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PREFACE 

The Mansfield High School Fine Arts Department 

production of the musical, Anni^. held in Willie Pigg 

Auditorium in Mansfield, Texas November 14-17, 1984, 

provided me with an opportunity to research and direct a 

play in which I had been interested for several years. 

The play was chosen for several reasons: (1> it provided 

characters which could be portrayed by beginning actors, 

(2) it was very popular with our students at the time, 

(3) it provided a pleasant way for the directors and 

students to learn about the American past, <4) it allowed 

the director to include students from the elementary and 

middle schools, and (5) it provided a great deal of 

enjoyment to cast and audience members alike. 

The thesis is a record of the production of ftnnie 

which I directed during the Fall of 1984. It can be used 

by future directors or actors of this play as an organized 

guide for understanding the text and music of Annie, as 

well as offering workable solutions for production needs. 

Any director is aware of the vast amount of time spent on 

researching, designing, blocking, and working on character 

development. The use of this thesis could save time in 

all of the areas mentioned, although the production was 

planned for a specific group and theatre. 
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The information contained in the thesis covers all 

areas needed far production work. Research an every 

aspect of the play and its characters is found in Chapter 

I, while the second chapter contains the director's own 

analysis of the script and characters. Design elements 

for all technical aspects of the production are located in 

Chapter III, including diagrams and charts for 

clarification. The final chapter describes the acting 

process used for this production, as well as evaluations 

of its success. The Prompt Book is located in the 

Appendix to the thesis. Here will be found the script, 

divided into acting units as analyzed in Chapter II. 

Facing each page of script or music is a diagram of the 

stage setting indicating blocking or choreography, beneath 

which is located a chart explaining blocking and technical 

cues. The organization of the thesis reflects an order of 

procedure taken by the director, but it is necessary to 

note that, in order to make full use of this thesis, a 

preliminary reading of the script or viewing of a 

production of Annie is recommended. 

I am deeply indebted to Professor Michael Gerlach 

for his direction of this thesis and to the other member 

of my committee. Professor Clifford Ashby, for his helpful 

criticism. I also wish to thank my father, Dr. Judson 

Maynard for his help in preparing the thesis. Finally I 
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wish to thank the Mansfield Independent School District 

for allowing Annie to be produced, and Mr. Asa Low 

for serving as producer and music director. 
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CHAPTER I 

THE DIRECTOR'S PREPARATION: 

RESEARCH 

Introduction 

Because the action of Annie is influenced by the 

events of the period in American history surrounding the 

Great Depression and the creation of Roosevelt's New Deal, 

along with characters and values long familiar to the 

public through Harold Gray's comic strip "Little Orphan 

Annie," it was necessary to research all of these areas 

before making decisions regarding the production. 

Included are opinions by the writers and critics which 

helped in determining how to produce this play 

successfully.^ 

Background on the Author 

Thomas Meehan, the playwright of Annie, was a 

virtual unknown in the theatre until the success of his 

play catapulted him to fame and fortune. Surprisingly, 

^In the "Summary," (p. 44) the director discusses 
how all of these sources of information affected the final 
concept for this production. 
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he previously had very little experience writing for the 

live theatre. 

Meehan was born in New York City on 14 August 1932 

to Thomas and Helen Meehan. He graduated from Hamilton 

College in 1953 with a degree in English and history. As 

a student, he participated in theatre, starring in a 

musical which he wrote. He says that this experience 

caused him not ever to want to be on stage again because 

he had such severe stage fright.^ 

After college he worked for The New Yorker writing 

about anything and everything, including theatre and tele

vision. In the early 1970a he was a movie critic writing 

for The Saturday Review. He has also written many short 

stories and quite a few television scripts. He has been 

nominated for an Emmy Award three times, and finally won 

an Emmy for television comedy writing on an Anne Bancroft 

special, "Annie, The Women in the Life of a Man," on CBS 

during the 1969-70 season."^ This was especially event

ful because it was while he was working on this that he 

became friends with Martin Charnin with whom he later 

collaborated on several productions including Annie. 

^Telephone interview with Thomas Meehan, 24 Juni 
1985. 

'Mike Kaplan, ed., Variety: Major U.S. Show-
business Awards (New York and London: Garland Pub
lishing, Inc., 1982), p. 647. 



The idea for Annie was conceived by Charnin, but 

he wanted it to be similar to the Charlie Brown plays. 

It was Meehan's idea to set it in the 1930s. He did 

extensive research on the period because it was vary 

important to him that the language in the script be 

authentic.^ 

In Meehan's article titled, "Life With 'Annie' Be

came A Full-Time Job," he tells how the play changed his 

life practically overnight. He describes himself as be

coming "a middle-aged nervous-wreck" before the play 

opened on Broadway in April of 1977. He had been working 

on the play for five years and says, "I virtually had my 

entire life riding on the success or failure of the show." 

He says his career as a writer was on the line, and a 

four—year old Pontiac, his "only tangible asset," was 

about to be repossessed by his finance company. By 

midnight of opening night, however, it was obvious that 

Annie was a smash hit. 

Meehan is very honest in describing the "hullabaloo" 

which quickly became a big part of his life: 

In the weeks that followed the opening, as "Annie" 
played night after night to standing—roam-only audi
ences and quickly became the hottest ticket in town. 

^Ibid. 

^Thomas Meehan, "Life With 'Annie' Became a Full-Time 
Job," New York Times Biographical Service. April 1981, 
p. 521. 



we three creators of the show found ourselves swept 
up in a giddy whirlwind of parties thrown to celebrate 
the success of our show. We discovered that we had 
many more very close friends than we'd ever remembered 
having had before, all of whom seemed to want to throw 
luncheons or dinner parties or cocktail bashes in our 
honor. 

After Meehan began making a large profit from the play and 

it had won twenty-two major theatrical awards, he says 

that he began "to feel a little bit like J. D. Salinger's 

Seymour Glass, who suffered from a reverse form of 

paranoia—that is, he suspected there had been a plot 

hatched against him by everyone in the world to make him 

happy."^ 

Meehan stayed with the show, helping to rehearse, 

re—cast, and prepare the many national touring companies 

of the production. He tried to begin work on a new 

musical in the fall of 1977, but got too busy and had to 

put it down.^ 

Meehan does not hesitate to reveal the specifics 

concerning the profits involved in the success of his 

show. It is obvious that it has made him a fortune. He 

says that one of the unanticipated benefits of a success 

of this kind is that: 

. . . a horde of manufacturers . . . line up to put 
out various types of merchandise that in some way 
associate themselves with the show and its logo. So, 

^Ibid. 

^Ibid. 



among a dozen or so other products, there are now 
"Annie" bedspreads, sheets, pillow cases, drapes, 
pajamas, dresses, dolls, beanbags, stuffed animals, 
play telephones, ceramic bells, and porcelain plates 
avallable 

and, of course, the sale of all of these items provides a 

small royalty for him.^ 

Meehan is not sure why the play is such a hit all 

over the world, but he suspects that it is because: 

"Annie" is an old-fashioned and upbeat retelling of 
the Cinderella story with a subtext of contemporary 
social and political comment, and so has elements 
in it that seem to appeal to Just about everyone, 
from the very young to the very old, from relative
ly naive teenagers to hard—bitten sophisticates. 

Regardless of why the show turned out as it did Meehan 

feels very lucky about it and summarizes his feelings 

as follows: 

All in all, "Annie" was one of those exceedingly 
rare theatrical efforts that luckily seemed to come 
all together. As for me, four years later, I'm now 
older, grayer, heftier and, of course, less poor, 
with a country house in Connecticut, my own restaurant 
and my aforementioned tax problems. Am I happier? Of 
course I'm happier. And I'm not even a nervous wreck 
anymore. Finally, I have this wish. I hope that 
every one of the writers who are working away at this 
minute on a future Broadway musical will wake up one 
fine hungover morning to find that he or she has 
written the next "Annie." Because what has happened 
to me and my partners in "Annie" should happen at 
least once to everyone.*® 

After Annie. Meehan has continued to write for 

theatre and television, but has had no time to write short 

''ibid. , p. 523. 

lOlbid. 
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stories or magazine articles. In 1979 he did a version of 

I Remember Mam^ with Martin Charnin. He wrote a Walt 

Disney movie which came out in 1985, and is also working 

on a movie with Mel Brooks, a parody of Star Wars which 

they are calling Space Balls. Meehan, Martin Charnin, 

and Charles Strouse are also now working on Annie. Part 

II which they hope to open on Broadway on April 21, 1987 

exactly ten years to the day after Annie opened.''^ 

Background on the Composer 

Charles Strouse was born in New York City on 7 June 

1928 to Ira Strouse and Ethel Newman. He received a 

Bachelor of Music degree in 1947 from the Eastman School 

of Music. He studied composition with many notables, 

including David Diamond, Aaron Copland, Arthur Berger, and 

Nadia Boulanger, his favorite, who encouraged his ability 

to write "light music."^^ 

His musical career began when he wrote the scores 

for several stock productions at the Green Mansions 

Theatre in Warrensburg, New York, from 1952-1955. Since 

then he has composed many scores for musicals both in the 

United States and abroad. Following is a list of the 

shows for which he has composed music: 

^^Meehan, Telephone interview. 

^^Alida L. Carey, "Meet the Tuneamith Behind Annie." 
Christian Science Monitor. July, 1977, p. 23. 
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A Pound in Your Pocket. 1956 
Bye. Bye Birdie. 1960 (Tony award 1961) 
All American. 1962 
Golden Bay. 1964 
It's a Bird . . . It's a Plane . . . It's Supermar). 1966 
Applause. 1970 (Tony award) 
Siii, 1971 (Book and lyrics also) 
I and Albert. 1972 
The Member of the Wedding. 1975 
Annie. 1977 (Tony award) 
A Broadway Musical. 1978 
Flowers for Algernon. 1979 

His film scores include: 

The Mating Game. 1959 
Bonnie and Clyde. 1968 
The Night They Raided Minskv's. 1969 
There was a Crooked Man. 1970 

Just Tell Me What You Want. 1979^' 

In speaking about Annie. Strouse says that he 

intended for the music "to show Annie's innocence and also 

the style of the period, 1933." He says that he was 

greatly influenced by Shirley Temple whom he greatly ad

mired, and that, in a sense, Annie is Shirley Temple, 

although few people have noticed the resemblance. He 

contrasts his very positive song "Tomorrow" with the very 

sarcastic and negative "We'd Like to Thank You, Herbert 

Hoover," saying that the latter provides a good balance 

for the otherwise goody-goody mood of the show. Meehan, 

the playwright of Annie, stresses Strouse's ability 
1A "to request changes, but as tactful changes only."*^ 

'̂̂ lan Herbert, ed. , yiho's Who in the Theatre; A 
Biographical Record of the Contemporary Stage. 16th ed. 
(Detroit: Gale Research Company, 1977), p. 1164. 
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Strouse says he usually sits at the piano to 

compose, but also does it while walking down the street, 

or even in bed. He says that Cole Porter is his most 

admired composer. Some of Strouse's most popular tunes 

include "Kids" from Bve Bve. Birdie. "Put on a Happy 

Face," and "Those Were the Days," the theme song from 

TV's "All in the Family."^^ 

Background on the Lyricist 

Martin Charnin has been billed as a director, 

lyricist, producer, composer, author, and actor. Besides 

being the lyricist for Annie. Charnin was also the 

original director, capturing a Tony award for best musical 

in 1977. 

Charnin was born in New York City on 24 November 

1934 to William and Birdie Charnin. He went to the High 

School of Music and Art and received a Bachelor of Arts 

degree in 1955 from Cooper Union.^^ 

Kaleidoscope. at the Provincetown Playhouse in 

1957, was the first produced play for which he wrote 

lyrics. Since then he has written lyrics for the 

following: 

^^Carey, p.23. 

^^Ibid. 

^^Herbert, p. 4B4. 
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Fallout Revue. 1959 
Pieces of Eight. 1959 
Little Revue. 1960 
Hot Spot. 1963 
Zenda. 1963 
Mata Hari. 1967 
Ballet far a Firing Sguad. 1968 
Two by Two. 1970 
Annie. 1977 (Director also) 
I Remember Mama. 1979 
Feathertop. 1961 (Television) 

"The Jackie Gleason Show" (Television)^^ 

As an actor Charnin has played the role of Big Deal 

in the musical West Side Story at the Winter Garden in 

1957 and again in 1960. He also appeared in the revue 

The Boys Against the Girls at the Alvin in 1959.^^ 

Charnin is probably most recognized for his 

directorial abilities, having received many awards both 

for stage work and for television. Among the shows he has 

directed are the following: 

Ballet for a Firing Sguad. 1969 
Nash at Nine. 1973 
Music! Music!. 1974 
Annie. 1977 (Tony award) 
Barmitzvah Boy. 1978 
George M! 

Charnin was also responsible for 'S Wonderful. 'S Mar— 

velous. 'S Gershwin, which won six Emmy Awards and the 

Peabody Award.^' 

^^Ibid. 

l^Ibid. 

^''ibid. 
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History of the Play 

Annie was originally produced at the Goodspeed 

Opera House in Connecticut before moving to Washington, 

D.C. The Broadway production opened at the Alvin Theatre 

on Thursday, 21 April 1977. The original cast is as 

follows: 

Molly .Danielle Brisebois 
Pepper Robyn Fi nn 
Duffy Donna Graham 
July Janine Ruane 
Tessi e Di ana Barrows 
Kate Shel 1 ey Bruce 
Anni e Andrea McArdl e 
Mi ss Hanni gan Dorothy Loudon 
Bundles McCloskey/Sound Effects Man/ 
Ickes James Hosbei n 
Dog Catcher/Jimmy Johnson/Honor Guard. .Steven Boockvor 
Dog Catcher/Bert Healy/Kaltenborn's Voice/ 
Hul 1 Donal d Crai g 
Sandy Himself 
Lt. Ward/Morganthau Richard Ensslen 
Harry/FDR Raymond Thorne 
Sophie the Kettle/Cecille/A Star to Be/ 
Bonnie Boylan/ Perkins Laurie Beechman 
Grace Farrel 1 Sandy Fai son 
Drake Edwi n Bordo 
Mrs. Pugh/Connie Boylan Edie Cowan 
Annette/Ronnie Boylan Penny Worth 
01 i ver Warbucks Rei d Shel ton 
Rooster Hanni gan Robert Fitch 
Lily Barbara Erwin 
Fred McCracken/Howe Bob Freschi 

NBC Page Mari McMinn^® 

Later in the spring of 1977 Annie received twenty-

two major theatrical awards. Seven of these were Tony 

Awards, which included best musical of the year, best 

20willis, John, Theatre World, vol. 33 (New 
York: Crown Publishers, Inc., 1978), p. 69. 
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musical score, best lyrics, best book, and the award for 

best actress in a musical which went to Dorothy Loudon for 

her portrayal of Miss Hannigan. The show was also chosen 

as best musical of the year by the New York Drama Critics' 

Circle. In addition to these awards, the show also 

received seven Drama Desk awards, five Outer Critics' 

Circle awards, a Theater World award, and Cue's Golden 

Apple Award.^^ 

In 1978 two national touring companies went into 

production, after which the producers went to England to 

work on the London production which opened at the Victoria 

Palace Theatre on 3 May 1978 with the original New York 

Annie, Andrea McArdle, playing the title role. A third 

national company was later launched which made Annie the 

first musical in theater history to have three national 

companies touring at the same time. When four companies 

began playing simultaneously, the show broke a long

standing theatrical record several times by grossing 

over a million dollars in a single week."̂ *̂  

In the spring of 1978, Columbia Pictures bought the 

motion picture rights to Annie "for *9.5 million which 

was $4 million more than had ever been paid for motion 

picture rights to anything."^' In the summer of 1977 

2lMeehan, "Life With 'Annie,'" p. 521. 

22ibid., p. 523. 
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Columbia Records brought out the original cast album of 

Annie and, after about four years, the record went 

platinum by selling over a million copies. 

Critical Commentary on the Play 

The first review of the Broadway production of 

Annie that the creators heard came around eleven p.m. 

after their opening performance at the Alvin Theater on 

21 April 1977. According to WNEW theater critic, Stewart 

Klein, Annie was "yet another sorry example of a show 

that had bawled them over out-of-town, . . . but that had 

absolutely no chance in New York. The musical version of 

Harold Gray's beloved American comic strip, 'Little Orphan 

Annie,' was a turkey, a bomb, a total fiasco."^^ This 

review, however, had litte in common with those that 

followed. 

A survey of the majority of the other reviews on 

Annie reveals that it was loved by almost everyone and a 

very welcome relief after what the critics felt were years 

of distressing and depressing productions, even though 

Annie was not the only uplifting show of the season. 

Such plays as Eguus. The Shadow Box, for colored 

girls who have considered suicide/when the rainbow is 

23ibid. 

2^Ibid., p. 521. 
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enuf ̂  and The River Niger contain such subjects as 

perverse sexual behavior, insanity, terminal disease, 

abortion, and rape. Annie approaches nothing so sordid, 

and the critics appeared grateful for it. Disappointment 

in various aspects of the contemporary theatre is voiced 

by most of the critics in their reviews, and, as Harold 

Clurman of Nation states, it was "a relief after so many 

plays about all manner of distress. . . . It is corn for 

the millions."2^ Gottfried agrees, saying that it is "a 

sound we've missed so long on our musical stage."2° 

The opinions of most of Annie's critics could be summed 

up in the first paragraph of Howard Kissel's review from 

Women's Wear Daily: "This will be what is called a rave 

review, which is what you write when you love a show so 

much it makes you reckless with adjectives."-^' Martin 

Gottfried of the New York Post states that "It hardly 

advances musical theater but theory must step aside for 

any production that simply works and Annie works. "-̂ ^ 

According to Clive Barnes of the New York Times. Annie 

"works on all levels" because it does not depend on many 

25Harold Clurman, "Theatre," Nation. May 1977, 
p. 50. 

^^New York Theatre Critics Reviews 1977, Vol. 
38, p. 260. 

2"7ibid., p. 260. 

28lbid., p. 260. 
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of the staging gimmicks that have been used in the 

musicals of the recent "director's theatre. "2*̂  Jack 

Kroll of Newsweek says that it rejects "musical 

theatre's recent hard-won sophistication."'® Barnes 

and Kroll may be referring to such musicals as A 

Chorus Line and The Wiz. which are both much more 

sophisticated than Annie in terms of "slick" acting, 

dancing, and singing, as well as the so-called "glitz" and 

glamour that Annie simply does not possess. 

The critics have also looked at the cultural and 

political aspects of Annie. Jack Kroll feels that we 

have a great deal of cultural confusion about the image of 

children in our culture, and he cites several examples of 

children dealing with drugs, sex, and violence. He then 

states that bringing back Annie, the "foremost kid 

reactionary in U.S. history is about as extreme as you 

can get."'^ Clive Barnes feels that she is used by the 

play's creators as "a symbol of the end of the Great 

Depression and Franklin D. Roosevelt's New Deal in 

1933."'2 A feeling of nostalgia is created by the 

play described here by Meg Greenfield of Newsweek as a 

^'^Ibid. , p. 258. 

'®Ibid., p. 262. 

'^Ibid., p. 262. 

'^ibid., p. 258. 
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return to fun, ease, simple things: "And a time before we 

were all at each other's throats . . . Annie found a 

terrific resonance in Jimmy Carter's Washington." She 

goes on to say that the play is satiric, campy, and moving 

all at once" and that it contains: 

unexpected sentiments: reassurance, a feeling of 
well-being, an agreeable connection with a long-gone 
world—a life built on assumptions and simplicities 
you had forgotten about." 

