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Introduction: Glass Slippers and
Glass Ceilings in the Twenty-First
Century, or Cinderella Returns to
Broadway «Q»

n the years following America’s Great Recession, an icon until recently
Iregarded as a retrograde feminine relic began to reappear with stun-

ning regularity on the musical stage. On the fictional Broadway
stage of the 2012 ABC television musical “Smash,” producer Eileen Rand
scrapped plans for a revival of My Fair Lady, instead launching into another
twentieth-century Cinderella story: a musical based on the life of Marilyn
Monroe, attracting two rival chorus girls named Karen and Ivy to implore
dreamily, “Let Me Be Your Star.” In 2014, real-life Broadway producers
announced that a “revisal” of the 1958 MGM Lerner and Loewe clas-
sic Gigi, centered upon the makeover of a courtesan-Cinderella in Belle
Epoque Paris, would have its pre-Broadway premiere at the Kennedy
Center in January 2015—adding to previously announced plans for in-
the-works Broadway musicals based on the film Ever After (the Cinderella
story set in Renaissance Italy) and Prerty Woman (Perrault’s story trans-
posed to the Rodeo Drive shops of 1990s Los Angeles, with a brassier
working girl heroine than the title character of Gigi).

Meanwhile, another “revisal’—the Broadway premiere of Rodgers and
Hammerstein’s Cinderella—enchanted audiences at the Broadway Theatre.
With a new book by Douglas Carter Beane, this Occupy Wall Street—era
Cinderella released its heroine from dreaming “In My Own Little Corner”
to a bold and self-activated young woman fighting for income equality, as
well as the Prince, in a “once upon a time” resembling twenty-first-cen-
tury America. In Hollywood, Cinderella’s resurgence also continued with
no less than two Disney-produced blockbusters: a glamorous, live-action
remake of the 1950 Disney classic, directed by Sir Kenneth Branagh, and
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a star-studded film adaptation of Stephen Sondheim’s postmodern musical
fairy tale Into the Woods (1987), with Anna Kendrick cast as a Cinderella
for the Millennial generation. The New York Times” Stephen Holden noted
of Kendrick’s performance, “With her avid glare and jack-o™-lantern smile,
Ms. Kendrick is not a classic Cinderella, but a sly, modern go-getter plot-
ting her future.”*

A vexed icon for second-wave feminists—scorning her for Disney-
princess passivity in cultural studies like Colette Dowling’s The Cinderella
Complex: Women’s Hidden Fear of Independence (1981)—the fairy tale
heroine originating with Charles Perrault and the Brothers Grimm had
empbhatically reentered the popular consciousness. She appears in the
2010s amid a Recession era of female identity crisis: the age of both the
Hollywood stylist and the Hilary pantsuit; of both the proverbial glass
slipper of the Duchess of Cambridge—anointed by the media as the
Cinderella bride of Prince William—as well as unprecedented shattering
of the glass ceiling. In 2014, bloggers and advertisers split the attention
of American women between empowered paeans to “Leaning In,” and
commercial hype for the mobile game, “Kim Kardashian: Hollywood,”
in which the reality star assumes the role of digital Fairy Godmother.
Within this contemporary context, the recharged Cinderella myth reso-
nates with women’s dreams and anxieties in an age of vigorous but con-
flicted twenty-first-century feminism, as well as with class tensions in the
age of the 99 Percent.

On Broadway, at least, Cinderella had never fully gone away. She has
appeared as the emblematic heroine of a genre at once strongly populist in
orientation and feminine in form. Because the Broadway musical, through-
out its history, has celebrated the rags-to-riches narratives of the American
dream, while vibrantly centralizing female performers and characters, its
creators have persistently gravitated toward Cinderella stories. In 1924, The
Baltimore Sun, reviewing the musical Flossie, asserted “musical comedies
without Cinderellas for heroines belong to one of the rarest of the genus
dramaticus.”* Similarly, an obscure 1946 Broadway musical flop called 7#
the Shoe Fits led one critic to posit that the majority of Broadway musicals
are in fact adaptations of the Cinderella story. Louis Kronenberger of PM
mused of this forgotten fairy tale burlesque: “Possibly on the theory that
most musicals only end up re-telling the Cinderella story anyway, If the
Shoe Fits has gone straight back to Cinderella herself.”

Indeed, the Broadway musical has repeatedly transformed Cinderella
in countless makeovers and metamorphoses: from the Edwardian days of
the Gaiety musical comedies, and their Americanized 1920s descendants

Copyrighted material — 9781137561459



Copyrighted material — 9781137561459

Introduction 3

Irene (1919) and Sally (1920); to “Golden Age” musicals like Annie Get
Your Gun (1946) and My Fair Lady (1956); to ironic anti-Cinderella fables
such as Evita (1979); to contemporary musicals with unconventional
Cinderella heroines, including Hairspray (2002). Yet as Kronenberger’s
quote indicates, few Broadway musicals have literally retold the Cinderella
story, instead relying on strategies of adaptation that resonate with mod-
ern American myths and narratives of assimilation and upward mobility.
Stuart Hecht has termed this adaptive model “the Cinderella paradigm™

For the most part, it is not (in) the story itself but rather its use as a model that
Cinderella has made its greatest and most meaningful mark. Rarely do they
include characters named “Cinderella” or “Prince Charming;” most feature
distinctively American characters and settings. The Cinderella story, when
thus used as a model, itself becomes what I term a “paradigmatic script” rather
than a story unto itself.4

