complain they

can’t hear the music at all. I think they’ve gone

deaf on all their rock music.”
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“Musical Theater Is Discovering a New Voice”
»0 T,

According to Franco Bertacci, a New York
vocal coach who specializes in opera students,
“Even in opera, young singers are not learning
to project. The record companies now run the
opera houses, and those kinds of old, big voices
are difficult to record. Small voices are easy to
record. They are perfect for opera videos or, in
the case of Broadway, cast recordings.
Amplification and recordings are merely an
impression, or print, of the real voice.”
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Despite advances in microphone technology,

it is sometimes hard to tell in a theater whence

or from whom a voice is emanating, especially

in some of the mega-musicals.
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[Abstract]

Broadway Musicals and Sound Technology:
On the Problem of the Modern Musical

Katsuyori TAKAHASHI

In this thesis, the problems of sound technology in Broadway musicals are analyzed. The Broadway
musical in recent years has progressed with rock music and amplified sound. This means today’s musicals are
not constructed without the help of technology. However, this trend is not always favorable to them.

On March 7, 2003, the Broadway musicians’ union, Local 802 of the American Federation of Musicians,
went on strike against the League of American Theaters and Producers chiefly over the issue of the minimum
number of musicians required for each Broadway theatre. The league wanted to abolish featherbedding and
save artistic freedom while the union clung to maintain their own employment. The objective of the claims
of both sides was the preservation of live music. But is live music indispensable for present Broadway shows?
The computer technology of these days has facilitated the substitution for musical instruments. High-powered
microphones and speakers have changed the quality of the voices of actors/actresses. Audiences are getting
used to mechanically processed sound. Considering these aspects, the transformation of the sound in

Broadway musical theatre is examined in detail and the value of live music is discussed.

Key words : Broadway musical, sound technology, American theatre
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