On the other hand, Edwin Wilson of the Wal1 Street 

Journal feels that, although the play as a whole is 

effective, it is not consistent in its political ideology 

as evidenced by such things as Roosevelt, the liberal 

President, buddying up with Oliver Warbucks, the con

servative right-winger. He says that: 

In Annie familiar symbols appear to be used 
not with reference to what they stand for but 
to invoke memories or tug at the heart. As for 
the show as a whole, it could have won even more 
hearts if, while playing with our emotions, it had 
developed a sharp edge and a consistent point of 
view.'^ 

The writing and direction, of Annie have gotten 

"rave" reviews from almost all of the critics, but the 

lyrics by Martin Charnin were panned by all. His 

directing abilities, however, were praised unanimously. 

"Meg Greenfield, "The Triumph of Little Orphan 
Annie," Newsweek. April 11, 1977, p. 112. 

'̂ v̂iew York Theatre Critics Reviews 1977. vol. 
38, p. 260. 
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According to Gottfried, it is due to "Charnin's whimsical 

approach to Meehan's book and his smooth, clean, and 

knowledgeable direction" that the play has been such a 

hit.'^ Kissel thinks that Meehan's book is the 

"funniest since Fiddler."'^ Clive Barnes says that it 

has "cute appealing references to the period," and has a 

great deal of historic detail even though some poetic 

license has been taken in regard to dates.'^ Charles 

Strouse's musical score has been described by Kissel as 

his "best score since his early days," and by Gottfried as 

the "best score since Bve. Bve Birdie." containing 

"catchy, melodic, truly-theatrical songs, nearly all 

grand and some just wonderful."'^ Clive Barnes is a 

little less enthusiastic stating that although the tunes 

are "pleasing" and "comfortable," they are neither "mem

orable, nor inventive."'*' And Douglass Watt of the 

Daily News criticizes the score as "dismayingly common

place, substituting energy for worth" even though it does 

mirror the 30's.^® Watt, in agreement with most of the 

35 

36 

Ibid. 

Ibid. 

'"^Ibid. 

38 

39 

Ibid. 

Ibid. 

^Olbid. 

p. 259. 

p. 260. 

p. 258. 

p. 260. 

p. 258. 

p. 259. 
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others, panned Charnin's lyrics as ordinary with "predict

able rhymes."^^ Gottfried described them as being "far 

from polished," and Barnes went so far as to say that they 

were the "worst part of the show," being "bland" and 

"banal." But he did surmise that this was possibly 

intentional on Charnin's part.^^ 

The casting and performances of all actors in the 

Broadway production was generally considered excellent. 

Andrea McArdle as Annie has been praised unanimously by 

all the reviewers. According to Gottfried, she lends the 

show a "serious innocence." Dorothy Loudon as Miss 

Hannigan plays her role very broadly and, although some 

find it ridiculous, she is generally admired greatly. 

Gottfried says of her, "This is the kind of all-out 

playing that separates comic acting from high clownsman— 

ship."^' Reid Shelton as Warbucks is lauded everywhere, 

but Raymond Thorne as Roosevelt was given mixed reviews. 

Watt saw his portrayal as a "tasteless caricature."^^ 

The sets by David Mitchell and costumes by Theoni 

Aldredge have been described only with superlatives. 

Kissel describes the play as a "gorgeous period show" with 

^^Ibid., p. 259. 

^^ibid., p. 258. 

^'ibid., p. 260. 

^^Ibid., p. 259. 



19 

"breathtaking" sets and "smashing" costumes.^^ Watt 

says that the sets were "exceptionally attractive," and 

Barnes says they provided a "jet-propelled lift" to the 

play. He added that it was "one of the best-looking 

musicals in years."^° A radio critic, Leonard Probst, 

said it was "a better show to look at than to listen 

to,"^' and T.E. Kalem in his review for Time panned 

everything about the show except the sets, costumes, 

choreography, and the acting skills of Reid Shelton and 

Sandy, the dog. He claims that Charles Strouse's music 

"would scarcely inspire an organ-grinder's monkey to 

rattle his cup," and that the lyrics by Martin Charnin 

"are for beginning lip readers." Criticizing the acting 

abilities of Andrea McArdle, he says that "through the 

innate temperament of its teen-age star, . . . an aridity 

of mood pervades Annie. 

History of the Period 

As evidenced by the reviews of the critics, there 

are many historical details in Annie which need to be 

researched before an understanding of the play is poss

ible, since the playwright chose to focus on the plight of 

^^Ibid., p. 260. 

^^Ibid., p. 25B. 

^^Ibid., p. 261. 

^^Ibid., p. 263. 
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Depression children. The setting of the play is New York 

City, December, 1933. This was during the height of the 

Great Depression and Franklin Delano Roosevelt was con

cluding his first year in the Presidency. Roosevelt is a 

major character in the play, and Herbert Hoover, although 

not seen in the play, is scornfully "serenaded" in the 

Hoovervilleites' Brechtian number, "We'd Like to Thank 

You, Herbert Hoover." Radio was the major mode of commu

nication evidenced throughout the play with Miss Hannigan 

listening wistfully to "Ma Perkins," Annie performing a 

song on the "Bert Healy Hour of Smiles," and Roosevelt and 

his cabinet listening to a radio commentator criticizing 

his inability to get the country back on its feet. 

Following is a discussion of the background of the period 

before and during 1933. 

What is now referred to as the "Roaring Twenties" 

caught hold during the term of Calvin Coolidge, the 

Republican President in office from 1924 to 1928. The 

ebullience of the postwar period had resulted in a revolt 

from Puritanism as the country "let loose" in every way. 

Partly due to the Industrial Revolution, the nation was 

experiencing a new prosperity despite government scandals, 

isolationism, and farmer—labor difficulties. "It was a 

time to get rich quickly, and it looked like it could be 

done without much effort. A speculative fever took hold." 

People were urged to throw money into the stock market, 
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and many bought stock on margin hoping that the prices 

would rise. From 1922 to 1929 the national income rose 

from $61 billion to $87 billion, an increase of almost 

forty-four percent.^*' 

It was during this great era that Herbert Hoover 

began to seek the Republican nomination for the 

presidency. As a politician. Hoover had worked with 

problems of housing, foreign trade, child welfare, labor 

relations, and industrial production. He helped to end 

the twelve hour workday in the steel industry, promoted 

commercial aviation, and brought order to radio 

broadcasting. He was a millionaire businessman and a 

successful public official who seemed the perfect choice 

to lead Americans on to even better days. When Hoover 

accepted the Republican nomination on 12 August 1928 he 

is quoted as saying "we shall soon, with the help of God, 

be within sight of a day when poverty will be banished 

from the nation."^® He promised that there would be 

"two chickens in every pot and a car in every garage."^^ 

This could not have been further from the truth.^^ 

^'Milton Meltzer, Brother. Can You Spare a Dime? 
(New York: New American Library, Inc. , 1977), p. 9. 

50 Ibid., p. 5. 

S^The World Book Encyclopedia. 1965 ed., s.v., 
"Hoover, Herbert Clark," by Warren Q. Harris. 
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The Democratic opponent was Alfred Smith, governor 

of New York, nominated by Franklin Delano Roosevelt. 

Smith was an Irish Catholic who represented urban America 

and made abolishing prohibition a major campaign issue. 

Many voters objected to Smith because of his religion, 

and, since times were so good, the party in power was 

naturally appealing. Hoover and his running mate. Senator 

Charles Curtis of Kansas, were elected by the largest 

majority of electoral votes in history up to that 

time—444 to 87. Hoover and Curtis carried 40 of the 48 

states.^' 

Unbeknownst to the new President was the fact that 

the huge income gap between rich and poor would soon help 

pave the way for a severe economic depression. In 1929, 

the Brookings Institution performed a study of family 

^^In the Hoovervilleites' scene in Thomas Meehan's 
Charles Strouse's, and Martin Charnin's Annie. (New 
York: Music Theatre International, 1977), p. 18, one 
verse of their song is as follows: 

IN EV'RY POT HE SAID "A CHICKEN" 
BUT HERBERT HOOVER HE FORGOT 
NOT ONLY DON'T WE HAVE THE CHICKEN 
WE AIN'T GOT THE POT! 

^'Another verse from Meehan, Strouse, and 
Charnin's Annie, p. 17, in the Hooverville scene goes as 
follows: 

THEY OFFERED US AL SMITH AND HOOVER 
WE PAID ATTENTION AND WE CHOSE 
NOT ONLY DID WE PAY ATTENTION 
WE PAID THROUGH THE NOSE 
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incomes in America which indicated that seventy-eight 

percent of them (27.5 million) were earning under 

$3,000.00 annually, while six million were earning under 

$1,000.00 annually. Families earning under $3,000.00 per 

year could only buy on credit.^^ The income gap was 

dangerously wide, with the 27,500 wealthiest families 

possessing as much money as the twelve million 

poorest.^^ By 1929, the five percent of Americans 

who had the highest incomes were taking in about one-third 

of the entire nation's personal income.^° To worsen 

matters, Andrew Mellon, himself a millionaire, was the 

Secretary of the Treasury for Harding, Coolidge, and 

Hoover, and was successful in reducing the income tax of 

the very rich by a large amount. An illustration of the 

income gap is seen in this example: miners and lumbermen 

were earning about $10.00 a week while John D. Rockefeller 

was paying $6,278,000 annually in taxes alone."' In 

spite of these problems all Americans were aware that 

^^Meltzer, p. 10. 

^^Ibid., p. 12. 

^^Ibid., p. 13. 

^^Ibid., p. 12; In Meehan's Annie, p. 52, there 
is an intimate, yet amusing, scene between Oliver Warbuck! 
and Annie in which he tells of his immense fortune: "By 
the time I was twenty-three I'd made my first million. 
Then in ten years, I turned that into a hundred million. 
And in those days that was a lot of money." 
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their standard of living was one of the best in the world, 

and they knew that more people in the nation were doing 

well than ever before. 

Unfortunately, the disproportionate distribution of 

wealth, in addition to numerous other factors, set the 

stage for an economic depression which is said to have 

come on harder and faster, affecting a larger number of 

people, lasting much longer, and causing far more and far 

worse damage than any before it. Shortly after Hoover 

took office, he passed the Smoot-Hawley Tariff Act which 

was intended to raise tariffs on farm products to reduce 

foreign competition. However, the extremes of this act 

resulted in disastrous effects on trade. Then, on 23 

October 1929, after several weeks of warnings, there was 

an unexpected, severe break in stock-market prices. The 

next day prices plunged terribly, panic overwhelmed the 

market, and, on that day, almost 13 million shares changed 

hands.^° Big bankers pooled their resources in efforts 

to stop the impending financial collapse, but after a 

brief respite of only a few days, prices fell again. On 

29 October, the day which has become known as the day of 

the stock market crash, 16,400,000 shares were sold, and 

many which were put up for sale could find no buyer no 

matter how low the price. The market continued to fall 

S^Ibid., p. 16. 
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until the middle of November by which time $30 billion had 

been lost.*^^ By the end of 1929, the government esti

mated that investors had lost $40 billion.^® Hoover 

reassured the nation by saying that prosperity was "just 

around the corner."^^ A simple explanation as to why 

this disaster occurred is not possible, but several 

underlying causes of the crash have been outlined by 

Milton Meltzer: 

1. Business kept prices and profits high while holding wages 
down 

2. After World War I European farmers had revived their 
production which kept farm prices low 

3. The industrial boom of the postwar period resulted in too 
much production 

4. Many people had been put out of work by labor—saving 
machinery created with the new technology 

5. World trade after WWI remained shaky for quite some 
time 

6. Credit became too easy to obtain causing gambling on 
stocks to push prices far beyond the real value of 
businesses.^2 

Other reasons cited have to do with the fact that, prior 

^''ibid., p. 17. 

^^The World BBBK 5ncYffi°pe^1A^, 1965 e d . , s .v . 
"The History of the United States." 

*^lbid.; Another verse from the Hoovervilleite's 
scene in Meehan's Annie, p. 17, is as follows: 

PROSPERITY WAS 'ROUND THE CORNER 
THE COZY COTTAGE BUILT FOR TWO 
IN THIS BLUE HEAVEN 
THAT YOU 
GAVE US 
YES! WE'RE TURNING BLUE! 

^^Meltzer, p. 20. 
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to this time, the government did not control wages and 

prices, trade and investment, production and consumption, 

or machinery and manpower. Consequently these functions 

were thrown terribly off balance. 

As the reality of the depression set in, many 

Americans were out of work and hungry. By the end of 

1930, six million people were out of work, and by the 

end of 1931 this figure had doubled.^' Black unem

ployment rose over forty percent from 1930 to 1932, while 

white unemployment rose over thirty percent. More than 

5000 banks failed, and 32,000 businesses went bank

rupt. °^ Unemployed workers staged demonstrations and 

hunger marches. Men sold apples, and people lived in 

shanty towns called Hoovervilles."'^ 

Children are said to have been the hardest hit. 

Often, children who felt that they were a burden to their 

parents took to the road. The Children's Bureau estimated 

that by late 1932 a quarter of a million children and 

teenagers were wandering around this country. 

^'"The History of the United States" 

**Ibid. 

*^In the beginning of the Hoovervilleites' scene 
from Meehan's Annie, p. 17, one character reads these 
wards from a magazine: " 'In Hoover they trusted and now 
they are busted,' by Westbrook Pegler. 'Thousands of 
once-affluent Americans are today living in makeshift 
towns called Hoovervilles.' " 
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Although Hoover did not step in immediately, he 

eventually set up some programs for aid. His government 

created the Reconstruction Finance Corporation with two 

billion dollars for rescuing hard-pressed banks, rail

roads, factories, and farmers."^ They also began 

construction programs for airports, public buildings, and 

roads, as well as increasing the country's credit 

facilities. This was the first time in United States 

history that the government assumed the responsibility for 

rescuing the economy by actively intervening in business. 

The election of 1932 brought a "New Deal" for the 

American people. The Republican party renominated Hoover 

and Curtis, but did not give them much support. The 

Democrats nominated Franklin Delano Roosevelt, then 

serving his second term as the governor of New York. As 

governor he had brought about the following changes: 

1. Obtained tax relief for farmers 
2. Established the first system of relief for the unemployed 

in New York after the crash of 1929 

^^Meltzer, p. 57.j All of the children in Annie 
are orphans 'imprisoned' in a Dickensian orphanage in New 
York City. In the first scene they sing about their awful 
way of life. Meehan, Annie, p. 8. 

EMPTY BELLY LIFE! 
ROTTEN SMELLY LIFE! 
FULL OF SORROW LIFE! 
NO TOMORROW LIFE! 

^^"The History of the United States" 
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3. Tightened control over public utilities 
4. Established old-age pensions 

5. Started conservation and reforestation programs^^ 

At age 39, Roosevelt had contracted polio and was 

never able to walk again without braces or some other type 

of support."^ Because of this disability he went on 

a very strenuous nationwide campaign to prove to the 

country that he was physically able to undertake the job 

of the Presidency in spite of his handicap. His campaign 

speeches were very optimistic, telling about a "New Deal" 

for the "forgotten man," Roosevelt's term for the average 

man.^® Roosevelt and his vice-presidential running 

mate. Speaker of the House John Nance Garner of Texas, 

were victorious in a landslide election with an electoral 

vote of 472 to 59, carrying 42 of the 48 states.'''̂  

At Roosevelt's inauguration in 1933 he is quoted 

as saying, "The only thing we have to fear is fear 

itself."^2 With this optimistic viewpoint he quickly 

went on to make good on his promise for a "New Deal."'' 

^^The World Book Encyclopedia. 1965 ed., s.v. 
"Roosevelt, Franklin Delano," by Frank Friedel. 

^''Meehan's Annie has been criticized by some 
for showing Roosevelt in a wheelchair because Roosevelt, 
himself, did not like to be seen in it. 

^®"The History of the United States" 

^^Friedel, "Roosevelt, Franklin Delano." 

^2"The History of the United States" 
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In a 99-day session which has come to be called the 

"Hundred Days," Roosevelt was successful in passing 

several important recovery measures through Congress, 

•ne of these created the Federal Emergency Relief 

Administration under Harry L. Hopkins which eventually 

paid out about $3 billion for relief or for wages on 

public works.'^ Another program, the Civil Works 

Administration supplied funds to local authorities to 

make possible public projects such as building streets, 

bridges, roads, and schoolhouses, and cleaning parks. 

The Civilian Conservation Corps, which existed from 1933 

to 1942, gave work and training to 500,000 young men who 

worked on flood control, soil conservation, and forest

ry. ̂ ^ The Works Progress Administration (1935-1941) 

was another program which employed two million workers 

annually.^^ 

Naturally, these acts were not without opposition. 

^'in Meehan's Annie. Act II, pp. 11-18, the 
writer has taken license with history. Annie and Oliver 
Warbucks come to visit the President concerning the 
problems of the country. In the midst of their talk Annie 
begins singing her super optimistic song, "Tomorrow." The 
President, an optimist at heart, requires his entire 
cabinet (gloomy at this point) to Join in on the song, 
after which they all cheer up, become super optimistic, 
and start brainstorming about ideas for the New Deal. 

^^"The History of the United States" 

^^Friedel, "Roosevelt, Franklin Delano." 

''̂ "The History of the United States" 
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Businessmen felt that they were a waste of money and that 

they favored unions. Many feared that so much government 

control over business might destroy the free enterprise 

system and lead to socialism. Despite the opposition, 

Roosevelt was elected to four consecutive terms, serving 

over twelve years. 

Social Milieu 

The milieu in which Annie was written and first 

performed bears several economic, social, and political 

resemblances to the milieu in which it is set, and 

therefore, audiences were easily able to relate to the 

situations depicted. Many critics have tried to determine 

why Annie seems to have had such a great impact on its 

audiences, and they seem to feel that it is because of the 

nostalgia and longing for the "good old days" created by 

the play, even though those Depression days were not 

really "good," as discussed in the previous section. 

Following is a discussion of those events that perhaps 

caused this nation's people to have many negative feelings 

which, in many cases, were purged by a viewing of Annie. 

The writers of Annie. Thomas Meehan, Charles 

Strouse, and Martin Charnin were working on this play 

during the time that the United States was celebrating its 

bicentennial. The following reflection on this 

celebration from Senator Mike Mansfield of Montana voices 

the very same ideals which have been incorporated into 
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Annie: 

As we enter our third century of independence, our 
citizens long to restore the fundamental assumptions 
on which our society has endured: that our leaders 
can be trusted and believed; that our public and pri
vate institutions are responsive to the needs of those 
whom they are established to serve; and that our pub
lic policies are designed and implemented to serve the 
general welfare.^' 

This brings to mind the scenes from Annie in which 

Roosevelt, his Cabinet, and Warbucks express ideas and 

beliefs about what the nation needs from them in order to 

become stable. Roosevelt's New Deal itself was such a 

massive program for the general welfare, that he is 

considered to be one of the most responsive Presidents in 

American History. 

In comparing the 1970s to the 1930s, it is necessary 

to find similarities between the decades preceding these 

two recession periods. The 1920s, as mentioned in the 

previous section, was a time of postwar celebration which 

led to a very healthy economy, as well as a loosening of 

previously held moral values. The 1960s also started out 

this way although this country was involved in the war in 

Asia. Like the '20s, this was a wild period: hemlines 

went up higher then ever before, drinking during Pro

hibition could be compared to the use of psychedelic 

drugs, consumerism was at a very high level, and attitudes 

^^The Americana Annual. 1977 ed., s.v. "Bicentennial 
Reflection," by Senator Mike Mansfield. 
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concerning sexual behavior were more relaxed than ever 

before. As history has shown through the ages, the social 

and economic environment will suffer after these types of 

"highs," and this is what happened toward the ends of 

these decades. In the '20s it was primarily an economic 

downfall, while in the '60s it was a social downfall 

including civil rights rioting, draft evasion, flag-

burning, and the horrors of the Vietnam War. As the '70s 

proceeded, the economy began to worsen until it entered 

"the most severe recession since the depression of the 

1930's." By 1976 the economy had stabilized, but it was 

still haunted by high unemployment, lagging residential 

construction, and uncontrolled inflation. All of this was 

further complicated by the uncertainty of the economic 

78 environment caused by the Presidential election. 