The Cinderella paradigm has endured persistently as a storytelling
structure throughout the history of the Broadway musical. Yet, as not
only an assimilatory narrative but as a complex constellation of femi-
nine cultural mythologies, Cinderella appeared with particular ubiquity
in the Broadway musicals of the 1920s through the 1950s. She has reso-
nated most deeply and pervasively with the decades of American history
in which women first started to enter the white-collar labor force in sig-
nificant numbers at the end of World War I. These shifts both irrevocably
altered the cultural landscape and provoked heated and widespread discus-
sion about the proper roles for American women: a debate culminating
with the 1963 publication of Betty Friedan’s The Feminine Mystique and
the emergence of second-wave feminism. Using 1919’s Irene (noted as the
first of the 1920s “Cinderella musicals”) and the 1959 milestone Gypsy as
bookends, American Cinderellas looks at the years between these two musi-
cals as Broadway’s Cinderella Era, while considering how the Broadway
musicals adapted and transformed the fairy tale icon in order to address
changing social and professional roles for American women.

In the first half of the twentieth century, Broadway musicals repeat-
edly reimagined Cinderella as an American “working girl.” Much as the
Recession-era resurgence of Cinderella narratives has responded to rapid
and revolutionary changes for women in the workforce, these early and
mid-twentieth-century Broadway musicals portrayed heroines torn
between feminine domesticity and professional autonomy, between Prince
Charming and the rags-to-riches Alger narrative enshrined at the heart of
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both the American success myth and the Broadway musical, which Hecht
has aptly called America’s “cultural Ellis Island.” While not a few of
Broadway’s Cinderella working girls have opted for romantic happily-ever-
afters, these musicals frequently portray ambitious and assertive heroines
in pursuit of professional success and self-realization. These Cinderellas
have appeared throughout a historical cavalcade of many forms, ranging
from the immigrant shopgitls of the 1920s to the princesses and prostitutes
of the 1950s. Because American culture’s interpretations of the Cinderella
narrative have been marked by their contradictions, I consider transforma-
tions of the Cinderella myth in the Broadway musical through a series of
archetypal pairings.

Chapter 1 juxtaposes dual expressions of the Cinderella mythology
on Broadway in the 1920s: the working girl heroines of the Cinderella
musical, and the cultural stereotype of the gold-digging chorus girl. In
this chapter, I consider how the American musical, while also drawing
from Edwardian British musicals like A Gaiety Girl (1893), feminized the
Horatio Alger narrative in the Cinderella musical genre of the 1920s: a
decade marked by its ethos of prosperity and business enterprise, as well
as by the rise of the New Woman. Such quintessential Cinderella musi-
cals as Irene (1919) and Sally (1920) valorized the Protestant work ethic
through its assimilation by the musicals” heroines: industrious yet fashion-
able working girls, often from Irish-American immigrant backgrounds.
By contrast, the media stereotypically represented chorus girls in 7he
Ziegfeld Follies and other extravagant 1920s “Beauty Trust” revues as both
modern “American Cinderellas” and as mercenary vixens: the antithesis
of the honest Algeresque women of the Cinderella musical. In response,
authors like Avery Hopwood and Anita Loos critically subverted the car-
icature of the gold-digging chorus girl in works like 7he Gold Diggers
(1919) and Gentlemen Prefer Blondes (1925), respectively. In addition to
the previously mentioned works, chapter 1 discusses the following texts:
Mile. Modiste (a proto-Cinderella musical from 1905), Mary (1920), The
Gingham Girl (1922), Helen of Troy, New York (1923), Rodgers and Hart’s
Peggy-Ann (1926), and the 1920s-style French movie musical Princess
Tam-Tam (1935), as well as two early twentieth-century novels themed
around the figure of the gold-digging chorus girl: Roy McCardell’s The
Show Girl and Her Friends (1904) and Kenneth McGaffey’s The Sorrows
of a Show Girl (1908).

Chapter 2 looks at Cinderella in the Great Depression in the form of
the broad: the democratic antithesis of the refined lady, as represented
in the 1930s and early 1940s Broadway musicals of Ethel Merman. This
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chapter considers how the brash and brassy Merman, while drawing upon
a powerful offstage female Alger narrative, consistently played against
the Cinderella mythology of feminine dependence, as she repeatedly
burlesqued the lady and the “genteel tradition” of Victorian prudery and
WASP high culture. This chapter surveys the potent influence of both
Mae West and Minsky’s—era burlesque on Merman’s stage persona, while
also considering her multiple Broadway collaborations with Cole Porter.
In a decade of musicals greatly inspired by Gilbert Seldes’ landmark 1924
work of cultural criticism, The 7 Lively Arts, the pedigreed Porter drew
upon Merman’s broad “vitality” as he too strove to puncture the gen-
teel tradition, Puritanism, and the forces of censorship. In chapter 2, 1
discuss the following texts: the Merman-Porter Broadway collaborations
Anything Goes (1934), Red, Hot and Blue (1936), Du Barry Was a Lady
(1939), and Panama Hattie (1940), as well as the 1939 Merman vehicle
Stars in Your Eyes (1939; cowritten by J. P. McEvoy, Arthur Schwartz, and
Dorothy Fields).