Government scandals were common during the 

Republican terms of Coolidge and Hoover during the '20s, 

and this was another reason why the public rejected that 

party and voted a Democrat into office in the 1932 

election. In the '70s, the issue over Republican 

President Nixon's involvement in Watergate and his 

subsequent resignation eventually helped in the selection 

of Democrat Jimmy Carter as the new President. Carter had 

'̂ T̂he Americana 1977 Annual, s.v. "Economy, 
U.S.," by Jackson Phillips. 
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never held a federal job, and the public liked the fact 

that he had no official associations in Washington. 

Carter, the governor of Georgia, was a peanut farmer from 

Plains, Georgia. His strong religious beliefs and 

"folksy" mannerisms were a complete and welcome change 

from what had gone before. After the election the 

Democrats retained control of both houses, and, although 

Carter could never be compared with Roosevelt in terms of 

liberal social reforms, many liberal programs were 

instituted during his term.^" 

More money was spent on education than ever before, 

but it was during this period that educators discovered 

that students were achieving less. Standardized test 

scares had dropped all over the nation, and to this day 

the many problems involved in raising them have not been 

solved.^® This was shocking news to a country that had 

prided itself on providing a good education for rich and 

poor alike. An amusing moment at the end of Annie oc

curs when Warbucks informs the orphans that they will no 

longer be under the rule of Miss Hannigan, but instead 

will have teachers for the first time. Their brief cheer 

is interrupted by a groan at the realization of 

'̂̂ The Americana 1977 Annual, s.v. "Chronology 
1976." 

^®The Americana 1977 Annual, s.v. "The Status 
of the Three R's," by Merrill Shells. 
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schoolwork. The playwright may have picked up on the 

general disillusionment with the teaching profession at 

this time because this "gag" usually receives a good 

audience response. 

The issue over what is to be done with children is, 

of course, important in Annie since all of the children 

are orphans; and naturally this would create sentiment in 

any caring adult. But, it so happens that when 3nni,e 

was first being presented, more children had been enrolled 

in day care centers than ever before. It may be that 

guilt—ridden parents find comfort in seeing Annie and the 

other orphans surviving and succeeding despite the absence 

of parents. It was also during this time that the federal 

government began requiring states to instruct caretakers 

and doctors regarding their obligation to report evidence 

of child abuse. Thousands of cases were revealed, and the 

public was made aware of the gruesome statistics for the 

first time in this nation's history.^^ Perhaps the 

melodramatic silliness of Miss Hannigan's "abuse" of the 

orphans provided some comic relief to a subject that is 

otherwise frightening, as well as sickening. 

A look at the crime statistics of 1976 reveals 

information as to why, perhaps, the character of Miss 

^^The Americana 1977 Annual, s.v. "Social Wel
fare," by Ralph E. Pumphrey. 
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Hannigan is so popular with audiences. The most striking 

fact is that the largest increase in crime was by women, 

and, naturally, the feminist movement was cited as the 

reason for this because women now refuse to be at the 

bottom of any hierarchy, including crime. These crimes 

committed by women are said to be mostly against property 

rather than people: specifically; larceny, embezzlement, 

fraud, and forgery. In Annie. Miss Hannigan is arrested 

for fraud, and her brother, an ex-convict, for fraud and 

forgery. 

In 1976, twenty-six children and their bus driver 

were kidnapped in California. Although the children were 

later released, the nation was again shocked by the reali
se 

zation that people would do such a thing to children."•^ 

In Annie, the crimes are against children, but the 

whole sequence of events is amusing, and allows the 

audience to laugh at a situation that could indeed be 

life-threatening. 

Critics of Annie have commented on the social and 

political implications of the play and why it has affected 

its audiences so strongly. Jack Kroll discusses famous 

movie stars to illustrate his point that there is a great 

deal of cultural confusion about the image of children 

^^The Americana 1977 Annual, s.v. "Crime," by 
Gilbert Geis. 
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oday. Among his examples of children playing warped 

oles are Tatum O'Neal, who attended the Academy Awards in 

ale attire, Linda Blair who has been seen as demonic, 

runk, drugged, assaulted, and abducted, and Jodie Foster 

ho played a 12 year-old prostitute.^' Although sensa-

ional and exciting as these things may appear to be on 

ilffl, it is true that the parents of America's youth are 

erribly fearful and upset about the rising use of drugs 

nd alcohol among children and teenagers, in addition to 

he great increase in crimes of sex and violence committed 

gainst them.^^ Of late, the nation has seen the conse-

uences of these acts in the tremendous rise in teenage 

uicide. Kroll feels that Meehan's reviving Little Orphan 

innie, "the foremost kid reactionary in U.S history is 

bout as extreme as you can get," because her patriotism, 

urity, and moral uprightness are such a contrast to what 

s seen with the youth of today. Ho also says that Annie 

apparently is to be the mascot of the new age of hope. 

^'New York Theatre Critics Reviews 1977. Vol. 38, 
I. 262. 

^^In Annie, people are shown living in shanties 
it the city's edge because of the Depression. In a 1976 
incyclopedia, there is a picture of drug addicts and 
tbusers living along the Hudson River in Albany, N.Y. 
lecause of state cuts in the drug program. The government 
ipends $350 million annually to reduce the supply of 
llegal drugs, but it is estimated that only 10-15% of all 
1 legal drugs are confiscated; Tt̂ e Americana 1977 
innual^ s.v. "Drug Addiction and Abuse," by Sidney 
)ohen, M.D. 
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optimism, and simplicity that's coming in with President 

Carter."^^ Mike Nichols, the producer of the Broadway 

production of Annie contrasts it to other musical 

productions of late by saying: 

. . . because of the nature of the world lately, 
either the music is small and bitty because there's no 
feeling, or if there is strong feeling it's anger or 
lapidary bleakness.^^ 

This brings to mind such productions as A Chorus Line. 

which, although it won the Tony award in 1976, and is 

very popular, can be very depressing, particularly to 

those who have experienced the competition of the dance 

world. This type of show capitalizes on a style used 

most clearly in Kennedy's Children in which the 

characters, one by one, pour out their life stories, full 

of sorrow and bitterness. This sort of "character 

self-indulgence" only occurs once in Annie when Warbucks 

tries to explain to a disinterested Annie the reasons for 

his inability to be a warm person, and the effect is 

comic. The songs in A Chorus Line generally continue 

with the same approach used in Kennedy's Children, while 

in Annie the songs are generally upbeat and certainly 

not sordid. Another award-winning and excellent play is 

the rock opera, Jesus Christ Superstar, which is full of 

Q^New York Theatre Critic^ Reviews 1977. vol. 38. 
p. 262. 

^^Ibid., p. 263. 
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anger and violence. Like Nichols, Greenfield sees that 

Annie has gone in a different direction, and has been 

successful because of its ability to meet the needs of the 

country at a difficult time: 

An America that takes Annie not as a shrewdly 
simple entertainment but as a message of hope is a 
wounded country, one that has been disappointed too 
often in the past by what seem like the failures of 
sophistication and intelligence.^^ 

Harold Grav's "Little Orphan Annie" 

Thomas Meehan researched fifty years of "Little 

Orphan Annie" before writing Annie, and he decided that 

there was nothing in these comic strips that he could use 

except for the characters of Warbucks, Annie, and her dog, 

Sandy.^° Although the plot of Annie is not taken from 

the strip, many of the values Harold Gray imparted through 

Warbucks and Annie in his comic strip still come through 

clearly in Meehan's interpretations of Warbucks and Annie. 

Because the value systems in Annie and "Little Orphan 

Annie" are so similar, the director felt it was necessary 

to research the comic strip and make comparisons between 

it and Meehan's play. 

Harold Gray's famous and long-lived comic strip, 

"Little Orphan Annie," first appeared on 5 August 1924 in 

^"^Greenfield, p. 112. 

^^Meehan, Telephone interview. 
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the New York Daily News. It immediately became popular, 

and by 1963 about 370 newspapers were carrying it. During 

the 1930s, the adventures of Annie were broadcast on a 

radio show starring a popular child star, Shirley Bell. 

The strip was possibly as controversial as it was popular 

throughout its existence, and, when Harold Gray died in 

1968, a successful continuation of the strip was not to be 

seen. In 1974 the editors decided instead to go into 

reprints of the old Gray stories. 

"Annie" had a somewhat unusual beginning and re

mained that way throughout her existence. Captain Joseph 

Patterson, the founder of the New York Daily News, was 

one of the first publishers in the United States to strive 

for a quota of female characters in his paper's comic 

strips in order to build up the number of women readers. 

When Harold Gray approached him with the idea of a comic 

strip about an orphan boy named Andy, Patterson said "Put 

skirts on the kid and call her Little Orphan Annie." It 

has been noted, however, that this Annie possessed no 

feminine attributes whatsoever.^'' Gray describes her as 

being: 

tougher than hell with a heart of gold and a fast 
left, who can take care of herself because she has to. 
She's controversial,...but I keep her on the side of 
motherhood, honesty, and decency.^" 

^''Maurice Horn, ed. , Women In Comics. (New York: 
Chelsea House Publishers, 1976), p. 49. 
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Through Annie, Gray advocated his ultra-conservative 

ideology by advocating capital punishment, the abolition 

of unions, the impeachment of Roosevelt, and the 

establishment of an oligarchy. Annie was a symbol of 

Gray's beliefs that "all Americans should act with honor, 

independence of thought, and industry, mind their own 

business and remain true to the traditional pioneering 

virtues."'^ 

Lyle W. Shannon, who researched the comic strip from 

1946 to 1950, points out that Annie's associates fall into 

two extreme categories—those who are great leaders of 

industry, or those who are poor and unfortunate lacking 

the initiative or willingness to work for a living. But 

these poor unfortunates usually benefit from their contact 

with the "ambitious and always energetic Annie."^^ 

''̂ 'Harold Gray, Arf I The Life and Hard Times of 
"Little Orphan Annie" 1935-1945. with a Foreword by Al 
Capp (New Rochelle, New York: Crown Publishers Inc., 
1970), n.p.; Meehan's Annie possessed all of these 
characteristics except that she is not at all contro
versial in the play. 

^*Gray, ArfI. n.p. 

'^David Manning White and Robert H. Abel, eds., 
The Funnies: An American Idiom (London: The Free Press 
of Glencoe, 1963), p. 115; In the play, Annie's 
associates also fell into the two above-mentioned 
categories. In the case of the orphans and Warbucks it 
was beneficial for them to associate with Annie, but for 
the Hannigan group it was not. 
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Daddy Warbucks, Annie's sometime caretaker, is 

portrayed as the epitome of the industrial tycoon and a 

symbol of capitalism. Warbucks "has vast holdings, 

quasi-magical powers, a Nietzschean contempt for regularly 

constituted authority, and apparent immortality, like a 

corporation, or indeed. Capital itself."*" 

The popularity of "Little Orphan Annie" was 

attributed to many different things. Gray felt it was 

so because readers become quickly bored with only funny 

jokes and gags. He said they longed for suspense, 

thrills, danger, and romance.^^ Gray was able to mix 

the expected elements of an adventure story with 

unexpected plot twists such as magical powers, conver— 

pa: 

sations with the dead, and unexplained occurrences.^^ 

It is not Just an exercise in political conservatism and 

sentimentality, according to one critic; Gray's characters 

were strong and well-researched making it of a much 

higher order than most strips.*'^ Gray's second wife 

kept large research files on many subjects. 

"white and Abel, eds., p. 115; Meehan's Oliver 
Warbucks fits all the above descriptions except that 
instead of being given magical powers, he only has thi 
bureaucratic power to manipulate the entire U.S. 
government. 

*^^Qray, Arf I . n.p. 

*'^Meehan'B Annie contains no magic nor any 
dealings with the occult. 
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The strip itself has been praised and criticized 

from several angles. Martin Gottfried describes it as "« 

stark and almost Calvinist moral comiiiemtary on Depression 

America."*'^ Howard Kissel feels that it celebrated 

the beneficence of the capitalist system during the »«orst 

of the Depression.*'^ Shannon feels thati 

Goals and approved symbols in Annie's Horld coincide 
with . . . 'the conservative social idealisRi of the 
middle classes in our society.' The world depicted by 
this comic strip . . . does not differ from 'the 
world about us as many see it, one in wtiich the hard
working captains of industry struggle against a 
vicious and uncompromising underground in order to 
protect capitalism, earn large profits and thus 
assume their social responsibilities, i.e. be 
charitable to the needy. '*" 

Those who feel the strip is socially destructive say that 

Gray has depicted a warped world "in wfiich Boclal retro

gression has been confused with tradition and 'laissez-

faire' authoritarianism with rugged individualism."**^ 

''̂ Bill Blackbeard and Martin Williams, eds.. 
The Smithsonian Collection of Newspaper Cooics 
(Washington, D.C.t Smithsonian Institution Press, and 
New York; Harry N. Abrams, Inc., n.d.), p. 232. 

^^New York Theatre Critics Reviews 1977. p. 259. 

''^Ibld. , p. 260| Kissel coTparBS Grays "Annie" to 
Meehan's saying that Gray later gave reactionary views to 
his characters which were ugly, but that Meehan had 
captured the early quaintnees, naivete, and charoi of the 
earlier features. 

^''White and Abel, eds., p. 116. 

10<>Ibld. 
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Al Capp, the creator of another famous comic strip, 

"Li'l Abner," explains how Harold Gray influenced his 

life, and why he set forth such strong ideas in "Little 

Orphan Annie." Upon Capp's first encounter with Gray, 

the following advice was given to Capp by Gray: 

Buy a house in the country. Build a wall around it. 
And get ready to protect yourself. The way things are 
going, people who earn their living someday are going 
to have to fight off the bums.^^^ 

At first Capp saw Gray as a bitter old man, but later 

recognized his superior understanding of what he 

considered to be a ruling class of bums which had begun 

developing years before, and he says that now many 

Americans have taken Gray's advice because the bums are 

not the unfortunate and oppressed: they are people who 

can but won't earn an honest living. Capp goes on to say: 

If Gray's attitudes were old-fashioned in his time, so 
too, then, are personal dignity, manners, and respect 
for law today. And now ask yourself this: Can any new 
society be built without those attitudes?^^^ 

After many years of success Gray was asked about 
Annie's future, and he replied: 

Annie will continue to sell the idea that life is a 
battle, with victory for the brave and strong-hearted 
alone. Probably she'll never grasp complete victory. 

^Q^Grav.Arf!. n.p. 

^^^^Ibid.; The "new society" which Capp refers to 
is similar to the Utopia which Warbucks and Roosevelt hope 
for when they put everyone back to work. The bums in 
Annie are typified by the Hannigan group who live off of 
the city, but who persist in trying to make money through 
illegal means. 
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but she'll get a few tail feathers now and then. And 
I hope a long-suffering public will continue to en
courage her for another 50 years."^^' 

Summary 

The most influential factor in determining a concept 

for this production came from the research done on the 

period in which the play is set. The bleak facts about 

the Depression helped the director to envision the 

ugliness required in many of the settings and costumes, as 

well as the contrasts supplied by the beauty of Warbucks' 

surroundings. The research on Roosevelt indicated that 

optimism was one of his traits, and, therefore, this was 

chosen as a major production theme. 

After reading the comments of the critics and the 

history of the play, the director hoped to recreate those 

elements which made the play such a huge success. 

However, much of it had to do with the fact that when 

Annie was first produced, the nation seemed to need this 

type of positiveness more than it does now. Today, 

positive thinking is fashionable, being popularized by 

such seminar speakers as Zig Zieglar, and books such as 

Dr. Wayne Dyer's, Your Erroneous Zones. Although the 

social milieu at the time of the Mansfield High School 

production differed from that of 1977, the director chose 

^'^"ibid.; Meehan's Annie does have complete 
victory over the evil element in the play caused by Miss 
Hannigan, Rooster, and Lily. 
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to emphasize the same positive elements which ware 

affective in 1977 because it was assumed that a 1984 

audience would enjoy them just as much because of the 

current popularity of positive thinking. 

The research on "Little Orphan Annie" was helpful in 

determining which values from it are also important to the 

play, such as patriotism, honesty, generosity, and the 

Puritan work ethic. The director chose to capitalize on 

the conservative nature of Warbucks in the atrip to 

increase the humor of the character in the play. Gray's 

Annie is more upright and concerned with political issues 

than is Meehan's, but the virtuous and forthright nature 

of Little Orphan Annie was desired by the director. 



CHAPTER II 

THE DIRECTOR'S PREPARATION: 

ANALYSIS 

Given Circumstances 

Environmental Facts 

Annie is a musical comedy set in New York City in 

December 1933. It is cold and dreary during the scenes 

in the orphanage and at the Hooverville, but there is a 

•jarmer, more cheery feeling in all of the other scenes, 

rhe play shows two different worlds—that of the poor and 

inhappy, living in dirty or sparse surroundings, and that 

3f the rich and unhappy, but living in gorgeous mansions. 

Eventually, though, everyone ends up better off economi-

:ally than they were in the beginning because of Roose

velt's New Deal, and, therefore, they are all much happier 

(except the villains who get thrown in Jail). The 

solitical aspects of the play are obvious—Democrat versus 

Republican. 

The playwright shows no bias in presenting the two 

sides. It is a play about the Great Depression, so two 

najor characters, Oliver Warbucks, a Republican, and 

^resident Roosevelt, a Democrat, are in direct conflict 

•bout how to end this diaaatar. Aa it turna out, Annie, a 

46 
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neutral party, is credited with solving the problems. The 

social environment consists, again, of two different 

worlds—that of the poor, homeless, oppressed, and shabbi

ly clad who never go anywhere or have any fun, versus that 

of the wealthy, beautifully dressed, leaders of the nation 

who never have any fun either because they are devoting 

their lives to the pursuit of more money and/or security, 

and do not have time for much else. Annie is able to join 

these two worlds, and then everyone starts going places 

and having fun. 

Previous Action 

As a baby, Annie was left at the door of the New 

York City Municipal Orphanage—Girl's Annex. Her parents 

left a note saying, "She was born on October 2Bth. We 

will be back to get her soon. We have left half of a 

silver locket around her neck and kept the other half so 

that when we come back for her you will know that she's 

our baby."* However, Annie is now eleven years old, and 

Miss Hannigan has the other half of her silver locket. 

The end of the play reveals that Annie's parents were 

David and Margaret Bennett who passed away years ago. In 

the meantime, Annie, and the six other orphans have been 

"imprisoned" in this wretched orphanage with Misa Hanni-

*Meehan, Annie. Act I, pp. 2-3. 
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gan, a pathetic and comic witch of a woman who makes them 

work day and night with no rewards for their labors. 

Polar Attitudes of Characters 

At the beginning of the play, Annie feels that her 

only hope is to escape from the orphanage and find her 

real parents. Although down-trodden because of her 

situation, she always remains optimistic about the future. 

By the end of the play she has found out that her real 

parents are dead, but this is all right with her, because 

she is being adopted by "Daddy" Warbucks whom she loves 

very much. She is very happy to be in his home with Miss 

Farrel1 and all of the servants. 