Chapter 3 looks at Cinderella in the Broadway musicals of the 1940s
in the form of the Boss Lady and the Enchantress (conflicting roles that
torment Liza Elliott in the milestone 1941 musical Lady in the Dark).
In response to American women’s mass mobilization into the labor force
during World War II, the 1920s working girl and the 1930s broad meta-
morphosed into the 1940s career woman in a number of Broadway musi-
cals animated by “battle of the sexes” themes. These musicals, about the
“taming” of powerful career women, and their transformation into more
suitably feminine glamour girls, resonated with an era marked by the pop-
ularization of Freudian theory. In this chapter, I consider how a particu-
larly misogynist strand of Freudianism called ego psychology underpinned
the postwar backlash against career women. These psychoanalytic strains
fed into the formal reformations of Rodgers and Hammerstein’s “inte-
grated book musicals,” which echoed postwar rhetoric about the domestic
integration of American women. Yet in response to the integrated musi-
cal play revolution, female lyricists and librettists—including Dorothy
Fields, Betty Comden (in close collaboration with Adolph Green), Bella
Spewack, and Anita Loos—created musical comedies that slyly subverted
the postwar backlash to the “Boss Lady.” In chapter 3, I discuss the fol-
lowing shows: Something for the Boys (1943), One Touch of Venus (1943),
On the Town (1944), Bloomer Girl (1944), Up in Central Park (1945), Annie
Get Your Gun (1946), Love Life (1948), Kiss Me, Kate (1949), Gentlemen
Prefer Blondes (1949), South Pacific (1949), as well as Lady in the Dark and
the 1945 Elmer Rice play Dream Girl.
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Finally, chapter 4 looks at how the 1950s musical remolded Cinderella
into the dual form of the princess and the prostitute, during a decade
that circulated the domestic ideals of the feminine mystique as well as
sexual containment (as termed by the historian Elaine Tyler May).® While
the icon of the princess served to affirm domesticity, the prostitute chal-
lenged the decade’s prevailing gender myths. My Fair Lady (1956) and
Gigi (1958) crested a new wave of Cinderella musicals that drew upon
the cosmopolitan glamour of the legendary 1956 royal wedding of Grace
Kelly to Prince Rainier of Monaco. Chapter 4 demonstrates how many of
these Europhilic 1950s Cinderella/Galatea musicals—while often revolv-
ing around the heroine’s high-fashion makeover—also concerned the
simultaneous regeneration of an older “Sleeping Prince” male. However,
a number of Broadway and Hollywood musicals satirically subverted the
feminine mystique years before the 1963 publication of Freidan’s land-
mark book. In addition to the works mentioned above, I look at Happy
Hunting (1953), Wonderful Town (1953), House of Flowers (1954), Pipe
Dream (1955), Bells Are Ringing (1956), and Gypsy (1959), as well as
Terrence Rattigan’s The Sleeping Prince and Samuel Taylor’s Sabrina Fair,
or a Woman of the World (both plays from 1953).

American Cinderellas focuses on the texts, as well as cultural and per-
formance contexts, of Broadway musicals from frene to Gypsy. At the same
time, I hope to expand interdisciplinary dialogue between the Broadway
musical and Hollywood films, as well as drama and fiction (both of liter-
ary and commercial genres). In particular, the Cinderella motifs of the
Broadway musical from the 1920s through the 1950s find close parallels
in studio-system Hollywood. Both the “Golden Age” Broadway musical
and the Hollywood “Dream Factory” owed much of their foundational
development to Jewish American immigrants, and both advanced and
mythologized the democratic promise of the American dream—a vision
heavily marketed to the dreams and fantasies of women. While studio-
system Hollywood contrasted considerably from its Broadway coun-
terpart in numerous ways—including the formalized implementation
of censorship in Hollywood through the Production Code—1I consider
the Cinderella mythologies of Broadway and Hollywood to be closely
and often symbiotically intertwined, as both appealed to a working- and
middle-class popular demographic, as well as to women. In the decades
discussed in American Cinderellas, 1 consider the Broadway musical and
the studio-system Hollywood movie to comprise the same overarching
genres, even while representing different mediums.
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American Cinderellas is intended not only to bridge studies in musi-
cal theater and film, but also to expand the path of current scholarship
connecting American musical theater and modernism. I am influenced
by the theories of the late film theorist and historian Miriam Hansen,
who influentially introduced the term “vernacular modernism” (as dis-
tinct from “high modernism”) into academic discourse with her 1999
essay “The Mass Production of the Senses: Classical Cinema as Vernacular
Modernism”:

Whether or not one agrees with the postmodernist challenge to modernism
and modernity at large, it did open up space for understanding modernism as
a much wider, more diverse phenomenon, eluding any single-logic genealogy
that runs from Cubism to Abstract Expressionism, from Eliot, Pound, Joyce
and Kafka, to Beckett and Robbe-Grillet....Rather, modernism encom-
passes a whole range of cultural and artistic processes that register, respond
to, and reflect upon processes of modernization and the experience upon
modernity.”

American Cinderellas considers the Broadway musical in the interwar
years and post—World War II era as a vehicle of vernacular modernism—
one of the major topics and conflicts of which concerned the role of the
New Woman in modern society and the labor force. In my discussion
of the Broadway musical in relation to its shifting registers of cultural
hierarchy, I also draw from the work of David Savran, who, in Highbrow/
Lowdown: Theater, Jazz, and the Making of the New Middle Class (2009)
and other works, has compellingly drawn from the theory of French soci-
ologist Pierre Bordieu (and the latter’s Distinction: A Social Critique of the
Judgment of Taste) to consider “musicals as (not) outside the tradition of
theatrical modernism,”® but as a part of an extended discourse connect-
ing American theater and drama with jazz, vaudeville and variety theater,
and the Broadway musical as part of the twentieth-century modernist
project.