When Oliver Warbucks is first seen, ha comes across 

as a cold, unfeeling, business-minded, conservative 

millionaire with no regard for anyone else. When he 

learns that Annie has been brought to his home to visit 

for two weeks, his main concern is to get her out of the 

way so that he can get back to work. By the end of the 

play, he has fallen "head over heels" for Annie and wants 

to adopt her. He becomes warm and caring, pouring out his 

heart in a tender song about how his past life was unhappy 

because it all centered on him alone. 

Miss Hannigan is the character who, by the end of 

the play, is still as mean and nasty as she was in the 

beginning. She hates Annie and vows to "get" her 

throughout the entire play. She sees the world as being 
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against her and fails to recognize her many shortcomings. 

If this very pivotal character were to undergo any great 

change in attitude the play would cease to be funny. 

Plot 

The following analysis has been done by breaking the 

play down into French scenes. The number of the scene is 

given, followed by a descriptive title, a summary of the 

action and objectives of the characters, and a description 

of the general mood. Major divisions of the plot are 

included where necessary. The exposition begins with the 

first scene. 

1) "A Typical Night at the Orphanage" - Molly seeks 

comfort from a nightmare. Pepper wants to sleep and 

starts a fight with Molly. All of the orphans begin to 

fight. The mood is tense. 

2) "Wishful Thinking" - Annie appeases Molly by 

talking and singing about hypothetical parents who will 

come to their rescue. Her objective is to get Molly to 

stop crying. The mood is bittersweet. 

3) "The Aborted Escape" - Annie tries to pack her 

things and run away. Her objective is to find her parents 

and be free from Miss Hannigan. The mood is suspenseful. 

This is Crisis #1, or the inciting incident, where the 

conflict begins. The dramatic question is posed: Will 

Annie find her real parents and be free from Miss 

Hannigan? 
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4) "The Sentencing" - Miss Hannigan catches Annie 

and paddles her, then punishes everyone by making them 

scrub the floor even though it is four o'clock in the 

morning. Her objective is to make everyone hate Annie. 

The mood is one of frustation. Here begins the rising 

action. 

5) "The Testimonial" - The Orphans clean while 

describing their wretched existence. Their futile 

objective is to acquire parents. The feeling is of 

disgust. 

6) "The Morning Ritual" - Miss Hannigan comes back 

with more work for the girls to do. Her objective is to 

make their lives as miserable as hers is. The orphans' 

objective is to get a good breakfast. The mood is one of 

anticipation. 

7) "The Successful Escape" - Bundles, the laundry 

man, comes in with fresh sheets. While Hannigan isn't 

looking, Annie hides in the dirty laundry and is pushed 

out the door by Bundles. Annie's objective is to escape 

and find her parents. Bundles' objective is to have Miss 

Hannigan flirt with him, and hers is to be rid of him. 

The orphans' objective is not to reveal that they know 

what Annie is doing until it is too late. The mood is one 

of excitement. 

8) "The Bad Surprise" - Miss Hannigan realizes that 

Annie is missing and the orphans tell her what has 
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happened. She runs out the door. Her objective is to 

find Annie before the authorities come checking, and the 

orphans' objective is to make Hannigan feel stupid. The 

mood is one of hilarity. 

9) "Cheers and Fears" - The Orphans sing of their 

happiness for Annie, but fear the consequences they may 

suffer as a result of her actions. Their objective is to 

receive pity from an invisible someone who might help 

them. The feeling is of resignation. 

10) "Survival" - Out on the streets of New York 

City, Annie tricks an apple seller out of an apple. Her 

objective is to keep from going hungry. The feeling is 

one of success. 

11) "Stray Dogs" - Two dogcatchers pass through 

searching for victims, but, when they exit, Annie.makes 

friends with one they did not catch. She sings to him 

about tomorrow being a better day. Her objective is to 

make herself and the dog feel better. The mood is very 

warm. 

12) "The Warning" - A Policeman stops Annie and 

questions her about where the dog came from. She lies to 

the policeman and says that the dog is hers. Fortunately, 

the dog comes to her when she calls him "Sandy." The 

Policeman tells Annie she must have a license and a leash 

for Sandy next time he sees her. The Policeman's 

objective is to frighten Annie from roaming the streets. 
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Annie's objective is to protect her new friend. The 

feeling is one of uncertainty. 

13) "The Complaint" - The next scene is at a 

Hooverville where the occupants complain about their 

problems which they feel have all been caused by Herbert 

Hoover. Their objective is to let off steam and receive 

sympathy from an invisible benefactor. The mood is 

vengeful. 

14) "A Welcome Visit" - Annie happens on the 

Hoovervilleites and explains her situation to them while 

they eat. They are impressed with her optimism, but do 

not really believe her. Annie's purpose is to gain 

information about her parents and to help the 

Hoovervilleites see the bright side of things. The 

Hoovervilleites' objective is to fill their empty 

stomachs. The mood is one of resignation. 

15) "The Bust" - The policemen come and destroy the 

Hooverville. There is a fight and everyone runs off in 

separate directions. The policemen chase Annie. The poor 

peoples' objective is to escape being arrested, Annie's is 

to avoid being taken back to the orphanage, and the 

policemen's is to clear the city of all the bums. The 

mood is one of anger. 

16) "Antagonism" - Miss Hannigan brings the orphans 

in from a walk after which they use several ploys to 

antagonize her. Their objective is to see her loao 
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control. Her objective is for them to be out of her 

sight. The mood is one of hilarity. 

17) "The Comparison" - Miss Hannigan sings of her 

desire to be taken away from the drudgery of her job, and 

of her jealousy for women who lead pampered lives. Her 

objective is to find a man to rescue her. The mood is one 

of envy. 

18) "The Return" - Sergeant Ward has captured Annie 

and returns her to the orphanage. Miss Hannigan puts on a 

show of being concerned for Annie's welfare. Her purpose 

is to protect her job. The policeman's objective is to 

make sure Annie is delivered to the right person, and 

Annie's is to escape from the room to see the other 

orphans. The mood is one of strained politeness. This is 

Crisis #2 in Annie's search for her parents. 

19) "The Scolding" - After the policeman leaves, 

Hannigan begins yelling at Annie. Her objective is to 

frighten Annie into staying. The mood is threatening. 

20) "The Rescue" - Grace Farrel1, secretary to 

Oliver Warbucks, comes in requesting to take an orphan to 

visit the Warbucks mansion for two weeks. Annie succeeds 

in manipulating Grace to select her, much to Hannigan's 

chagrin, who is standing there helpless. Grace's 

objective is to select a good orphan, Annie's is to be 

selected, and Hannigan's is to try to prevent Annie from 

being selected. The mood is one of confusion. 
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21) "The Welcome" - Grace takes Annie to buy some 

new clothes and then back to the mansion to meet the 

servants. Annie is overwhelmed by the mansion and 

inspects it while Grace makes sure everything is in order 

for Warbucks' return. The servants' objective is to make 

Annie feel at home, and Annie's is to find out all she can 

about this wonderful place. Grace's is to help Annie 

adjust to her new surroundings, and to get the house 

looking as Mr. Warbucks would wish it. The mood is 

excited anticipation. 

22) "The Arrival" - Warbucks enters and starts 

shewing at everybody. They all immediately come to 

attention. He begins attending to business and noticing 

things about the house, but he pays absolutely no 

attention to Annie. His objective is to get his messages 

taken care of so that he can get back to work. The 

staff's objective is not to make Warbucks angry by doing 

or saying the wrong thing. Annie's objective is to get 

him to notice her. The mood is one of intimidation. 

23) "The Acknowledgment" - After the servants are 

dismissed, Warbucks finally notices Annie and demands an 

explanation. Grace reminds him that they were to have an 

orphan over for Christmas. He is disappointed that Grace 

did not bring a boy home, and tries to continue with his 

work. However, he is soon captivated by Annie, and ends 
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up cancelling a scheduled meeting to take Annie and Grace 

to a movie—something which he has never done. Warbucks' 

objective is to show Annie a good time, and Annie's is to 

make him like her. Grace's is to bring the two closer 

together. The feeling is one of yearning. 

24) "The Stroll" - As the three walk down 5th Avenue 

to the Roxy, they are Joined by other New Yorkers in a 

song praising their city. Warbucks' and Grace's objective 

is to let Annie know about all the wonderful things she 

has been missing. Annie's is to enjoy her "leave of 

absence" from the orphanage. The mood is joyful. 

23) "The Dream" - The next scene switches back to 

the office of Miss Hannigan who is listening to a love 

story on the radio. Her objective is to learn how to find 

a husband at her age. Loneliness is the general feeling. 

26) "The Last Straw" - Grace Farrel1 enters and 

infuriates Misa Hannigan with the news that Annie is 

having a wonderful time and that Warbucks has decided to 

adopt her. Miss Hannigan is so angry she has to leave 

the room for a minute to release a blood-curdling scream. 

Grace's objective is to make Hannigan jealous, and 

Hannigan's is to get information. The feeling ia one of 

insincerity. 

27) "The Idea" - Rooster Hannigan enters and bumps 

into Grace as she is leaving. His girlfriend, Lily, 

follows soon after. Rooster tries to borrow same money 
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from his sister, but she has none to give. They then 

break into a song about how they need to be on "Easy 

Street." Hannigan explains what has just happened with 

Annie, and the three make tentative plans to use Annie as 

a means of getting some of Warbucks' money. The objective 

of all three is to make a plea to an invisible benefactor 

to deliver them from their wretched lives. 

28) "Plans" - This scene is in Warbucks' office 

where he is talking to President Roosevelt over the 

telephone, making plans for a meeting to discuss the 

economic problems of the nation. He then prepares for 

Annie to come in so that he can tell her he wants to adopt 

her. His objective is to avoid telling her because he is 

afraid she will reject him. Grace's is to reaaaure him 

that Annie will be thrilled. The feeling is one of 

nervousness. 

29) "The Proposal" - Annie comes in, and Warbucks 

proceeds to tell her his life story so that she will 

understand why he wants to adopt her. Then he presents 

her with a new silver locket to replace the old, broken 

one she always wears. But when he tries to take off her 

old one, she becomes hysterical, crying as she pours out 

the story of her parents and how she wants to find them 

more than anything else in the world. Annie's objective 

is to get help in finding her parents, and Warbucks' is to 

make her want to be adopted by him. The mood is insecure. 
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30) "The Promise" - Grace and the servants enter 

after hearing Annie's cries, and Warbucks comforts Annie 

by telling her that he will find her parents for her. He 

then leaves to get her a brandy. Everyone's objective is 

to make Annie stop crying. The mood is anxious. 

31) "The Back-Up" - The servants sing a song to 

Annie telling her that if anyone can find her parents 

Warbucks is the man to do it. Their objective is to make 

Annie trust Warbucks. The mood is prideful. 

32) "The Deal" - Warbucks returns and calls J. Edgar 

Hoover demanding that he put his best F.B.I, agent to work 

looking for Annie's parents. He then takes Annie's 

locket and note for clues. Annie becomes very excited, 

and writes another letter to her friends at the orphan

age. Warbucks' objective is to do what is best for Annie, 

even if it makes him unhappy. The mood is exciting. 

33) "The Offer" - The next scene takes place at the 

studio of the radio show, "The Bert Healy Hour of Smiles." 

Warbucks announces that he will give $50,000 to anyone who 

can prove they are Annie's parents. His objective is to 

find out if her parents are in the vicinity. The mood is 

Jovial. 

34) "Kid Stuff" - At the orphanage, the girls are 

listening to Annie singing on the radio show and talking 

about how lucky she is. They then begin singing and 
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dancing as if they were on it. Their objective is to have 

fun. The mood is joyful. 

35) "The Break-Up" - Miss Hannigan comes in, livid 

from having also heard the broadcast. Her anger is 

increased because the girls are having fun, so she sends 

them to bed. Her objective is not to have to be around 

anyone who is happy for Annie. The orphans' is to 

irritate Hannigan with the news of Annie's success. The 

feeling is one of Jealousy. 

36) "The Scheme" - Rooster and Lily come in, dressed 

as two country bumpkins pretending to be Annie's parents. 

Miss Hannigan falls for it, and then they pull off their 

disguises. They all laugh about it, and then, convinced 

that Rooster and Lily can pass as Annie's parents, they 

all three plot a scheme to steal Annie and the $50,000 by 

using the other half of Annie's locket which Miss Hannigan 

has always had. Their objective is to make a foolproof 

plan so everyone will believe them. 

37) "The Depression" - The scene moves to the 

Cabinet meeting room at the White House where President 

Roosevelt and his Cabinet are listening to a radio 

broadcast in which the commentator is accusing Roose-

yelt of not living up to any of his campaign promises. 

He tries to cheer his Cabinet up by saying a few positive 

thoughts. His objective is to make them start thinking of 

solutions rather than being negative. The mood is gloomy. 
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38) "The Brightening" - Annie comes in with Warbucks 

who has arranged this meeting with the President to 

discuss ways to put the nation's people back to work. 

During the men's very pessimistic discussion, Annie begins 

singing her song about how everything will be all right 

tomorrow. The President is so enchanted with the song 

that he makes everyone in the room join in. His objective 

is to make everyone realize that things will turn out all 

right. Warbucks' objective is to prevent losing any more 

money. The Cabinet members' is to make the President 

realize how bad things really are. Annie's objective is 

to cheer everyone up. The mood changes from gloamy to 

tentative to ecstatic. 

39) "The Unexpected" - A Marine Guard enters with a 

telegram from Grace to Warbucks requesting that he and 

Annie hurry back to New York City because hundreds of 

couples have come to the house in response to his radio 

offer. The mood is one of expectation. 

40) "The New Deal" - After Annie and Warbucks leave, 

the Cabinet members, who are still Jubilant after the 

singing, start creating all sorts of ideas to help tha 

economy. Thus the New Deal is born. The Cabinet members' 

objective is to convince Roosevelt that plans of this 

nature will work. The President's objective i« to mmkm 

them keep thinking this way. The Bwod is excitersnt. 
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41) "The Rude Awakening" - The scene shifts to a 

room in the Warbucks mansion where Grace and Drake are 

discussing tha lamentable fact that 1,246 liars have come, 

claiming to be Annie's parents. Her objective is to point 

out to Drake how many bad people there are in Manhattan. 

His is to make her realize that not everyone in Manhattan 

is bad. The feeling is one of disillusionment. 

42) "Bad News" - Annie and Warbucks enter as Drake 

exits. Annie is anxiously looking around for her parents, 

but Grace has to explain that they were all just trying to 

get the money. Her objective is to not hurt Annie, and 

Annie's and Warbucks' is to see her parents. Tha mood ia 

one of anticipation. This is Crisis #3 In the search for 

Annie's parents. 

43) "The Last Chance" - Drake returns with a message 

from the F.B.I, saying the manufacturer of Annie's locket 

had been located, but that over 90,000 of them had been 

made and sold and there was no way to trace her parents 

with it. Annie resigns herself to never having any 

parents and decides it will be all right since Daddy 

Warbucks, who was also an orphan, turned out so well. Her 

main objective is to convince Warbucks that she is not 

angry with him for failing to find her parents. The 

feeling is one of total failure. This is Crisis #4 in 

the search for Annie's parents. 
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44) "The Dance" - In song, Warbucks explains to 

Annie how much she has changed his life for the better. 

They waltz together. His objective is to make her want to 

be his daughter. The mood is bittersweet. 

45) "The Go-Ahead" - Warbucks calls for Grace to 

bring the adoption papers, and then asks Annie if she 

would like to be adopted by him. She agrees, and he tells 

Drake to call Justice Brandeis to come over and sign the 

adoption papers. Grace and Warbucks make plans for a big 

celebration, and Warbucks instructs Drake to tell the 

other servants to get ready. Warbucks' objective is to 

have everyone share his joy. The mood is very happy. 

46) "Fixing" - Grace and Drake reenter to let 

Warbucks know everything is ready for the party. He 

compliments Grace on her dress and asks her to prepare 

Annie for the party. His objective is for everything to 

look nice at the party. The mood is festive. 

47) "The Celebration" - The servants come in, 

singing and decorating the room with a Christmas tree, 

ornaments, and presents. Warbucks and Annie enter and 

dance together. Then they begin the adoption proceedings. 

Everyone's objective is to have fun, and finish the 

adoption. The mood is one of fulfillment. 

48) "The Final Blow" - Rooster and Lily come in 

disguised as Ralph and Shirley Mudge, claiming to be 

Annie's parents. Although everyone is skeptical of this 
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being true, the Mudges have a birth certificate with 

Annie's correct birth date, as well as the other half of 

Annie's silver locket. When Warbucks mentions the 

$50,000, they claim not to know anything about it, but 

quickly add that it would definitely be helpful for them 

in trying to raise a child. Warbucks tells them they will 

have to pick up Annie the following morning if they want 

the money. They agree, but as they exit Rooster bumps 

into Grace, and she recognizes something familiar about 

him. Rooster and Lily's objective is to fool everyone, 

and everyone else's is to establish the fact that they are 

not Annie's parents. The mood is one of shocked anxiety. 

This is the turning point in the play. Until now it 

seemed fairly obvious that Annie would find happiness with 

either her real parents or Warbucks, but now it seems that 

she is going to be taken away by these terribly low-class 

people who have all the necessary items to claim her. 

49) "Glossing Over" - Everyone is upset at what has 

happened, but Warbucks, trying not to reveal how upset he 

is, proposes a toast. Drake pours champagne for everyone. 

Annie runs out of the room. Her objective is not to let 

anyone see her cry. Everyone else's objective is to try 

to appear happy. The mood is very sad. 

50) "One Last Hope" - Roosevelt enters and Warbucks 

explains what has happened and asks for his help. Grace 

tells him that she has a feeling Ralph Mudge is not who he 
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says he is, hoping to indicate to Warbucks that he still 

has a chance. Warbucks' abjective is to get help. The 

mood is one of utter despair. 

51) "The Shattered Dream" - The next morning is 

Christmas. Annie comes in with her suitcase and sings a 

song in the hope that she will convince herself that her 

new parents will be as nice as Mr. Warbucks is. The mood 

is despondent. 

52) "Breaking the Ice" - Warbucks and Grace enter 

and greet Annie. Their objective is to prepare Annie for 

the real news about her parents. The mood is tentative. 

53) "The Solution" - Roosevelt enters and tells 

Annie that the F.B.I, finally succeeded in tracing the 

identity of her parents through the handwriting on the 

note—a David and Margaret Bennett who passed away years 

ago. Annie is relieved and says that she knew that, if 

her parents had lived, they would have come for her. Then 

she asks who Ralph and Shirley Mudge are. Realizing that 

they have been fooled, she reveals to the others that the 

only other person who knew about the locket was Misa 

Hannigan. Everyone's objective is to figure out how they 

were taken in by the Mudges. The mood is one of relief. 

This is the climax of the play because the conflict of the 

play is finally resolved. Annie will never find her real 

parents, but she will be free from Miss Hannigan because 

she can now be adopted by Warbucks. 
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54) "The Missing Piece" - Miss Hannigan and the 

orphans enter. Annie takes the girls over to open 

Christmas presents. Warbucks receives another note from 

the F.B.I., which ties Rooster and Miss Hannigan together. 

The mood is one of smugness. Everyone's objective is to 

appear polite and unknowing. 

55) "Satisfaction" - Drake enters to announce that 

the Mudges have arrived. The purpose of this scene is to 

show how delighted Drake is with the prospect of 

destroying the Mudges' dream. The mood is gleeful. 