Above all, T seek to illustrate the origins and development of
a Cinderella narrative that is still very much with us in the present
day—on the Broadway stages and in the cinemas of 2015, as well as
in the cultural psyche. While a new wave of Cinderella musicals has
reconceived the fairy tale icon toward contemporary feminist ide-
als of independence and agency, I argue that the Broadway musical’s
Cinderellas have a long history of complicating and defying the stereo-
types of feminine passivity that have long been associated with Perrault’s
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(and, later, Disney’s) heroine. In this aspect and others, I am inspired
by the work of Stacy Wolf, who asserts the performative centrality of
Broadway’s female characters and performers in her studies A Problem
Like Maria: Gender and Sexuality in the American Musical (2002) and
Changed for Good: A Feminist History of the Broadway Musical (2011).
In the former book, Wolf observed, “the Broadway musical is the one
performance form that features women as neither passive objects nor

subjects of vilification”’:

The very action of singing and dancing—the foundation of performance
in musicals— requires an athleticism that demonstrates women’s physical
and vocal strength. The female principal in the most musicals is visually and
aurally dominant. She stands center stage, the story is built around her, and
the songs are written for her as solo presentations....And even when the
character sings a song of being in love (with a man)... the female performer
‘owns’ the song; the performance itself is all about her (in a) feminine yet
active cultural form that does not locate a woman as a passive to-be-looked-
at object but allows her to take up the position of self-spectacle. Women in
musicals look back.!

The early-mid-twentieth-century Broadway musical has traditionally
been historicized predominately through the works of its male creators—
from Irving Berlin and the Gershwins, to Rodgers and Hammerstein
and Lerner and Loewe, among others. By contrast, I argue for the exis-
tence of a canon of musicals by prominent female lyricists and librettists
that openly advanced progressive ideals of women’s rights within a form
that, until quite recently, has not traditionally been considered compat-
ible with feminist ideologies (Wolf’s books, and increasingly those of
other feminist musical theater scholars, have persuasively demonstrated
that this is not entirely the case).!' The works of Dorothy Fields, Anita
Loos, and Betty Comden (with Adolph Green), as well as early
twentieth-century pioneers like Zelda Sears, receive substantial discus-
sion, even as these underappreciated female artists and craftswomen con-
tinue to gain due recognition through new imaginings of their works.
These include the Broadway revisal of Gigi (originally the theatrical
brainchild of Loos), which played at the Neil Simon Theatre in spring
of 2015, and the recent Broadway staging of On the Town, with its trio
of “exuberantly take-charge gals.”’* Director John Rando’s “jubilant
revival” of the Bernstein—Comden—Green masterwork opened to rave
reviews at the Lyric Theatre in October of 2014.1
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At the same time, American Cinderellas considers the limitations, as
well as the liberations, of the Cinderella narrative as applied to Broadway
musicals between 1919 and 1959. Reflecting this period of the history of
the American musical, the Cinderella motif was traditionally addressed
toward the stories of white, middle-class American women: reducing,
and often outright omitting, the stories and experiences of women of
color. Like the Broadway musical, the genre’s Cinderella mythologies
have reflected a selective vision of American democracy: an only par-
tially inclusive “melting pot” resonating with the assimilatory aspirations
of its (predominately) Jewish American creators. Yet, a small number of
musicals represented black Cinderella heroines, and this book considers
notable intersectional examples of the genre, including 1935’s Princess
Tam-Tam, starring Josephine Baker, and the 1954 Broadway musical
House of Flowers.

Given the endurance of the Cinderella myth throughout the history
of the Broadway musical, I have selected the perimeters of 1919 and 1959
with a number of considerations and criteria. While 1919 represents the
opening of Irene (the first of the 1920s cycle of Cinderella musicals, though
certainly not the first musical with a Cinderella narrative), the year is also
pivotal in marking the passage of the Nineteenth Amendment. Similarly,
I consider 1959’s Gypsy as the climactic show in the mid-century cycle
of Broadway musicals that followed Irene in juxtaposing the classic Old
World fairy tale with motifs of modern American working women, even
as the ironic “musical fable” departs dramatically from the winsome ethos
of the 1919 hit. Of course, a number of Broadway musicals in the work-
ing girl Cinderella tradition (i.e., 1964’s Funny Girl) continued to arrive
after Gypsy, and the coda at the end of this book considers new directions
of Broadway’s Cinderella mythologies in the latter half of the twentieth
century, as well as the first two decades of the twenty-first century. In this
fresh century, new iterations of feminism summoned the fairy tale heroine
out of the ash-heap, and back into the cacophonous ballroom of American
popular culture. Much as she was the quintessential feminine icon of the
1920s—starting with frene and The Gold Diggers—Cinderella is again a
debated belle of the ball.
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Boss Lady films (1940s), 107-9,
229n35
See also women in the work force
Boublil and Schénberg, 205
Bow, Clara, 18, 42
The Boys from Syracuse (1938), 81
Branagh, Sir Kenneth, 1
Breakfast at Tiffanys, 159, 2470139
Brecht, Bertolt, 132, 144
Brigadoon, 115, 133, 139
Bringing Up Baby, 70
broads, 4-5, 66-70, 73-8, 85, 89, 91,
91-9, 130, 141, 200-1
as “fast-talking dames,” 69-70, 98
Brokaw, Mark, 207
Broken Hearts of Broadway (1923), 47
Brook, Peter, 184, 186
Brooks, Louise, 49
Brown, Nacio Herb, 76
burlesque, 5, 45, 51, 66-7, 70-6, 79,
80, 87-8, 91-9, 113, 119, 133,
135-8, 151, 193-200, 223n34
and crossover with Broadway
musicals, 66, 70-3, 87, 91-3,
96-7
and Hollywood cinema, 97-8
See also Minsky’s Burlesque
Burrows, Abe, 181, 247n139
But Gentlemen Marry Brunettes, 52, 61,
74,221n195
“But in the Morning, No!” (song)
(Du Barry Was a Lady), 66
“Butterfly Ballet” (Sally), 30-3, 162
By Jupiter (1942), 155