56) "The Uncovering" - Ralph and Shirley Mudge coma 

back to take Annie and the check. When Rooster reads the 

check it says "Pay to the order of 'the Jig is up'." With 

this, Grace reads the letter from the F.B.I, stating that 

Ralph Mudge is an alias of Rooster Hannigan. Louis Howe, 

aide to the President, then arrests Rooster, Lily, and 

Miss Hannigan, and takes them to Jail. Everyone's 

objective is to humiliate the villains for what they have 

done. The mood is one of vengeance. This is the 

denouement of the play where the plot is unraveled. 

57) "The Christmas Present" - Annie introduces the 

orphans to everyone and tells them of the wonderful new 

life they are going to have as a result of the President's 

New Deal. Then everyone sings and dances in celebration. 

Everyone's objective is to make new friends, and the mood 
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is festive. This is the resolution of the play. Annie 

has found a parent, Warbucks has a daughter, and the 

Hannigans got what they deserved. 

Characters 

Although there are over fifty roles in Annie, 

there are only seven roles which contribute directly to 

the plot—four "good guys" and three "bad guys." 

Annie, the major character, is an energetic, 

red-headed, eleven-year old orphan with an unscathed 

optimistic view of life. As the protagonist of the story, 

her objective is to find her parents and be free from Miss 

Hannigan. The play revolves around her search. She 

serves as a constant thorn in Miss Hannigan's side because 

of her ability to maintain leadership and loyalty where 

the other orphans are concerned. For everyone else in the 

play she serves as a carrier of good feelings. First with 

the dog, Sandy, then with the Hoovervilleites, then with 

Oliver Warbucks' servants and, later, with Warbucks 

himself, next with the radio audience of Bert Healy, and, 

finally with the President of the United States and his 

Cabinet, she succeeds in brightening the lives of (it 

seems) practically everyone in the United States. She's 

bright and witty; she sings and dances beautifully; in 

short, she is an amazing child although she never comes 

across as impudent or presumptuous. 

Miss Hannigan is the Dickensian orphanage director 
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of the New York City Municipal Orphanage - Girl's Annex. 

She is a drunk, a "sleaze," and a frustrated old maid of 

about thirty-five years old who has a problem getting men. 

She hates little girls (Annie in particular) who run over 

her constantly. This quality is what makes her such a 

pathetic "louse" in this story, as she is unable to do 

anything with them except yell at them. She is completely 

self-centered, jealous of practically everyone, and wants, 

more than anything else, for some "Prince Charming" to 

come and rescue her from her shabby existence. Once Annie 

is taken to visit Oliver Warbucks, Miss Hannigan's major 

objective in the play is to "get" Annie, but it is ne'>/er 

clear Just exactly what she would do with Annie if she 

were to "get" her. She is not an intelligent woman, and 

she is eventually pulled into a ridiculous plot against 

Annie which leads to her arrest. She provides great 

amusement for the audience through her constant 

foolishness, and is usually their favorite character. 

Oliver Warbucks is a middle-aged, conservative. 

Republican businessman, too concerned at first with making 

money to enjoy anything in life. He is gruff and unfeel

ing, unable to express any type of sentiment until Annie 

works her charms on him. It is soon learned that his 

"bark is worse than his bite." With the bald head and 

large build, he greatly resembles the Warbucks of comic 

strip fame. He also voices many of the right-wing beliefs 



67 

of that character. He undergoes such a quick and complete 

attitude change in this play that it is really quite 

ridiculous and unbelievable. But that is part of what 

makes the show simple and enjoyable. His objective in tha 

play changes almost immediately from wanting to get his 

business booming again to caring so much for Annie that he 

devotes all of his time and money toward finding her 

parents and then adopting her. Through his dialogue we 

learn that he came from a very poor background and spent 

his life making a fortune for himself so that he would 

never have to look up at anyone again. 

Grace Farrel1 is the warm, lovely, and sophisticated 

secretary to Oliver Warbucks. Although she voices very 

few of her own ideas, it is obvious that her main object

ive in the play is to crack Warbucks' cold exterior be

cause she has a somewhat romantic feeling for him. 

Although she may appear to be a minor character, it is 

through her actions that the main plot of the story 

begins. She is the one who goes to the orphanage to bring 

an orphan back to Warbucks' mansion for two weeks at 

Christmas. She then convinces him that it was all his 

idea. Through her careful manipulation, she succeeds, 

through Annie, in changing Warbucks into a selfless and 

loving human being. She aaema to be a vary polite and 

tactful woman, but, in her dealings with the Hannigans, 

the audience sees a side of her that can be teasing and 
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caustic. She functions as a mother figure for Annie, and 

a leader and friend to the other servants at the mansion. 

President Roosevelt is only in three scenes, but he 

is an endearing and delightful character who, with Annie's 

help, creates the New Deal. He is another positive force 

in the play, and it is through his help that the villains 

are caught and Annie's parentage is learned. In the midst 

of controversy he is concerned, but relaxed, and stern 

with those over whom he has authority. He is the only 

major character in the play who actually lived; thus, 

character development required a great deal of research. 

Roosevelt was born into a wealthy family on 30 January 

1882 in Hyde Park, New York. He was brought up to believe 

that the wealthy have a responsibility to help those less 

fortunate, so he chose politics as a career because he 

felt that it offered great opportunity for public service. 

He was known for his flashing eyes, friendly smile, and 

cheerful, pleasant manner. He is famous for the pince-nez 

that he wore clipped to the bridge of his nose and the 

cigaret holder that jutted upward at a sharp angle from 

his mouth. He had a warm and pleasant voice and was 

considered a good speaker. At age thirty-nine he was 

stricken with polio. Before this, his six-foot frame was 

slender, but he became stocky and heavy-set after the 

illness crippled him. In spite of his handicap, he served 

more than twelve years as President, seeing the country 
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through the worst economic depression and worst war in its 

history. 

Rooster Hannigan is the sly, conniving brother of 

Miss Hannigan (Aggie). An ex-convict. Rooster believes 

himself to be slick, suave, and a real lady's man. His 

taste in everything is extremely low-class. He is a per— 

suasive speaker, possessing the ability to drag others 

down with him. It is his plan for him and Lily to mas

querade as Annie's parents that leads the two of them and 

his sister to jail. His manner is smooth and relaxed, but 

calcu- lating. In a word. Rooster is a "heel." From his 

dialogue it is easy to tell that his background has been 

fairly wild and that he is able to take care of himself. 

Lily is the extremely unsophisticated, yet attract

ive and alluring girlfriend of Rooster. Lily is the 

theatrical stereotype of the dumb, gum-cracking blonde 

with a thick Bronx accent, born into a low-claaa environ

ment, and not possessing enough education or motivation to 

escape from it. She is giddy and fairly high-strung, 

although her sexy poses indicate a touch of poise. She 

feels that she is able to succeed with her impersonation 

of Annie's mother, but, in reality, she is an obvious and 

ridiculous fake. When she and the other two are arrested, 

she is the only one for whom the audience feels any aympa-

thy, simply because the poor girl is too empty-headed to 

have really caused harm to anyone. 
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Dialogue 

The playwright and lyricist for Annie intended for 

the show to remain simple throughout, and they have 

achieved this by using plain, and often dated language. 

Since the play depicts two opposite lifestyles, that of 

the poor versus the rich, the change in the language is 

evident, yet not extreme. The words used reflect either 

the dingy world of the poor or the lavish world of the 

rich. Dramatic tension is created in the play through 

these opposing images. The writers have used name-

dropping as a means to descriptive language, and, in all 

of the scenes, words of optimism are used. 

The world of the orphans and Miss Hannigan is full 

of mild violence with a thread of hope running through 

reflected in such words and phrases as "shut-up," 

"shovin'," "Jack Dempsey," "pipe down," "dream," "runnin' 

away," "baby," "the paddle," "dumbbell," "rotten orphan," 

"hard-knock life," "fight," "Jab," "yank," "slapped," and 

"rapped." 

The Hoovervilleites reflect more anger and sarcasm 

through their lines and song in using such words as 

"shanty," "penthouse," "lousy," "stealing," "dirty rat," 

"bureaucrat," "empty pockets," and "freezing fingers." 

But in the middle of the scene a one-word line is 

"Optimism," used by Annie who tries to cheer the 

Hoovervi11ei tes. 
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The world of Oliver Warbucks is first reflected in 

language having to do with business and money such aa 

"carpet," "Steinway," "new coat," "silk," "satin," "Don 

Budge," "Paris," "John D. Rockefeller," "smoking Jacket," 

"Bernard Baruch," and "Duesenberg." Later, his change in 

attitude is reflected in auch worda as "alone," "dreamed," 

"need," "missing," "celebration," "luckiest," "together," 

"sunshine," and "happiest." 

There are very few long speeches in the play. In

stead the playwright has used short phrases to the point 

where dialogue often becomes telegraphic as exemplified in 

this Warbucks scene: 

Warbucks: I won't be having dinner tonight. I've 

got hours of paperwork to get through. 

Mrs. Pugh: Yes, sir. 

Warbucks: And, Grace, I'll need you for dictation. 

Grace : Yes, sir. 

Warbucks: All right, good to see you all again. 

Servants: Sir. 

Warbucksi Drake, diamisa the staff. 

Drake: Yes, sir.'̂  

Characters may finish lines for others or several char

acters may complete one idea as in this example from the 

Roosevelt cabinet scene: 

^Meehan, Annie. Act I, p. 35. 
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Ickes: Mr. President, what if we set up a hundred 

or a thousand Federal projects. 

Morganthau: Dams. 

Perkins: Highways. 

Hull: New Post Offices. 

Ickes: And put the unemployed to work building 

them.' 

The images used are those of light, escape, freedom, 

and future versus darkness, filth, and imprisonment 

mirroring the two worlds in which Annie lives. The dark, 

dirty images abound toward the beginning of the play, but 

as the action progresses, more bright images are found. 

Some of these image words used are: "dump," "never any 

light," "rotten," "smelly," "pig-sty," "tomorrow," "free," 

"nabbed," "gray," "sun," "dream," "shimmer," and "hori

zon. " 

The most striking characteristic of the dialogue is 

its dated, wholesome, and often romantic quality. Such 

expressions as "gee," "gosh," "oh-boy," "golly,", and 

"Leapin' lizards!," are used throughout the play. The 

most amusing examples are from the "Bert Healy Hour of 

Smiles," radio program scene. "Smile, darn 'ya smile" is 

repeated throughout the scene, and Bert says such things 

as: "Yes, this is your old softie, Mrs. Healy's boy. 

'Meehan, Annie. Act II, p. 17. 
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Bert, saying until next week, same time, same station, bon 

soir, buenas noches, guten nacht, buona sera, and gosh, I 

almost forgot, good night."^ 

The sound of the dialogue is either clipped and 

sharp in the scenes of the wealthy, who often have longer 

lines as opposed to the short, duller lines of the poor 

and uneducated. Contractions and substandard speech 

abound in the Hannigan/ Orphan scenes: "ain't doin' 

nuthin' to you," "We was," "you gotta," "whatta ya doin'," 

"gettin' outta here," "don't it," etc. The lines and 

speeches are very simple. Almost all of the lines, even 

in the speeches which are few and far between, are simple 

noun-verb-noun constructions. Variety is added through 

the many exclamations of characters and by the use of 

songs, the lyrics in which still use a basic noun-verb-

noun motif. Because of the simplicity of the dialogue, 

the acting style should really be very simple also. With 

mare than fifty characters in the show, many of whom are 

only on stage for one scene, characterizations can not be 

too deep, or the true meaning of the show will be lost by 

actors creating unnecessary or excessive motivations for 

actions which are too short or simple to require compli

cated psychological reasoning. 

^Meehan, Annie. Act II, p. 6. 
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Summary and Production Idea 

In looking at major metaphors in the script of 

Annie, it becomes evident that Annie herself is the 

embodiment of the image of the sun (Roosevelt's New Deal) 

peeking out from behind a cloud (the Great Depression). 

Although this is a major meliaphor in the play as a whole, 

there are many other examples of gloom (the cloud) for 

which, in every case, Annie provides an optimistic view of 

the situation. Therefore, the title of the play is simply 

Anni.e because it is about her and what she does to 

everyone else in the play. The theme of optimism is 

stated most emphatically in Annie's song "Tomorrow" which 

har̂  t̂ r"*-reprises during the play. President Roosevelt 

also states the theme when he says questioningly "Every 

cloud has a silver lining?"^ Other statements made 

through the play are also positive: "We have nothing to 

fear but fear itself," "Democrats and Republicans (i.e. 

rich and poor) really can solve problems if they will work 

together," "we need to slow down and look at what is 

really vital in our lives," "children are the saviours of 

the world," and "crime doesn't pay." The action of the 

play implies that it really is possible for people easily 

^Meehan, Annie. Act II, p 11. 
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to cross social and economic barriers in order to find 

what they need most in life. 

In this production the director chose to use the 

metaphor of the sun peeking out from behind a cloud as the 

main thrust of the production. This was brought out 

through scenery, lights, costumes, and vocal tone. Most 

of the scenery and costumes -^ere in dark or drab colors, 

and the stage, gave off a cold feeling, but in every scene 

we provided something yellow, symbolizing brightness, or 

the sun and its warmth. Sometimes it was nothing more 

than a handkerchief, but it provided an obvious contrast. 

The actors who were given lines of optimism emphasized 

those lines by brightening their vocal tone a great deal; 

and, sliice many of these lines were also amusing, they 

worked on timing, so that the audience would be in on the 

idea. By the end of the play, the lights were finally at 

full intensity, and there was a great deal of variety in 

the colors used in the scenery. A very warm feeling was 

finally generated from the stage which literally shimmered 

with Christmas decorations and lights. 



CHAPTER III 

DESIGN ELEMENTS 

Introduction 

All technical design for Annie, with the exception 

of sound, was done by the director, Mary Bowles. Sound 

was taken care of by the orchestra under the direction of 

Asa Low. Students enrolled in Theatre Production were 

responsible for the execution of the director's designs, 

performing either as crew heads or crew members. 

Occasionally, parents of cast members helped out with 

scenery, props, and costumes. 

Scenery 

The director wished to show through the scenery, the 

great differences between the worlds of the rich and the 

poor in Annie. This was fairly difficult as it was 

necessary to consider first our small budget and inappro

priate facilities. The production budget for the show was 

one thousand dollars, and this had to be used to pay for 

all technical elements of the show including scenery, 

costumes, lights, makeup, and props. Normally, it is best 

to use wing and drop settings for musicals, especially 

76 
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those like Annie with numerous scene changes. However, 

the Willie Pigg auditorium where Annie was staged has 

very little wing space, no loft, and no counterweight 

system. Since it was not possible to fly any scenery, it 

was decided to use rolling flat units and other pieces of 

scenery in order to accomodate the ten different settings. 

There is a scene change after every scene except the next 

to the last one. 

The design began with the mansion setting which was 

too large and cumbersome to be moved. This was set up at 

the back of the stage, and part of it had to be hung from 

the battens overhead which were six feet from the back 

wall. This left us with a thirty-four foot depth to work 

with, along with the proscenium width of forty-two feet. 

The groundplan and final version of the mansion scene are 

pictured in Figure 1. 

It was necessary for the mansion to be overwhelming 

in comparison to the rest of the scenery in order to show 

the huge difference between rich and poor in the play. 

This was the only setting which went from ceiling to 

floor, with a height of twenty feet, and from stage right 

to left covering twenty-four feet in width. The size of 

the setting was domineering and, therefore, was symbolic 

of the power Warbucks symbolizes in the play. 
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8' X 4' Platforms (3) 
4' X 4' Platform 
2' X 4' Ramps (2) 
6' Pylons (2) 
8' Pylons (2) 
Archway flats 
3' X 2' Step units (9) 
2'X 2' Step units (2) 
Easel 

Fig. 1. Act I, Scene 5 Groundplan and Legend 
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The platforms behind the archway provided areas for 

incidental movement to occur without detracting from the 

main action downstage. In addition, it was very simple 

with this setting to provide emphasis on entrances made 

from behind the archways. The heightened levels created 

with platforms, step units, and ramps, coupled with the 

framing possibilities of the archways, gave immediate 

focus to actors positioned in them. Most of the blocking 

in this setting was done symmetrically with a central 

figure in focus to form pleasing pictures which contrasted 

with the ugliness of the other scenes. Because of the 

large amount of space it was necessary for actors to cover 

great distances in their crosses. Often they had to sweep 

downstage in a circular fashion in order to avoid the 

appearance of being crowded upstage. 

When the Christmas tree was brought on to stage 

right for Act II, Scenes 5 and 6, (See Figure 2) it was 

necessary to balance the symmetry by placing more actors 

stage left. When the stage was full in these scenes a 

V-shape was often used in blocking to provide dimension 

since the distance of the setting from the audience was so 

great. 

The mansion setting had to be adapted to represent 

two other rooms in the mansion. This was easily 

accomplished by moving curtains and adding furniture. By 

moving the right and left sections of the third traveler 
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1-8. Same as Act I, Scene 
9. 4' X 3' Platform 
10. Christmas tree 
11. Christmas presents 

Fig. 2. Act II, Scenes 5 and 6 Groundplan and Legend 
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we were able to adapt the mansion setting for Warbucks' 

office in Act I, Scene 8 (See Figure 3). The addition of 

a desk and three chairs was not difficult to set up 

quickly. This scene needed to be up center to indicate 

Warbucks' strength. The blocking centered around the desk 

and did not use much more of the stage because this was a 

fairly intimate scene. 

For Act II, Scene 4, it was necessary to draw the 

stage left curtains back, exposing only the left archway, 

in order to use the up left area to represent a room in 

the mansion where Annie and Warbucks have their most 

tender and intimate scene (See Figure 4). Sight lines 

were bad here because the stage left audience was not able 

to see Warbucks when he sat on the left side of the 

settee. We were locked into using the mansion space, 

however, and the cool up left area provided the correct 

mood by giving the characters distance and privacy from 

the audience. The only movement in this scene is a dance 

for Warbucks and Annie, plus the entrance of Grace and 

Drake at the end. Because of the lack of width in the 

setting the director was forced to block the actors in 

patterns of upstage-downstage which was very weak. 

After the logistics of the four mansion settings 

were worked out, there was more freedom for designing the 

remaining settings. The black travelers in front of the 

mansion setting were kept closed until Act I, Scene 5. 
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1-8. Same as Act 
9. Desk 
10. Chairs (3) 
11. Telephone 

I, Scene 5 

Fig. 3. Act I, Scene 8 Groundplan and Legend 
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1-8. 
9. 
10. 
11. 

Same as Act I, Scene 5 
Desk 
Chair 
Loveseat 

1 

Fig. 4. Act II, Scene 4 Groundplan and Legend 
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For the orphanage. Act I, Scene 1, the seven cots for the 

orphans were set directly in front of this curtain which 

represented a wall (See Figure 5). Originally, the light

ing design called for the use of a window gobo on this 

curtain, but focusing was a problem, so it was not used. 

It was necessary to have a large and fairly deep central 

space for the orphans to perform the song and dance, "Hard 

Knock Life." The arrangement of the beds provided an 

upper level used in the beginning to emphasize various 

figures. Much of the blocking repeated the bed arrange

ment because the girls often had to line up in front of 

them. It was necessary for the door to be as far away 

from the laundry basket as possible so that Annie could 

get into the basket without being noticed by Miss 

Hannigan. The warmer, more intimate down right area was 

chosen for the laundry basket because the action there is 

funny and the audience is sympathetic to Annie and Molly 

who both get in the basket. 

The off right wing space on the Willie Pigg stags 

is greater than that off left, so the majority of the 

scenery was stored stage right. While the cots were being 

carried off right from Scene 1, the tenement flat unit for 

Scene 2 was rolled on through the next downstage wing 

space from off right. The twelve-foot wide unit which 

represented a New York ghetto street consisted of 

cardboard mounted on flats which were hinged together and 
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1. Orphans' beds (7) 
2. Door to Hannigan's office 
3. Laundry hamper 

Fig. 5. Act I, Scene 1 Groundplan and Legend 
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mounted on rolling casters (See Figure 6). The blocking 

patterns were primarily straight crosses from right to 

left in front of the flat and this worked well for keeping 

the audience's attention on the center of the stage. The 

trash cans helped break up the flatness of the setting. 

It was all right for this setting to be in a fairly 

downstage position because Annie sings the warm and 

intimate "Tomorrow" during the scene. 

The Hooverville shanty for Scene 3 was rolled on 

down right while the tenement flat was rolled off left 

(See Figure 7). It was constructed of eight foot 2' X 4' 

wood pieces nailed together to form the frame of two walls 

of a house. The frame was covered with chicken wire on 

which pieces of trash and junk were hung to form the 

walls. The shanty needed to look slightly silly because 

of the sarcastic nature of this scene, so students 

exaggerated the shabbiness of it by hanging various 

objects on the walls such as an ice skate, a rusty pan, a 

torn sock, and a muddy shoe. The unit was placed an 

rolling casters and was easy to move because of its 

lightness. However, because of its size and shape it had 

to be stored off right. Therefore, it was necessary to 

set it stage right for quick scene changes. The main 

action occurs around the kettle so it was necessary to set 

it downstage of the other scenic pieces. 
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1. Tenement f1at 
2. Trashcans (5) 

Fig. 6. Act I, Scene 2 Oroondplan and 'Ls^m-nd 
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1. 
2. 
3. 
4. 
5. 

Hooverville shanty 
Kettle and spit 
4' Pylon 
Table 
Chair 

• 

Fig. 7. Act I, Scene 3 Groundplan and Legend 
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In order to show the cramped living space of the 

Hoovervilleites it was necessary to keep the blocking as 

far stage right as possible. The stage pictures were 

actually very unbalanced and unpleasing, but this worked 

well in this scene. During the song and dance, "We'd Like 

to Thank You," the actors completely stepped out of the 

setting, taking the whole stage. Because this number is 

Brechtian in nature, this was perfectly appropriate. 

After the song, the actors went right back into the 

setting. Transitions before and after the song were 

rough, but this was a desired effect. The dullness of 

color is a continuation from Scenes 1 and 2 showing how 

ugly the Depression made everything. 

Miss Hannigan's office setting used in Act I, Scenes 

4 and 7, and Act II, Scenes 1 and 2 consisted of a six

teen foot wall unit made from eight foot flats hinged 

together and set on rolling casters, with the addition of 

a few easily moveable pieces of furniture (See Figure 8). 

This setting was placed as far up left as possible without 

hitting the mansion setting behind the third set of black 

travelers. This area was chosen because it is not a warm 

area and this fit Miss Hannigan's nature. The unit was 

moved on and off from off left to save time because it was 

set close to the stage left curtains. 

The olive color of the wall paper paint carried out 

the green motif used in Miss Hannigan's costumes and 
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1. Hannigan wall flat 
2. Desk 
3. Chair 
4. Shelf unit 
5. Hat rack 
6. Door to orphans' dormitory 

Fig. 8. Act I, Scenes 4 and 7; Act II, 
Scenes 1 and 2 Groundplan and Legend 
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lighting. This ugly color was selected for two reasons: 

(1) green is often symbolic of jealousy, and this is 

Hannigan's primary emotion throughout the play, and 

(2) green can be a very unflattering color on stage and 

the idea was to make her look as unappealing as possible 

to complement her personality while achieving a comic 

effect. The flower pattern on the wall paper was traced 

from the material used for one of Miss Hannigan's blouses, 

and then made into stencils for spray painting. The 

tastelessness of the wallpaper design fit Miss Hannigan's 

level of sophistication. 

The door up right went to the orphanage rooms. It 

was necessary to set it here in order for the orphans to 

receive focus when entering through it. The director 

would have preferred a wall unit covering the width of the 

stage at that plane, but it would have been too large and 

heavy to move on and off in a reasonable amount of time. 

There was also not enough space backstage to store a 

larger unit. At the end of this scene the entire setting 

was moved off left while the third set of black travelers 

was opened exposing the mansion setting for Scene 5 which 

was discussed earlier. 

At the end of Scene 5, the travelers were closed 

while Warbucks, Annie, and Grace crossed downstage of the 

act curtain as it was also closing. Scene 6 is a stroll 

down 5th Avenue to Times Square and the Roxy Theatre. Our 
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budget required that we keep this set very simple. So all 

we did was use an overhead projector with a transparency 

drawing of building windows which we focused on the act 

curtain (See Figure 9). This is the only scene for which 

the apron was used exclusively. Since almost the entire 

scene is a song about New York City, the small amount of 

blocking consisted of actors simply walking into a 

symmetrical design. The downstage placement of the scene 

was appropriate because the characters are pouring their 

hearts out about their love for their city, and the 

audience should feel included because of its closeness 

to the actors. While this scene was taking place, 

Hannigan's office was being re-set for Scene 7 so that 

there would be an no pause between scenes. 

After Scene 7, the Hannigan set was again moved off 

left while the third set of black travelers was opened 

from the center only enough to expose the center archway 

of the mansion for the Warbucks office in Scene 8 which 

was discussed earlier (See Figure 3, p. 82). 

Act II of the play opens with a simultaneous setting 

of the Bert Healy radio show down right, and Miss Hanni

gan 's office in its usual place lit only in silhouette as 

the orphans listen to the Bert Healy show on Miss Hanni

gan 's radio (See Figure 10). The Bert Healy scene is set 

far downstage because the desired effect is that audience 

members will feel as if they are actually in the studio. 
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1-5. 
6. 
7. 
8. 
9. 
10. 

Same as Fig. 8 
Sign on easel 
Door 
Table 
Microphones 
Chairs (5) 

1 

Fig. 10. Act II, Scene 1 Groundplan and Legend 
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This is also a very warm and friendly scene, so the down 

right area is appropriate for it. The pink paint on the 

sign indicates the frivolity of the scene, while comple

menting the Boylan Sisters' costumes. Blocking in this 

scene only consisted of people moving to the microphones 

and back to their chairs, so the microphones were set 

downstage of the chairs to emphasize a move toward them. 

The scene was slightly crowded with actors, but it lent to 

the chumminess of the scene. At the end of this scene, 

the radio show set was moved off right leaving Hannigan's 

office for Scene 2. 

At the end of Scene 2, Hannigan's office was again 

moved off left, while the Cabinet meeting room at the 

White House was moved on from off right (See Figure 11). 

The twelve foot wall and window unit consisted of eight 

foot flats flat-hinged together and mounted on rolling 

casters. Because this scene included President Roosevelt 

and his Cabinet, it was set as far upstage as possible to 

give it a dignified look, and also to make it appear 

larger. The blocking in this scene consisted mostly of 

people standing up or sitting down which was fortunate 

since the width of the wall unit was not enough to allow 

long crosses. The neutrality of the set suggests the 

conservative nature of the Presidency, and aids in the 

setting of the gloomy mood which prevails for the first 

part of the scene. 
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Fig. 11. Act II, Scene 3 Groundplan and Legend 
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As the Cabinet meeting room was moved off right, the 

left section of the third black traveler was pulled left 

to expose the left archway where Scene 4 takes place. This 

was discussed earlier (See Fig. 4, p. 83). The change to 

Scene 5 only required the removal of the Scene 4 furni

ture, the opening of the traveler to expose the entire 

mansion setting, and the addition of Christmas decorations 

(See Figure 2, p. 80). This setting, which is also used 

for Scene 6, is the only one in the entire play using a 

variety of brilliant colors. This symbolized the end of 

the ugly Depression and the beginning of the bright and 

beautiful New Deal. 

Costumes 

A total of fifty-nine costumes was required for the 

Mansfield High School production of Annie. Most of the 

women's costumes were made by the costume crew, while the 

men's were either pulled from stock or rented. Although 

the play is set in 1933, some of the costumes were chosen 

from an earlier period because the Depression did not 

allow people to buy new clothes for many years. The 

majority of costumes were very shabby, while only a few 

could be considered stylish. 

In this production we were able to furnish Annie 

with the six different costumes required for the 

character. Although the student playing this role was 
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sixteen years old, she was small enough to fit into 

children's clothing, so we adapted several patterns 

designed for little girls. For the first six scenes of 

the play Annie is seen in the uniform of the orphans, an 

ugly gray-green cotton pinafore over a cotton dress. The 

style looked more like something out of Dickens' England, 

but it reflected the situation. The gray-green color was 

chosen to tie in with Miss Hannigan's green motif. The 

costume made Annie look frumpy, and it was made to fit too 

big so that even the audience would want her to wear 

something else. The bagginess seemed to weigh Annie down, 

but her character fights this with her optimism. So, it 

was obvious that this costume was wrong for Annie, and 

that she deserved better. 

The first nice thing Annie gets is a new coat. The 

style was appropriate to the period, but the director 

wanted the coat to be white instead of green to contrast 

completely with the orphan costume, and blend into the 

mansion. However, the coat had to be borrowed, and we 

could not find a better one. The fur on the collar, which 

Annie loved, indicated her softness. The coat worn over 

the orphan costume looked silly, but Annie is in trans

ition here from the poor world to the rich, so she is 

dressed half poor and half rich. 

After living with Warbucks awhile, Annie acquires a 

new wardrobe. When Warbucks first asks to adopt Annie in 
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Act I, Scene 8, our actess wore a wool plaid skirt and 

velvet vest. The fabric indicated the wealth in which she 

was living, but it was too heavy for her, and although she 

looked sharp and much more sophisticated in it, she needed 

to seem slightly uncomfortable because this scene is very 

uncomfortable. 

At the beginning of Act II, Annie was dressed in a 

blue and white sailor dress and hat. The crisp cotton and 

straight lines fit Annie's character perfectly showing her 

purity and uprightness. The previous clothes given to her 

had made her seem too old, but this outfit gave her the 

innocence of a little girl. Since Bert Healy is obviously 

such a good patriotic American, it seemed appropriate to 

dress Annie accordingly. Originally, this design was to 

be used for the scene when she visits President Roosevelt, 

but it was decided that in that scene she needed to be a 

total contrast, physically and mentally, to the rest of 

the characters. Therefore, it was decided to dress her in 

bright yellow for the Roosevelt scene to symbolize the sun 

which she so obviously represents in this scene. This is 

the only costume Annie had which was even slightly frilly, 

and, although Annie is too practical to be terribly 

frilly, it needed to look as though she wanted to look 

pretty for the President whom she so greatly admires. As 

with the sailor costume, the crisp cotton in this costume 

suits Annie's personality. 
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The final costume worn by Annie is dictated by the 

playwright as the red A-line dress which Harold Gray 

always dressed his Little Orphan Annie in. The color 

shows Annie's Christmas spirit, and the style indicates 

that she is still a simple girl, even though she is being 

adopted by a millionaire. The script also dictates that 

the actress playing Annie is not to be seen in the famous 

fuzzy red wig until she appears in the red dress. 

However, after receiving numerous complaints from confused 

audience members for doing it that way, the director 

finally relented, and allowed Annie to wear the wig for 

the entire final performance. 

Miss Hannigan's costumes reveal a progression of 

boldness in her character. Green was the primary color 

selected for her as discussed in the section on "Scenery." 

The basic design of her costumes was the draped blouse and 

gored skirt of the period which was used to make her look 

loose and casual. The student playing Miss Hannigan had a 

nice figure, so, in order to look frumpy, she left her 

blouses hanging out a bit too much at the waistline. 

Hannigan's first costume is a robe which was supposed to 

have been a green, drapy material sewn in a period design, 

but the budget would not allow for this, so she ended up 

wearing a fuzzy red robe which made her look ridiculous, 

but not haggard and sleazy as the director had wished. 
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When Miss Hannigan finally came in dressed, she was 

wearing a flowered olive and gold blouse, an olive skirt, 

and a beige sweater. The predominant solid colors and 

straight lines indicate her lack of initiative and 

imagination at this point in the play. 

Later, in Scene 4 of Act I, Miss Hannigan is drunk, 

and her costume indicated such with the large pink bow she 

wore on the dark olive and pink flowered shirt with a dark 

olive burlap skirt. The skirt for this was to have been 

the same gored design as the following skirt, but a 

mistake was made in cutting the fabric, and it ended up 

looking like a prairie skirt. At any rate, she looked as 

if she had made some effort to dress more nicely for the 

wished-for Prince Charming. 

In Act I, Scene 7, and Act II, Scene 2, she wore a 

gold and olive flowered skirt and blouse with a low-cut 

neckline and a tie of the period. The fabric was chosen 

because of its loose drapy texture and old, "tacky" 

appearance. In these two scenes she dances in "Easy 

Street," and this costume allowed her to move freely while 

indicating her increased optimism about the possibility of 

getting rich and getting rid of Annie. 

Hannigan's final costume was a bold green skirt and 

blouse indicating the culmination of her jealousy and 

boldness in the play. The material was chosen because the 

pattern gave a somewhat comical look, and the texture was 
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stiff enough to maka her look like a human Christmaa tree 

as she stood next to the real one in Act II, Scene 6. 

Grace FarrelI's costumes indicated a progression 

from a somewhat stuffy, conservative nature to a freer, 

more fun-loving one. Her colors ranged from jet black to 

gray to dark blue to baby blue showing a gradual relaxa

tion of her character. The production budget allowed us 

to provide six costumes for her, but eight would have been 

better. She ended up wearing two costumes twice which was 

bothersome because she was the only human "showcase" of 

the Warbucks wealth, and the director would have preferred 

that she wear something new in every scene in which it 

would have been appropriate. The girl playing this role 

had a long, thin, hourglass figure, perfect for the form-

fitting outfits she wore as Grace Farrel1. 

In Act I, Scenes 4 and 5, she wore a very simple, 

yet tailored black suit and white blouse. The very 

business-like look indicated the nature of her visit to 

Miss Hannigan, and the efficiency of her character. In 

Scene 6 she added a wool coat with a fur collar on it 

which still had a very tailored line, even though the fur 

collar added a softer touch to her character. 

In Scene 7, Grace returns to the orphanage and this 

time the actress wore the same suit, but without the 

jacket, indicating a slight relaxation in her manner which 

is now very caustic and much less tactful. Back at the 
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mansion, Grace next wore the same black skirt, but with a 

gray, black, white, and red striped blouse with puffy 

sleeves and a red bow. Obviously, here she has become 

happier and much less stuffy, having succeeded in bringing 

a much needed child to Mr. Warbucks. 

In the Bert Healy scene (Act II, Scene 1) Grace was 

dressed in a royal blue skirt with a blue and black 

striped blouse similar to the blouse worn in the previous 

scene. The change from black to blue was indicative of 

her letting go of the need to be so conservative which she 

thought Mr. Warbucks preferred. She also wore this in 

Scene 4 of Act II. 

For the party in Scene 5 of Act II, Grace was 

dressed in a long, loose, flowing, baby blue dress with a 

circular skirt that moved freely. This was a total change 

from her beginning costume, and for the first time in his 

life, Warbucks compliments her on her attire. 

In the last scene of the play, Grace wore the black 

skirt and striped blouse worn in Act I, Scene 8 simply 

because the red in the blouse complemented the rest of the 

Christmas stage dressings better than anything else she 

had. The director would have preferred that she wear a 

new red and blue dress to tie in with the blue motif, as 

well as the red of the Christmas decorations. 

Oliver Warbucks' two costumes are more or less 

dictated by the script, and the student playing this had a 
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body type similar to that of Warbucks in "Little Orphan 

Annie"—tall, strong, and broad-shouldered. Until Act 

II, Scene 5 he wore a black, conservative, businessman's 

suit with a white shirt and dark tie. The lack of change 

in his costume is symbolic of his inflexibility as a 

person. The coldness of the style is also indicative of 

his personality at first. When he changes into his tuxedo 

for the party, it is symbolic of his total personality 

change to a fun-loving and warm person. The playwright 

wants for him to look just like the Warbucks in "Little 

Orphan Annie" at this point, so he wore a diamond stud on 

his shirt. The only other necessary item for Warbucks is 

a skin cap to make him look bald. 

Rooster Hannigan first appeared in Act I, Scene 7, 

wearing a gray sack suit with gold and blue plaid. He 

wore a white dress shirt with a gold and blue striped tie. 

Worn on a more debonair man, this suit could be fashion

able, but with Rooster the effect was comic because the 

bagginess of the suit combined with the actor's loose, 

swaggering style of movement and his tall, lanky physique 

created a clown effect. In Act II, Scenes 2, 5, and 6, 

Rooster poses as "Ralph Mudge," so he was costumed in a 

brown and gold jacket that was too small, blue pants that 

were too short, "clodhopper" shoes, a white Panama hat, 

wire frame glasses, and a red beard. The character was 

supposed to give the impression of being a country 
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"bumpkin" in these scenes, and this costume worked well 

for this effect. 

The girl chosen to play Lily was of average height 

with long legs and virtually no waistline, so it was 

necessary to dress her in a costume that would make her 

appear to be more curvaceous than she actually was. This 

was accomplished by using a dress pattern with a fitted 

bodice and circular skirt to create an hourglass figure. 

Lily's first costume was a white dress with orange, red, 

and gold flowers. The material was chosen because the 

director wanted a white background to tie in with the 

character's name, and also to make a dramatic contrast 

with a color that commonly represents purity. The flowers 

on the dress were loud and "tacky" like the character. 

The fabric texture was crisp enough that it made a 

rustling sound every time Lily moved which attracted 

attention to her sexy poses. The slit in the side seam 

was somewhat exaggerated to give a comical appearance to 

this rather dizzy character, and the red shoes helped draw 

attention to her legs. When the actress was impersonating 

Annie's mother, she wore the same costume, but covered it 

with a frumpy brown coat. She wore glasses and a scarf 

tied under the chin to make her look like a country 

"bumpkin," but, of course, the red shoes gave her away. 
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Props 

Over seventy different props were used in this 

production of Annie. A few of these are used by major 

characters throughout the play to help reveal character, 

but most of them are required because of the action. One 

major effect of these props is that they help set the play 

in the correct period—the Great Depression, 1933. 

Annie has two very important props which are 

directly related to the plot. They are the note and half 

a silver locket that her parents left with her at the 

orphanage. She uses these props throughout the play to 

give herself hope in the search for her parents, and to 

provide clues for others who are helping her in the 

search. 

Miss Hannigan's primary prop is her bottle of 

Southern Comfort which she occasionally takes a drink from 

during moments of stress. She is a drunk because she 

feels she has so little too live for. She relies a great 

deal on the radio also, because she is very lonely and 

lovesick for a man. 

Oliver Warbucks is often seen and heard using the 

telephone which indicates his association with business, 

and also his ability to get other people to do things for 

him. 

Grace Farrel1 is almost always seen with some sort 

of document holder: a briefcase, a clipboard, a note pad. 
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etc. These items reveal her function—that of a secre

tary. They also show that she is the real organizer 

of the Warbucks household, and is invaluable to him. 

President Roosevelt has three props in the play 

which he actually used in real life: his wheelchair, 

glasses, and cigaret holder. Historically, however, the 

public was never allowed to see him in his wheelchair. 

One scene in the play, the Bert Healy Hour of Smiles 

Radio Show, Act II, Scene I is heavily dependent upon the 

use of props to make it funny and believable. The Sound 

Effects Man is a major focal point in the scene because he 

is constantly using a prop. He frequently holds up the 

'Applause' sign for the audience in between making such 

sounds as a man entering through a door, and a person tap 

dancing. He also hands out and picks up scripts. Another 

character uses a dummy which also provides a great deal of 

humor. 