Cahill, Holger, 81

Caldwell, Anne, 25

camp, 28-9, 38, 53-8, 62, 75, 124,
162, 204
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See also feminist camps;
homosexuality
Campbell, Mirs. Patrick, 165-7, 169,
242n51
See also Bernard, George;
Pygmalion
Can-Can, 161, 181
Capote, Truman, 159, 180, 184-6
Carmen Jones, 180
carnivalesque, 63, 66, 71, 86, 103,
134-8
and women in the postwar
Broadway musical, 134-8
See also Bakhtin, Mikhail
Caron, Leslie, 159, 168, 171, 243n57,
245n98
Carousel, 104—5, 133, 134-6, 138
Carr, Gene, 51
“Carried Away” (song) (On the Town),
112, 136, 192
Carroll, Diahann, 162, 184, 186,
247n138
Carroll, Earl, 48, 72
See also The Earl Carroll Vanities
Carroll, Joan, 96
censorship
and Anita Loos, 53, 58—62
and Avery Hopwood, 55, 58
and burlesque, 5, 91-7
and chorus girls, 44, 60
and Cole Porter, 73, 84, 91-7
and the Hays Code/Hollywood
Production Code, 6, 58, 60-2,
93-4,97-8, 109
See also anti-theatricalism; Pre-Code
film; prostitution
Channing, Carol, 130-3, 162
Charell, Erik, 81
Chevalier, Maurice, 166, 169
Chicago, 204
Chodorov, Jerome, 187, 189
chorus girls, 1, 4, 11-22, 27, 31, 36,
43-63, 65, 67, 69, 130, 133, 138,
164, 170, 173, 205, 207
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and the Broadway Beauty Trust, 4, 13,
43, 44-5, 47-8, 55,72, 217n115
and Caucasian standards of
beauty, 44
as Florodora Girls, 50-1, 218n141
as Gaiety Girls, 20-2, 50, 207
and historical predecessors, 45-6, 52
as populist icons, 43—4, 46-7
and Stage Door Johnnies, 21, 45-7,
220n175
and “tired businessmen,” 38, 45
as Ziegfeld Girls, 4, 13, 28, 31, 44,
47, 53-4, 59-61, 130, 137
See also “gold-digging chorus girl”
Church, Sandra, 158, 195
Cinderella (fairy tale)
as 1950 Disney film, 8, 17, 161
and the Brothers Grimm’s
Aschenputtel, 2, 19, 205, 206
and Charles Perrault’s Cendrillon,
1-2,7-8, 11, 13-14, 19-20,
23-4, 33,163, 179, 183, 205-8
“Cinderella” (Rodgers and
Hammerstein)
as 1957 television musical, 159,
178-80, 189, 245n99, 245n105
as 1997 television musical, 208
See also Rodgers + Hammerstein’s
Cinderella
“Cinderella, Darling” (song) (How to
Succeed in Business Without Really
Trying), 203
Cinderella musicals (as genre)
as 1920s Cinderella musicals, 1-17,
22-43
and black Cinderella musicals, 9, 16,
31-5, 180, 184—7, 204, 208-9
as Career Girl Cinderella Musicals
(1920s), 35-9, 131
as Cinderella Fashion Musicals
(1920s), 27-35
as Cinderella Prostitute Musicals
(1950s), 158, 16872, 178-87,
247n139

Copyrighted material — 9781137561459



Copyrighted material — 9781137561459

264 Index

Cinderella musicals— Continued
and development of, 19-24
and exclusions of women of color, 9,
15-16, 186
and Fairy Godfathers in, 11, 13, 23,
27,37, 85, 94, 126, 151
and Fairy Godmothers in, 2, 23, 29,
94, 159, 170, 172, 179, 182-3,
207-8
and Prince Charmings in, 1, 3,
15-17, 23, 30, 36, 46, 67, 87,
93,99, 103, 126, 149, 159, 163,
165, 169, 192, 194, 201, 2034,
206-9
and princess culture, 2, 156-9,
161-2, 166, 187-8, 193-5,
199-200, 208
and Pygmalion and Galatea themes,
6, 27-8, 33-4, 94, 98, 139, 158,
162-3, 166-70, 172, 182, 189
as Satiric Cinderella Musicals,
39-42, 200, 203—4
as Sleeping Prince fables, 6, 163-8,
171-8, 183, 209
in the twenty-first century, 1-3, 7,
9,205-9
and wicked stepsisters in, 13-14, 15,
40-1, 161
“Cinderella mythology” (Lois Banner),
5, 16, 20, 44, 67, 101, 160,
194-9
See also The Feminine Mystique
Cinderella on film
and Audrey Hepburn, 158-9,
161-2, 169-71, 188
and Joan Crawford, 43, 48, 67, 69
and Pre-Code film, 12, 52, 61-2,
65,93
as Shop Girl Cinderella Films
(1920s), 42-3
See also Boss Lady films
“Civil War Ballet” (Bloomer Girl), 116
Claire, Ina, 11-12, 54, 57, 62
Clarence (Catherine Sedgwick), 20