At the end of the play props are used not to reveal 

character, but finally to make the stage beautiful when 

the mansion is decorated for Christmas. The list of props 

for this production is found in Table I. 

Lighting 

The lighting in this production initially served to 

set a mood of gloom and ugliness, gradually building in 

intensity to create a feeling of happiness and warmth at 
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Table 1: Props List - Act I 

Scene and Page # Prop User 

1-1 

1-1 

1-1 

1-2 

1-2 

1-2 

1-2 

1-4 

1-4 

1-5 

1-5 

1-7 

1-7 

1-9 

1-9 

1-10 

2-13 

2-13 

2-13 

2-14 

3-16 

3-16 

7 Sheets 

7 Pillows 

7 Blankets 

Bucket 

Handkerchief 

Crumpled note 

Half of a silver 
locket 

Duffle bag 

Flashlight 

Paddle 

Slapstick 

4 Mops 

3 Scr-ubbrushes 

Whistle 

Bottle 

Clean sheets 

Apples 

Applebox 

Dog Cage 

Billy Club 

Magazine 

Applebox 

Orphans 

Orphans 

Orphans 

Annie 

Annie 

Annie 

Annie 

Annie 

Annie 

Hannigan 

Mr. Hayes 

Orphans 

Orphans 

Hannigan 

Hannigan 

Bundles 

Appleseller 

Appleseller 

Dog Catcher 

Ward 

Fred 

Appleseller 
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Table 1: continued 

Scene and Page # Prop User 

3-16 

3-16 

3-16 

3-16 

3-16 

3-20 

3-20 

4-22 

4-23 

4-23 

4-23 

4-26 

4-26 

4-26 

5-30 

5-30 

5-30 

5-30 

5-30 

5-33 

5-38 

6-40 

6-42 

Newspapers 

Kettle 

American Flag 

6 Cups 

Large Spoon 

Billy Club 

Badge 

Whistle 

Fake Mouse 

Broken Doll 

Satin Pillow 

Briefcase 

Ink Pen 

Document 

Briefcase 

Candle Sconces 

Mona Lisa 

Note pad and pen 

Easel 

2 Suitcases 

Telephone 

6 Shopping Bags 

2 Suitcases 

Hoover
villeites 

Sophie 

On Shack 

Hoover— 
vi1leites 

Sophie 

Pol iceman 

Pol iceman 

Hannigan 

Kate 

Hannigan 

Tessie 

Grace 

Grace 

Grace 

Grace 

Servants 

Servants 

Mrs. Pugh 

Servants 

Chauffeur 

Warbucks 

Townspeople 

Star to Be 
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Table 1: continued 

Scene and Page # Prop User 

6-42 

6-43 

7-44 

7-44 

8-50 

8-50 

8-50 

8-50 

8-50 

2 Hat Boxes 

Flashlight 

Briefcase 

Document 

Telephone 

Note pad 

Small wrapped gift 

Paper and pen 

Candles and holders 

Townspeople 

Usherette 

Grace 

Grace 

Warbucks 

Grace 

Warbucks 

Annie 

Servants 

Table 2: Props List - Act Two 

Scene and Page # Prop User 

1-1 

1-1 

1-2 

1-2 

1-2 

1-5 

2-9 

2-10 

3-11 

Oxydent Hour of 
Smiles Sign 

8 Scripts 

Applause sign 

Set Prop 

All 

Sound 
Effects Man 

Dummy 

Shoes 

Tap Shoes 

Whiskey Bottle 

Switchblade 

Calling Card 

McCracken 

Sound 
Effects Man 

Sound 
Effects Man 

Hannigan 

Rooster 

Secretary 



Ill 

Table 2: continued 

Scene and Page # Prop User 

3-11 

3-11 

3-11 

3-16 

4-18 

4-18 

4-18 

4-19 

5-25 

5-25 

5-25 

5-25 

5-28 

5-28 

5-30 

5-30 

6-32 

6-35 

6-37 

6-37 

Cigaret Holder 

Wheelchair 

Large Radio 

Telegram 

2 Framed Pictures 

Clipboard 

Questi onnai res 

Message 

10 Wrapped Christmas 
Packages 

Large Christmas Tree 

2 Wreaths 

Birth Certificate 

Driver's License 

Half of a Silver 
Locket 

12 Champagne Glasses 

Silver Tray 

Suitcase 

Stuffed Bear 

Letter in Envelope 

Check 

Roosevelt 

Roosevelt 

Roosevelt 

Secretary 

Set 

Grace 

Grace 

Drake 

Servants 

Servants 

Servants 

Rooster 

Rooster 

Rooster 

Drake 

Drake 

Annie 

Molly 

Drake 

Grace 
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the end of the play. Since the number of instruments was 

very limited, we were not able to gel them, for example, 

with blues for the somber intimate scenes, because the 

same instruments would have to be used for the happy, 

bright scenes. So, instead, we used low intensities and 

less instruments for the somber scenes, gradually in

creasing the number of instruments used and levels of 

intensity. 

Because of the large number of different scenes 

located in various parts of the stage, it was also 

necessary to have a large number of areas be lit 

separately. Therefore, the stage was divided up into 

seventeen areas, and every available instrument was used. 

However, because the light control board at Willie Pigg 

Auditorium is in such poor repair, it was very difficult 

to control these areas individually with only eleven 

3000-watt dimmers functioning, four of which are already 

hard-wired for the color strips. 

Areas 1-5 were only used together for the full 

mansion scenes, or when a group dancing had to move onto 

the apron area. But the reason five separate areas were 

needed was because during the song, "N.Y.C," Act I, Scene 

6, it was necessary for actors to be on the far edges 

of the aprons, so we had to light these areas. The other 

three areas were needed to cover the rest of the apron 

without leaving dark holes. Also, during the Bert Healy 
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scene. Act II, Scene 1, areas 3, 4, and 5 had to be used, 

but not areas 1 and 2; so we could not have combined areas 

2, 3, and 4 into one area, even though that might seem 

more efficient. Areas 6-9 were also lit from the beam, 

but it was necessary to fill these areas with strip lights 

because the immoveable grand drape is hung too low for the 

lights from the beam to be angled very far back without 

hitting it. Areas 10-14 could only be lit with Fresnels 

and strip lights, but the extra light from the archway and 

platform specials in areas 15-17 kept these areas from 

being dim. 

Specials were used in seven scenes. One was to 

represent the light coming on in Miss Hannigan's office 

when she opened the door to catch Annie sneaking out in 

Act I, Scene I. The stage was completely dark before it 

came on, so it served to surprise the orphans as well as 

the audience. In the full mansion scenes. Act I, Scene 5, 

and Act II, Scenes 5 and 6, a special was used to frame 

each of the three archways, and two specials were used to 

light the platforms behind them. In Act I, Scene 8, only 

the center archway special was used, and in Act II, Scene 

4, only the left archway special was used. In Act II, 

Scene 3, a special was focused on the Presidential seal 

and it became brighter as the scene moved from gloomy to 

joyful. 
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A blackout was required during almost every scene 

change because closing the curtains destroyed the 

momentum, and doing them in full light looked silly 

because the stage crew had to move so fast to get the 

sets changed. In order not to distract the audience's 

attention from the action too much, each scene was slowly 

faded in and out. If it could have been worked out, the 

director would have preferred area lighting which could 

blackout on one area and immediately come up on another, 

but we simply did not have enough instruments for this. 

The instrument schedule is pictured in Table 3 and the 

area light plot is shown in Figure 12. 

Sound 

Sound plays an important role in almost any play, 

but in a musical it is even more important. The songs in 

Annie provide several different functions from setting 

mood and period, to providing transitions between scenes. 

If this play were to be done without its music, it would 

have a much more serious mood because almost all of the 

music in Annie is upbeat, with funny or optimistic 

lyrics in spite of the seriousness of the play's action. 

The composer has been very successful in using instruments 

to provide sound effects within songs such as the ratchet 

in "Little Girls" and the pounding drum in "Hard Knock 

Life." Besides this, the orchestra provided many of the 

non-musical sound effects while the rest were provided by 
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Table 3: Lighting Instrument Schedule 

# Type Location Area Comments 

1 8" Ellipsoidal Beam 1 Frame off 
proscenium 

2 8" Ellipsoidal Beam 6 Frame 

off blacks 

3 8" Ellipsoidal Beam 2 

4 8" Ellipsoidal Beam 7 

5 8" Ellipsoidal Beam 3 

6 8" Ellipsoidal Beam 1 Frame off 

proscenium 

7 8" Ellipsoidal Beam 8 

8 8" Ellipsoidal Beam 6 Frame 
off blacks 

9 8" Ellipsoidal Beam 2 
10 8" Ellipsoidal Beam 9 Frame 

off blacks 

11 8" Ellipsoidal Beam 4 

12 8" Ellipsoidal Beam 7 

13 8" Ellipsoidal Beam 5 Frame off 
proscenium 

14 8" Ellipsoidal Beam 3 

15 8" Ellipsoidal Beam 4 

16 8" Ellipsoidal Beam 8 

17 

18 

19 

20 

8" 

8" 

8" 

8" 

Ellipsoidal 

El 1ipsoidal 

Fresnel 

Fresnel 

Beam 

Beam 

1st Pipe 

1st Pipe 

9 

5 

10 

10 

Frame 
off blacks 

Frame off 
proscenium 
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Typi Location Area Comment! 

21 8" Fresnel 

22 8" Ellipsoidal 

23 8" Fresnel 

24 8" Fresnel 

25 8" Fresnel 

26 8" Fresnel 

27 8" Ellipsoidal 

28 8" Fresnel 

29 8" Fresnel 

30 8" Fresnel 

31 B" Fresnel 

32 8" Fresnel 

33 8" Fresnel 

34 8" Ellipsoidal 

35 8" Ellipsoidal 

36 8" Ellipsoidal 

37 6" Ellipsoidal 

1st 

1st 

1st 

1st 

1st 

1st 

2nd 

2nd 

2nd 

2nd 

2nd 

2nd 

2nd 

3rd 

3rd 

3rd 

Off 

Pipe 

Pipe 

Pipe 

Pipe 

Pipe 

Pipe 

Pipe 

Pipe 

Pipe 

Pipe 

Pipe 

Pipe 

Pipe 

Pipe 

Pipe 

Pipe 

left 

11 

Special 

12 

11 

12 

12 

Special 

13 

13 

13 

14 

14 

14 

Special 

Special 

Special 

Mansion 

Focus on Pre
sidential Sea 

Focus through 
door to 
orphanage 

Frame Left 
Arch 

Frame Center 
Arch 

Frame Right 
Arch 

Focus across 
mansion plat
forms behind 

arches 

38 6" Ellipsoidal Off right Mansion Focus across 
mansion plat
forms behind 

arches 
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Table 3; continued 

Type Location Area Comments 

39 8' X 8" Strip 2nd Pipe 6,10,13 

40 8' X 8" Strip 2nd Pipe 7,8,11 

41 8' X 8" Strip 2nd Pipe 9,12,14 

42 8' X 8" Strip 3rd Pipe 13,15 

43 8' X 8" Strip 3rd Pipe 13,14 

44 8' X 8" Strip 3rd Pipe 14,17 
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cast members either on or off stage. The list of sound 

effects is found in Tables 4 and 5. 

Summary 

Flexibility and resourcefulness were obviously very 

important elements in the design of this show. Items of 

scenery, costume, and lighting often had to serve more 

than one purpose. For example, the mansion platforms 

represented three different locations in the Warbucks 

home through the changing of curtains and lights. This 

required a great deal of pre-planning before materials 

were purchased, so as not to waste the smal1 amount of 

money that was allowed. In evaluating the success of the 

designs in use, the costumes were undoubtedly the most 

workable element, while the scenery, at times, was 

completely inefficient. The lighting was adequate, 

although it could have provided more contrast. The 

combination of all technical elements provided a visually 

and aurally interesting show, if not an entirely pleasing 

one. 
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Table 4: Sound Effects - Act I 

Scene and Page # Sound Effect Performer 

1-4 

1-5 

1-6 

4-22 

4-23 

5-38 

7-44 

Church bell chime 

Paddle 

Whistle 

Whistle 

Whistle 

Telephone 

Radio 

Orchestra 

Orchestra 

Hannigan 

Hannigan 

Hannigan 

Actor off 

Actor off 

Table 5: Sound Effects - Act Two 

Scene and Page # Sound Effect Performer 

1-2 

1-2 

1-4 

1-5 

Door opening 

Feet walking 

Chime 

Tap dancing 

Sound 
Effects Man 

Sound 
Effects Man 

Orchestra 

Sound 
Effects Man 

3-10 Radio Actor off 



CHAPTER IV 

AUDITIONS, REHEARSALS, AND PERFORMANCES 

Auditions 

Auditions for Annie were held in the Willie Pigg 

Auditorium during the weeks of September 24-28 and October 

1-5, 1984, from 3:45 to 6:00 P.M. The first two days were 

devoted to singing auditions for the elementary, 6th 

grade, and middle school students. The rest of the first 

week was devoted to singing and dancing auditions for the 

high school students. On Monday of the second week, 

twelve children were called back to audition with the high 

school students. The remainder of the week was devoted to 

improvisational exercises and a minimal amount of line 

reading. 

The audition process for the younger students was 

quite difficult as there were approximately one hundred 

students auditioning. Although there are really na roles 

for male children in Annie, we allowed far two boys to 

participate in one scene because we wanted to involve as 

many youngsters in the theatre program as passible. These 

boys were selected only on vocal ability, so it did not 

take long to audition the few boys who came. The girls, 
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however, created a great challenge for both the musical 

director and stage director. There were over eighty of 

them, ranging in age from six to fourteen, and we could 

only cast seven of them as orphans at the very most. As 

it turned out, we used a high school girl to play Annie, 

so only six roles were available to the younger children. 

In order to speed up the process, we had the girls sing 

"America" in groups of six or seven. Asa Low, the musical 

director, was able to eliminate quickly those who could 

not stay on pitch, or whose voices were not strong enough. 

Eventually, all but twelve were eliminated, and we then 

listened to them individually. All of these girls except 

for the two six year—olds had exceptionally fine voices, 

so we had them all come back later for acting auditions 

with the older students. During these auditions they were 

asked to improvise various activities the orphans might 

do, as well as actual scene situations from the play. 

They also interacted with high school girls who were 

improvising the role of Miss Hannigan. Six of the twelve 

performed beautifully from the very beginning, becoming 

completely absorbed in the role-playing, and creating new 

ideas constantly. They responded instantly to suggestions 

from the director, and were not embarassed to act in front 

of the older students. The other six, most of whom were 

older, were unable to use creative imagination, and there

fore lacked spontaneity. The casting, then, waa very 
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simple for the director because all it amounted to was 

deciding which girl would play each orphan. Much of this 

was determined by singing ability, since several of the 

orphans have solos. The rest was determined by ages and 

sizes recommended by the playwright. Of these, the 

youngest one, a six year-old who had several solos, could 

not stay on pitch, nor did she have much rhythmic ability, 

but she was extremely cute and spontaneous, and the 

audience loved her in spite of her singing. 

Auditions for the high school students were not 

as difficult since there were not as many auditioning, 

and there were approximately thirty roles to cast. 

These auditions were done differently, however. Those 

auditioning were divided into two groups. One group sang 

individually for Mr. Low, while the other group performed 

scenes from the play using improvisational methods under 

the direction of Mrs. Bowles. This went on for two days 

after which the entire group went through a two hour dance 

audition with Mrs. Bowles. The dancers were required 

primarily for the Hooverville scene, although most of the 

major characters were required to dance a bit. This is 

not a big dance show, but the director needed to see which 

actors were willing and able to act their way through a 

dance sequence even if they had no technical training in 

dance. The following week was devoted to improvisational 

acting exercises designed for character development. The 
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first thirty minutes of each audition were devoted to 

physical and vocal warmups, and this was to continue 

throughout the rehearsal period. Many of the actors 

resisted this, and the director needed to find out which 

ones were willing to do it every day because these were 

the only ones who would be cast. By the end of the week 

the actors had virtually cast themselves, and characters 

were already fairly well-developed. Because there were 

not enough males to fill all the parts, we had to use 

girls for some of these parts, and most of the boys were 

double, triple, and quadruple cast. However, these were 

all very small roles, so it was no problem. The final 

cast list as shown in the program is pictured in Figure 

13. 

Rehearsals 

After two weeks of auditions it was fairly easy to 

see who was willing to make a commitment, but the 

director's attendance policy stated that anyone with more 

then one unexcused absence from rehearsal would be 

immediately replaced without notice, and in the first week 

three people had to be replaced for missing two rehearsals. 

The students were not accustomed to a strict enforcement 

of attendance rules in regard to rehearsals, but the 

director felt it was necessary in order to avoid future 

attendance problems. After the first three were re

placed, it became clear to the remaining cast members 
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MANSFIELD HIGH SCHOOL 
Fine Arts Department 

presents 

November 15 & 17, 1984 
Willie Pigg Auciitorium 

7:30 pm 

Fig. 13. Program from the Mansfield High School 
Production of Annie 
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CAST IN ORDER OF APPEARANCE 
Annie Angela Cochran 
Molly Brandi Filkins 
Kate Milly Smith 
To88l« Jennifer Drass 
P»PP«i' Tiffany Smefal< 
July Carmen Jones 
Duffy Alexa DeVine 
Miss Hannigan Kether Valdes 
Bundles McCloskey Brad Ingle 
Apple Seller Sam Prince 
Dog Catcher Connie Weilenmann 
Assistant Dog Catclier Frances (Martin 
Policeman Ward Tom (Mullen 
Second Policeman Herbert Ryan 
Artie Greg Wilkins 
Sophie Tammy Smith 
Mary April Brinkman 
Eddie Todd Clark 
Fred Brad Ingle 
Peggy Jennifer Searcey 
Jane Barbara Spears 
Announcer Todd Clark 
Grace Debra Sprinkle 
Drake Todd Clark 
Male Servant Sam Prince 
Cecl l le Becky Faulkner 
Annette Hollie Hicks 
Mrs. Greer Angela Hetherington 
Mrs. Pugh Becky fvlewbourn 
Chauffeur Herbert Ryan 
Young Boy Scott Batson 
Usherette Frances l^artin 
Oliver Warbucks Dan Douglass 
Rooster Greg Wilkins 
Lily Christie Tanner 
Bert Healy Sam Prince 
Sound Effects Man Heberl Ryan 
Fred McCracken Tom (vlullen 
Bonnie Boylan Barbara Spears 
Connie Boylan April Brinkman 
Ronnie Boylan Tammy Smith 
Kaltenborn Todd Clark 
Roosevelt Brad Ingle 
Louis Howe Herbert Ryan 
Francis Perkins Tammy Smith 
Cordell Hull Sam Prince 
Harold Ickes Tom Ivlullen 
Henry Morganthau Greg Ritchey 
Secretary to Roosevelt Frances r«1artin 
Brandeis Tom l\4ullen 

Fig . 13. Continued 
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Scenes and Musical Numbers 
ACTI 

December 11-19,1933 
Ttie New York Municipal Orphanage (Girls' Annex) 

"Maybe" Annie 
"it's the Hard-knock Life" Annie and The Orphans 
"It's the Hard-knock Life" (Reprise) The Orphans 

St. Mark's Place 
"Tomorrow" Annie 

A Hooverville Under the 59th Street Bridge 
"We'd Like to Thank You" The Hooverville-ites 

The Orphanage 
"Little Girls" Miss Hannigan 

The Warbucks Mansion at Fifth Avenue and a2nd Street 
"I Think I'm Gonna Like it Here" Grace, Annie, Drake, 

Cecllle, Annette, Mrs. Pugh, Other Servants 
New York City 

"N.Y.C." Warbucks, Grace, Annie, 
A Star To Be and New Yorkers 

The Orphanage 
"Easy Street" Miss Hannigan, Rooster, Lily 

Warbucks' Study 
'You Won't Be an Orphan For Long" Grace, Drake, 

Mrs. Pugh, Cecllle, Annette, Servants and Warbucks 
ACT 11 

December 21-25, 1933 
The NBC Radio Studio at 30 Rockefeller Center and the Orphanage 

"You're Never Fully Dressed Without A Smile" Bert Healy, 
The Boylan Sisters and "The Hour of Smiles" Family 

Tha Orphanage 
"You're Never Fully Dressed Without A Smile" (Reprise) The Orphans 
"Easy Street" (Reprise) Miss Hannigan, Rooster, Lily 

Washington: The White House 
"Tomorrow" (Reprise) Annie. FDR, Warbucks and The Cabmet 

Tha Great Hall at the Warbucks Mansion 
"Something Was Missing" Warbucks 
"I Don't Need Anything But You" Warbucks and Annie 

The East Ballroom ;' the Warbucks Mansion , . „ „ 
"Annie" Grace, Drake and The Staff 
"Maybe" (Reprise) •,•• Ann'^ 
"A New Deal for Christmas" Annie, Warbucks, Grace, 

FDR and The Staff 
WARNING ^ • . 