The Clinging Vine (1922), 103
Close Harmony: or, the Lady Next
Door, 46
Clurman, Harold, 181, 184
Cocteau, Jean, 71-2
Cohan, George M., 14, 22-3, 25-7,
36, 46, 51, 197, 213n42
Colette, 159, 16971, 176, 185, 206
Collier, Jeremy, 58, 220n179
colonialism, 34-5, 186, 246n135
Comden, Betty, 5, 8, 103, 109,
111-14, 123, 130, 163-4, 172-6,
180, 187, 189-91, 201
Comden and Green, 5, 8, 111-14,
130, 163-4, 1726, 180, 187,
189-91, 248n150
See also Comden, Betty; Green, Adolph
“Come On In” (song) (DuBarry Was a
Lady), 70-1
comedy of remarriage (genre), 128-9
“Conga” (song) (Wonderfirl Town), 191
Connelly, Marc, 36-8
Conversations of a Chorus Girl (Roy
McCardell), 4, 50-1
Cook, Barbara, 162
Coolidge, Calvin, 26, 87
Corio, Ann, 71
Cotton Club, 44, 49
See also Harlem Renaissance
Covarrubias, Miguel, 78-80
See also “Impossible Interviews”
Cover Girl, 102
The Cradle Will Rock, 81
Crawford, Cheryl, 103, 139, 143
Crawford, Joan, 18, 43, 48, 67, 69,
73, 207
The Crisis of Masculinity (Arthur
Schlesinger), 177
See also masculinity
cultural hierarchies
and “Avant-Garde and Kitsch”
(Clement Greenberg), 80, 97-8,
224n56
and Avery Hopwood, 55
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and the Frankfurt School, 80,
224n56

and the “Great Divide” (Andreas
Huyssen), 78-82

and “Masscult and Midcult”
(Dwight Macdonald), 179

See also The 7 Lively Arts; genteel
tradition; “Impossible Interviews;”
Seldes, Gilbert

cummings, e.e., 45, 71

“Dainty June and Her Farmboys”
(song) (Gypsy), 197
La Dame aux Camélias (Dumas fils), 57
Dance, Girl, Dance, 97
Davies, Marion, 60
Davis, Bette, 108, 129
Day, Edith, 11-12
The Day Before Spring, 106, 228n27
de Meyer, Baron Adolph, 38
de Mille, Agnes, 1034, 116, 133, 139,
141-3
DeSylva, B. G., 76, 91, 95
Diamond Lil (Mae West), 75-6
“Diamonds Are a Girl’s Best
Friend” (song) (Gentlemen Prefer
Blondes), 133
Dietrich, Marlene, 140, 236n181
Disney, Walt, 17, 80, 99, 161, 182
See also Walt Disney Company
Dolores, 28, 45
domesticity, 3, 5-6, 14, 26, 37, 39,
41-2, 49, 68, 104-5, 107-9, 114,
117-47, 152, 156, 159-62, 168,
171, 173, 176-8, 180, 187-201
See also The Feminine Mystique;
sexual containment; women in the
work force
dream ballet, 102, 106, 113-14, 126,
141-3
See also integrated musical play;
musicals
Dream Girl (Elmer Rice), 5, 147-9,
151-5, 238n231

Index 265

Dreamgirls, 204

Dressler, Marie, 40

“Drop That Name” (song) (Bells Are
Ringing), 174

Du Barry Was a Lady (1939), 5, 65-7,
70,72-3,77,91, 96

The Dud Avocado (Elaine Dundy), 193

Durante, Jimmy, 87-90

“Eadie Was a Lady” (song) (Zake a
Chance), 76

The Earl Carroll Vanities, 18, 44, 48,
60, 72

See also Carroll, Earl

The Easiest Way (Eugene Walter), 57

Edwardes, George, 20-2, 213n29

Emerson, Ralph Waldo, 73, 81

LEver Afier, 1, 206

“Everybody’s Got a Home But Me”
(song) (Pipe Dream), 183

“Everything’s Coming Up Roses”
(song) (Gypsy), 198

Fvita, 3, 204-5

Fabray, Nanette, 144
Face the Music (1932), 72
Fancy Free (ballet), 111
Farnham, Marynia, 104, 138-9,
144-7, 190, 237n204
fashion, 4, 6, 11, 18, 20-1, 23, 26-35,
38-42, 69, 73, 94-7, 102, 117,
119, 154-5, 157-9, 162-3, 173,
188, 201, 206-9
and fashion magazines, 27, 149-55,
160-2, 188, 192
in Funny Face, 23, 162, 188
in Irene, 11, 23, 27-30
in Lady in the Dark, 23, 40, 150-5
and makeover narratives, 6, 33-5,
91, 93-6, 103, 162-3, 171,
187-92
in Panama Hattie, 94—7
and the performance of identity,

26-35
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in Princess Tam-Tam, 31-5
in Sally, 30-2
and self-invention, 18, 23, 26-33
Faulkner, William, 59
Federal Theatre Project, 69, 80-1, 90
See also Flanagan, Hallie; Works
Progress Administration (WPA)
The Feminine Mystique (Betty Friedan),
3,104, 156-7, 160-1, 173, 177,
187-200
See also “Cinderella mythology”
(Lois Banner); domesticity; sexual
containment (Elaine Tyler May);
women in the work force
feminism
and first-wave feminism, 43, 106,
115-20, 144-6
and fourth-wave feminism, 2, 9,
2067
and “girl power,” 205-6
and second-wave feminism, 3, 200—1
and third-wave feminism, 2, 9, 205-6
and “working-girl feminism” (Judith
Smith), 173, 192
See also The Feminine Mystique;
women in the work force
feminist camp (Pamela Robertson), 53,
56, 62,75, 124
See also camp
Fenton, Lavinia, 45
Field, Betty, 148-9, 155
Fields, Dorothy, 5, 8, 40, 89, 103,
109-10, 116, 120, 122, 124-7
187, 201, 231n110
Fields, Herbert, 40—1, 66, 95, 110,
120, 124-6
Fields, Joseph, 130, 187, 189, 233n121
Fields, Lew, 40
Finians Rainbow, 115, 117, 133
“The Fireman’s Bride” (song) (Up in
Central Park), 122
Fitzgerald, E Scott, 17-18, 26, 45, 49
See also 7he Great Gatsby

Fitzgerald, Zelda, 18, 45
Flagg, James Montgomery, 56
Flanagan, Hallie, 69, 81
See also Federal Theatre Project
flappers, 17-18, 31, 42, 61, 68,
77,103
See also Jazz Age (1920s)
Fleeson, Neville, 36
Florodora, 49-51, 218n141
Follies (Sondheim and Goldman), 204
Fontanne, Lynn, 127, 174
Ford, Corey, 79
Ford, Helen, 36-9
Forty-Five Minutes from Broadway
(19006), 22, 46
Fosse, Bob, 173, 187
Freedley, Vinton, 85, 87
Freud, Sigmund, 5, 17-18, 3941,
59,79, 101, 105-7, 123, 126
136, 139, 144-55, 190-1, 205,
228n27
in Dream Girl, 151-4
and On Dreams, 155
and 7The Interpretation of Dreams,
39, 155
as interpreted through ego
psychology, 5, 104-8, 123, 126,
139, 144-7, 149, 190
in Lady in the Dark, 40, 101, 106-7,
148-55
in Love Life, 106, 139-47
in Peggy-Ann, 39-41
and “The Theme of the Three
Caskets,” 148-56
in Wonderful Town, 190-2
Frozen, 206
Funny Face (1957), 23, 158, 162, 172,
188-9, 192
Funny Girl, 9, 203

A Gaiety Girl, 4, 20-1, 35, 213n29
Gaiety Girls. See chorus girls
Gaiety musicals, 20-1, 213n35
Garbo, Greta, 69, 71, 154
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Gaxton, William, 86—7

Gellhorn, Martha, 68

genteel tradition, 5, 65-70, 73-99

and Cole Porter, 5, 73, 82-9, 91-7

and Ethel Merman, 5, 73-4, 76, 78,
82-98

and George Santayana, 74, 81-2

and Gilbert Seldes, 5, 74, 78, 81-3,
85-6

See also After the Genteel Tradition
(Malcolm Cowley)

Gentlemen Prefer Blondes, 4, 5, 51-3,
58-62, 74, 1034, 1234,
130—4, 136, 220n181, 220n186,
221n192, 234n140

The George White Scandals, 18, 44, 65,
67,72

See also White, George

Gershwin, George, 8, 42, 65, 71, 82,
84, 88

Gershwin, Ira, 8, 42, 65, 71, 82, 88,
101, 147-8

Gigi, 1, 6, 8, 159, 163, 165, 168-73,
176-8, 180, 185-6, 189, 206,
242n42, 250n7

“Gigi” (song) (Gigi), 172

The Gingham Girl (1922), 4, 12, 17,
36-7, 39, 42,208

Girl Crazy (1930), 65, 67, 76, 83

“The Gitl That I Marry” (song) (Annie
Get Your Gun), 126, 190

Girls About Town (1931), 62

The Glass Slipper (1955), 243n57,
245n98

Goddard, Paulette, 49

“gold diggers,” 11-13, 18, 23, 36, 47,
49-63, 67, 75, 93, 124, 128, 133,
201, 204-5, 207, 218n144

and comic gold diggers, 52-63, 93

and sugar daddies, 23, 50, 62, 128

See also chorus gitls; gold-digging
chorus girl

The Gold Diggers (1919), 4,9, 11-13,
50, 53-9, 61-2
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The Gold Diggers of 1933, 12, 54, 62,
67,219n153
The Gold Diggers of Broadway
(1929), 54
“gold-digging chorus girl,” 4, 12-13,
18, 36, 46, 49-63, 130, 133
Goldman, James, 204
Gordon, Waxey, 72
Graham, Martha, 79
Graham, Sheila, 49
The Great Bordello (Hopwood), 55,
219n166
Great Depression, 4, 43, 49, 62,
65-70, 72—4, 80-1, 91, 99,
105, 161
See also New Deal; Works Progress
Administration (WPA)
The Great Garsby (1925), 26, 59-60
See also E. Scott Fitzgerald
“The Great Lover Ballet” (On the
Town), 114, 126
The Great Magoo (Ben Hecht and Gene
Fowler), 71, 223n34
Great Recession, 1-3, 206-9, 250n6
“The Greatest Show on Earth” (song)
(Lady in the Dark), 102, 151
The Greeks Had a Word for It
(Akins), 62
Green, Adolph, 5, 8, 103, 109,
111-14, 130, 163—4, 172-6, 180,
187, 189-91
See also Comden and Green
Gréville, Edmond T., 31
Grey, Clifford, 25
Grimm, Jacob and Wilhelm, 2, 19, 99,
205, 206
The G-String Murders, 73, 92, 98
Guinan, Texas, 45, 79, 86
Guys and Dolls, 178, 198
Gwynn, Nell, 46
Gypsy, 3, 6, 9, 66, 69, 162, 193-201

Haggin, Ben Ali, 56, 61
Hairspray, 3, 205
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Hall, Juanita, 184
Hammerstein II, Oscar, 15, 104, 135,
178, 180, 182
See also Rodgers and Hammerstein
Happy Hunting, 6, 157-8, 199-200
Harbach, Otto, 14, 26
Harburg, E. Y. “Yip,” 116-17, 119-20
Harding, Warren, 12, 36
“Harlem on My Mind” (song) (4s
Thousands Cheer), 33
Harlem Renaissance, 33, 44, 49, 81-2
and the Cotton Club, 44, 49
See also African Americans
Harlow, Jean, 62, 79
Harrison, Rex, 166-7, 169, 173
Hart, Lorenz, 134, 138
See also Rodgers and Hart
Hart, Margie, 71
Hart, Moss, 72, 84, 101, 147-9, 165
Havoc, June, 69, 72-3, 195, 249n183
Hawks, Howard, 61, 98
Hays, Will, 58, 93—4
See also censorship, Hays Code
Helen of Troy, New York (1923), 4,
12, 36-9, 42, 45, 131, 212n13
215n88
Hepburn, Audrey, 158-9, 161-2, 165,
169-71, 188, 243n63
Hepburn, Katharine, 70, 107
Herbert, Victor, 23, 30
Here Come the Waves, 110
Herzig, Sig, 116
Hirsch, Louis, 26
His Girl Friday, 128-9
“Ho, Billy O! A Modern Madrigal”
(song) (Love Life), 145
Holliday, Judy, 161-3, 172-3, 175-7,
190, 244n83
Holm, Celeste, 116, 118
“Homesick Blues” (song) (Gentlemen
Prefer Blondes), 130
“Homework” (song) (Miss
Liberty), 105

homosexuality, 29, 38, 53, 56, 87,

149, 176
See also camp

“Honey Bun” (song) (Souzh
Pacific), 137

Hope, Bob, 87

Hopwood, Avery, 11-12, 18, 50, 52-9,
61-2, 219n166, 220n167

Horatio Alger narrative. See rags-to-
riches myth

Horne, Lena, 49, 247n136

Hot-Cha! (1932), 72

House of Flowers, 6,9, 178, 180, 1847

Houseman, John, 81, 175

Houston, Whitney, 208

Hovick, Rose, 193, 249n174, 249n183

How to Succeed in Business Without
Really Trying, 203, 215n88

Hutton, Betty, 96, 110, 238n231

Huxley, Aldous, 59

Huyssen, Andreas, 79-80

“A Hymn to Him” (song) (My Fair
Lady), 167-8

“I Am Sixteen Going on Seventeen”
(song) (The Sound of Music), 199

“I Can Cook, Too” (song) (On the
Town), 114

“I Got Rhythm” (song) (Girl Crazy),
65, 76, 83

“If T Were on the Stage” (song) (Mle.
Modiste), 24

“I'm An Ordinary Man” (song) (My
Fair Lady), 168

“I'm Going Back” (song) (Bells Are
Ringing), 1767

immigrants, 3-4, 6, 9, 14-15, 42, 80,
84, 161, 201, 2034

See also assimilation; Irish

Americans; Jewish Americans

“Impossible Interviews” (Vanity Fair),
78-80, 87

See also Covarrubias, Miguel
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(“Cinderella”), 1
Into the Woods, 2, 205
Irene, 3, 4,9, 11-13, 15, 17, 23-31,
33, 35, 37, 39, 42, 66, 73, 121,
123, 201, 204, 208-9, 214n52
Irish Americans, 4, 11, 14-15, 22-3,
28-30, 42, 93, 121, 208
and Cinderella musicals, 4, 14—15,
22-3, 28-30, 42, 121
and George M. Cohan, 14, 22-3
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Life), 145
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“It Was Good Enough for Grandma”
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Jazz Age (1920s), 13, 17-18, 25, 42,
46, 52, 75, 84, 86, 130, 145, 158
See also flappers
jazz music, 7, 13, 71, 81-6, 88-9, 114,
180, 186, 191-2, 225n81
Jewish Americans, 6, 9, 14-15, 84-5,
173, 186, 201
and Cinderella musicals, 15
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6, 201
and identification with African
Americans, 85, 186
“Joan of Arc” (song) (Sally), 31
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“Just in Time” (song) (Bells Are
Ringing), 174, 209
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Kitty Foyle, 93, 97
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Arms), 69, 76
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LaGuardia, Fiorello, 72, 91-4, 97

Lahr, Bert, 66, 224n66
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“The Locker Room” (cut song) (Love
Life), 146-7
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(Sally), 31, 41

Loos, Anita, 4, 5, 8, 18, 51-4, 58-63,
74,103, 124, 130-3, 140, 159,
165, 169-71, 185, 201, 219n152,
242n42
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and Alan Jay Lerner’s musicals,
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