The photographing or sound recording of any performance or the possession of any device for sucn 
photographing or sound recording inside this theatre, without the written Dermission of the manage
ment, is prohibited by law. Violations may be punishible by ejection and may render the offender liable 
for money damages. 

F i g . 13. Continued 
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Producer and Musical Director Asa Low 
Stage Director and Choreographer Mary Bowles 
Assistant Director Connie Weilenmann 
Technical Director Iviike Gilmore 
Stage Manager Tammy Smith 
Pianist and Musical Assistant Nancy Joptz 
Publicity Natalie Sichel 
Administrative Publicity Laison Nancy Dugan 
Visuals Bill Gramm 

Costumes SupeiT^isor 
Tonya Beasley 

Costume Crew 
Lauren Atwell 
Michelle Canada 
Rebecca Mitchell 
Kim Parks 
Becky Rudzavice 

Make-up Supervisors 
Angela Cochran 
Christie Tanner 

Make-up Crew 
Angela Hetherington 
LeAnn Jeter 
Jennifer Searcey 

CREWS 

Set Supervisor 
Greg Ritchey 

Set Crew 
Bud Ashlock 
Todd Clark 
Dan Douglass 
Angela Hetherington 
Tina Hines 
Brad Ingle 
Angela Kahler 
Angela Kasinger 
Mary McClacherty 
Frances Martin 
Becky Mewbourn 
Tom Mullen 
Herbert Ryan 
Kim Tarwater 
Kether Valdes 
Greg Wilkins 

Props Supervisor 
Marthann Land 

Prop Crew 
Cari Bull 
Billy Cook 
Debra Sprinkle 
Kether Valdes 

Sound Supervisor 
Chris Brewer 

Lighting Supervisor 
John Zdunewitcz 

PIT ORCHESTRA 
Drum Set Dari Hayes 
Percussion Mary Bess Corbin 

Scott Fryer 
Woodwinds Mark Scott 

Barbara Brush 
Angela Roemmich 

Chris Brewer 
Jennifer Smith 

Blenn Royall 
Mary Jones 

Debbie Cheafwood 
Trombones Bob Denton 

Jim Dixon 
Fred Oswald 

Trumpets Don Harrell 
Brian Dalton 

Baritone Mark Garvin 

F i g . 13. Continued 
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AND A SPECIAL THANKS TO 

Lloyd Treadwell Mr. and Mrs.Tom Sprinkle 
MyrI Tanwater Vernon Newsome 
Ken Davis Larry McGough 
Don Harrell Sonny Wooten 
Dari Hayes Lorraine Valdes 
Bob Denton Mr.and Mrs. Lenn Gilmore 
Mark Scott Bonny Brinkman 
Mrs. Gary Martin 

And a very special note of thanks to 
Mr. Asa Low and Mrs. Mary Bowles for 
their patience and understanding. 

- -The Cast and Crews of "Annie" 

F i g . 1 3 . C o n t i n u e d 
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that the director had no qualms about removing people from 

the castf and from then on very few people had any 

unexcused absences. 

A total of five weeks was used for rehearsal with 

one week left for technical rehearsals and performances. 

The first week was used for learning music and developing 

characters, the second week for blocking, the third for 

reworking the blocking, the fourth for choreography, and 

the fifth for polishing and working with the orchestra. 

Of course, character development and work on the music 

continued throughout the rehearsal period. 

The exercises used for character development were 

based on the James-Lange theory which states that "the 

backflow of impulses from the viscera account for the 

richness and variety of emotional feeling."^ Trans

lated into acting theory, this basically means that if 

an actor puts on a character physically by wearing 

appropriate clothes or makeup, or by walking or talking 

like the character, he will eventually begin to think and 

be motivated like the character. As opposed to other more 

intellectual methods, this is a much easier one to use 

when working with high school students and younger 

children because they understand more readily what is 

^Walter S. Hunter and Raymond R. Willoughby, 
Psvchol,oaical Abstracts. Vol. Ill (Lancaster, Pa.: 
The American Psychological Association, 1929), p. 12. 
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expected of them. For example, often in the warmup period 

the students would be asked to walk normally, and then on 

command to freeze in a pose that would typify their 

character. After repeating this several times, they would 

be asked to begin walking as their character between 

poses. Finally, they were asked to speak a line that 

would typify the character and relate to the particular 

pose they happened to be assuming. Eventually it became 

simple for them to walk and talk as that character with 

obvious thought processes occurring as they interacted 

with other characters. This was especially useful for 

those actors playing multiple roles because they could 

acquire a basic movement and voice pattern for each one 

without getting bogged down in the thinking processes of a 

character who might not be on stage for more than one 

scene. The director was not interested in extremely deep 

characterizations, as she felt that this would drag the 

actors and the show down. The message of the show is very 

obvious, and the director hoped to carry out the writers' 

theme of simplicity by keeping the characters fairly broad 

and very entertaining. Moreover, this was a production 

done by high school students, and the director believes 

that this age group needs to work primarily on technical 

acting skills and ensemble in order to have an enjoyable 

and valuable experience which they will seek out again. 

The rehearsal schedule was as follows: 



1 T' 

Monday. October B 
6:00-9:00 - Organizational meeti 

Read-through 
ng 

Tuesday. October 9 

3:45-4:30 1-5 
4:30-5:15 1-7 
5:15-6:00 1-3 

Low 
"Easy Street" 
"NYC" 
"Something Mas Missing" 

Wednesday. October 10 
Bowles 

3:45-4:30 I-l 
4:30-5:15 I-B 
5:15-6:00 II-6 

Low 
"You Won't Be An Orphan" 
"Hard Knock Life" 
"Little Birls" 

Thursday. October 11 
Bowles 

3:45-4:30 II-3 
4:30-5:15 II-l 
5:15-6:00 1-7 

Low, 
"Maybe" 
"You're Never Fully 
"Tomorrow" (Cabinet) 

Friday. October 12 
Bowles 

3:45-4:30 II-4 and 5 
to p. 25 

4:30-5:15 

Low 
Review "Hard Knock Life," 
"You're Never Fully ..." 
"I Don't Need Anything But 
You," Warbucks and Annie 
only 

Monday. October 15 
Bowles 

3:45-4:15 Warm-ups 
4:15-4:45 Block 1-2 

4:45-5:30 
5:30-6:00 

Block 1-3 
Block 1-4 
w/o little girls 

Low 
4:15-4:30 
4:30-5:00 

5:00-5:30 
5:30-6:00 

"Easy Street" 
"Something Was 
Missing" 
"Little Girls" 
"We'd Like to 
Thank You" 

Tuesday. October 16 

3:45-4:15 
4:15-5:00 
5:00-5:30 

5:30-6:00 

Bowles 
Marm-ups 
Block 1-5 
Block 1-7 

Block I-a 

Low 

4:15-5:00 
5:00-5:30 

5:30-6:00 

Boylan Sisters 
"Tomorrow" 
"Maybe" 
"You Won't Be 
An Orphan" 

Wednesday. October 17 
Bowles 

3:45-4:15 Warm-ups 
4:15-4:45 Block I-l 

Low 

4:14-4:45 "NYC" 
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4:45-5:00 

5:00-5:30 

Block 1-4 
w/ orphans 
Block 11-6 

4:45-5:30 Anyone 

5:30-6:00 "New Deal..." 

Thursday. October IB 
Bowles 

3:45-4:15 
4:15-4:45 
4:45-5:30 
5:30-6:00 

Warm-ups 
Block II-l 
Block I1-3 
Block I1-4 

Friday. October 19 
Bowles 

3:45-4:15 Warm-ups 
4:30-5:00 Block II-2 

5:00-6:00 Block II-5 

Low 

4:45-5:30 

5:30-6:00 

4:15-5:00 

5:00-5:15 
5:15-5:30 

5:30-6:00 

Anyone 

"Tomorrow' 
(Cabinet) 

'I Think I 'm 
Gonna Like 
It" 

"New Deal" 
"You're 
Never Fully 
Dressed" 
"Hard Knock 
Life" 

Monday. October 22 
Bowles 

3:45-4:15 
4: 15-5:30 

5:30-6:00 

Warm-ups 
Act I Blocking 
Run-through 
Set "Easy Street" 

Tuesday. October 23 
Bowles 

3:45-4:15 
4:15-5:30 

5:30-6:30 

Warm-ups 
Act II Blocking 
Run-Through 
Set "We'd Like to 
Thank You" 

Low 
Work on songs when you are 
free 

Low 

5:30-6:00 Warbucks 

Wednesday. October 24 
Bowles 

3:45-4:15 War m-up s 
4:15-4:45 Work I-l 

4:45-5:15 
5:00-5:15 
5:15-6:00 

For Long" 

Work 1-4 
Annie only 
Set "Hard Knock 

Life" 

Low 

4:15-4:30 
4:30-4:45 
4:45-5:00 

5:15-5:30 

"Easy Street" 
"NYC" 
"Little Girls" 

"You Won't Be 
An Orphan 

5:30-5:45 "Tomorrow" 
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Thursday. October 25 

3:45-4:15 
4:15-4:30 
4:30-5:00 
5:00-5:30 
5:30-6:30 

Bowli 
Warm-ups 
Work 1-2 
Work 1-3 
Work 1-5 
Set "I Think I'm 
Gonna Like it Here" 

5:45-6:00 

Low 

4:30-5:00 

(Cabinet) 
"Something 
Was Missing" 

"New Deal 

5:30-6:00 Warbucks only 

Friday. October 26 
Bowles 

3:45-4:15 War m-up s 
4:15-5:15 Work I1-6 
5:15-6:00 Work I1-2 

Monday. October 29 

Low 

5:15-5:30 "Easy Street" 

3:45-4:15 
4:15-5:00 
5:00-5:30 
5:30-6:00 
6:00-6:30 

Warm-ups 
Set "NYC" 
Set "You Won't Be An Orphan For Long" 
Set "You're Never Fully Dressed" 
Set "Something Was Missing" 

Tuesday, October 30 
3:45-4:15 
4:14-4:45 
4:45-5:15 
5:15-5:45 
5:45-6:30 

Warm-ups 
Work 1-7 
Work I-B 
Set "Little Girls" 
Set "I Don't Need Anything But You" (Annie and 

Warbucks only) 

Wednesday. October 31 
3:45-4:15 Warm-ups 
4:15-5:00 Work II-l 
5:00-5:30 Set "New Deal for Christmas" 
5:30-6:00 Work H-2 

Thursday. November 1 
3:45-4:15 Warm-ups 
4:15-4:45 
4:45-5:15 
5:15-5:45 
5:45-6:00 

Work I1-3 
Work I1-4 
Work I1-5 
Set "Annie" (Servants and Grace) 

Friday. November 2 
3:45-4:15 Warm-ups 
4:15-6:00 All songs will be rehearsed in order of 

performance 
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Monday. November 5 
3:30-6:00 Run-through 

Tuesday. November 6 
4:00-B:00 Working run-through 

Wednesday. November 7 
4:00-6:00 Run-through 

Thursday. November B 
4:00-B:00 Working run-through 

Friday. November 9 
4:00-B:00 Working run-through with orchestra 

Saturday, November 10 
10:00 AM-5:00 PM Technical rehearsal 

Monday. November 12 
3:30—10:00 Dress rehearsal w/o makeup 

Tuesday. November 13 
3:30-10:00 Final dress rehearsal 

Wednesday. November 14 
4:00—6:00 Run-through w/o makeup or costume 

Friday. November 15 
4:00-6:00 Run-through w/o makeup or costume 

Performances 

Four performances of Annie were given, but two of 

these were shortened versions. For several years the 

Mansfield School District has been busing the elementary, 

6th grade, and middle school students over to the high 

school so that they can see the musical. Normally, the 

high school comes one day also, but it was not allowed 

this year because of behavior problems in the past. We 

were only allowed ninety minutes for these performances, 

however, so it was necessary for us to cut several scenes 

out of the play. Unfortunately, these were some of the 
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most entertaining scenes, but they have no direct bearing 

on the plot. These included: Act I, Scene 2, whore Annie 

is wandering around New York City; Scene 3, where she 

meets the Hoovervilleites; Scene 6, where she, Warbucks, 

and Grace stroll in New York City; Act II, Scene 3, where 

she visits the President; and Scene 4, where she and War-

bucks dance. The young audiences and their teachers were 

very receptive, and we had a good response afterward. 

However, many of them had seen the movie version of Annie, 

and were disappointed that this was different. The public 

performances were given on Thursday and Saturday nights, 

Friday night being impractical because of a conflicting 

football game. These performances were not at all well-

attended, but the audience present seemed to love the 

show. On Thursday night, the actors were exhausted from 

the morning performance, and several of them were losing 

their voices. Scene changes were rough that night also. 

But the final performance went much more smoothly. 

Following is the actors' schedule for performances: 

Wednesday. November 14 
6:30-7:30 AM Makeup call 
7:30-8:00 AM Green Room 
8:15-9:45 AM Performance 

Thursday. November 15 
Morning schedule same as Wednesday 
6:00-6:45 PM Makeup call 
6:45-7:30 PM Green Room 
7:30-10:00 PM Performance 

gaturdavi NPYetnber 17 
Same as Thursday evening schedule 
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Summary 

The performances of Annie attested to a 

relatively successful audition and rehearsal procedure. 

The director was very satisfied with the acting, singing, 

and dancing performances of all students. In a few cases, 

the musical demands were beyond some students, but these 

problems were overcome to an extent by making various 

changes, such as cutting songs or parts, changing 

harmonies, or adding chorus members where a solo was 

supposed to occur. Some of the major roles might have 

been performed better, but a cast had to be chosen from a 

group with a limited amount of training and ability. 

Overall, the director believes that, in spite of age and 

working conditions, this high school production was 

successful because it was, in fact, entertaining to its 

audiences, which the director believes is the first 

obligation of the theatre. 
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EXPLANATORY NOTES 

The stage directions included in the script are 

those directions which appeared in the original script and 

which were incorporated into this production of Anni.e. 

The director's blocking, choreography and technical cues 

are indicated in the script and score by numbers which 

correspond to the explanation and diagram facing each 

page. Numbers for blocking and choreography start with 

the number 1 on each page, while technical cues are 

numbered continuously throughout. All cues will be 

preceded by a corresponding letter. 

Cue designations for songs containing two verses 

printed under one staff will be indicated as follows: 

cues for the first verse will be placed above' the staff, 

while cues for the second verse will be place below the 

staff. Separate movement charts are included for each 

verse. These are marked "VERSE 1" and "VERSE 2" across 

the top of the chart. Music scores appearing without 

corresponding diagrams indicate scene changes during which 

the audience was not in view of a stage setting. 

The diagrams with set piece legends included are 

pictured in Figures 1-11 found in Chapter III, in the 

section titled Scenery, beginning on page 76. 
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A -

M -

K -

T -

P -

J -

D -

MH -

BMc -

S -

AS -

DC -

ADC -

PW -

P2 -

Ar -

So -

Ma -

E -

F -

Pe -

Ja -

G -

Dr -

Ser -

CHARACTER SYMBOLS 

Annie 

Molly 

Kate 

Tessie 

Pepper 

July 

Duffy 

Miss Hannigan 

Bundles McCloskey 

Sandy 

Appleseller 

Dog Catcher 

Assistant Dog Catcher 

Policeman Ward 

2nd Policeman 

Artie 

Sophie 

Mary 

Eddie 

Fred 

Peggy 

Jane 

Grace 

Drake 

Male Servant 
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C - Cecille 

An - Annette 

MB - Mrs. Greer 

MP - Mrs. Pugh 

Ch - Chauffeur 

YB - Young Boy 

U - Usherette 

W - Warbucks 

R - Rooster 

L - Lily 

BH - Bert Healy 

SEM - Sound Effects Man 

FMc - Fred McCracken 

RB - Ronnie Boylan 

BB - Bonnie Boylan 

CB - Connie Boylan 

FDR - Franklin Delano Roosevelt 

LH - Louis Howe 

FP - Francis Perkins 

CH - Cordell Hull 

HI - Harold Ickes 

HM - Henry Morganthau 

Sec - Secretary to Roosevelt 

JB - Judge Brandeis 
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BLOCKING AND CHOREOGRAPHY SYMBOLS 

B - Followed by a number indicates a blocking cue 

C - Followed by a number indicates a choreography cue 

X - Cross or crosses; If used after a number indicates 
times, for example, 4X means 4 times 

US - Up stage 

DS - Down stage 

C - Center stage 

R - Right 

L - Left 

B - Back 

F - Front 
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TECHNICAL SYMBOLS 

C - Followed by a number indicates a curtain cue 

L - Followed by a number indicates a light cue 

S - Followed by a number indicates a sound cue 
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MOVEMENT AND BUSINESS 

Bli M sits up 

B2: P leans over and pushes 
M off bed 

B3; J pushes P off bed and 
M runs DS 

TECHNICAL CUES 

CI I Curtain open 

L23 Lights fade up 
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ACT I 

SCENE 1 

Unit Dm 

*-^ (The Overture ends and "Maybe" 
underscores the following scene 

'-̂ The CURTAIN rises on the New York 
City Municipal Orphanage—Girls' 
Annex 

Shortly after three a.m. on a chilly 
morning in early December, 1933 

The stage is nearly dark 
Asleep in the dormitory are six 
orphans—MOLLY, the littlest, who 
is 6; KATE, the next-to-littlest, 
who is 7; TESSIE, the cry baby, 
who is 10; PEPPER, the toughest, who 
is 12; JULY, the quietest, who is 
13; and DUFFY, the biggest, who is also 
13) 

MOLLY 
(Awakening from a dream and crying out)*-^ ^' 

Mama! Mama! Mommy! 

Shut up! 
PEPPER 

DUFFY 
Can't anybody get any sleep around here? 

MOLLY 
Mama. Mommy. 

PEPPER 
•*•! said, shut your trap, Molly. 

(PEPPER shoves MOLLY to the floor, 
downstage center) 

__ JULY 
^^Ahh, stop shovin' the poor kid. She ain't doin' 
nuthin' to you. 

PEPPER 
She's keepin me awake, ain't she? 



MOVEMENT AND BUSINESS 

Bli P X to J on top of 
bed; K and D sit up 

B2x T sit up and put 
feet on floor, face 
L; J and P have 
pillow fight 

B3i A enter from SR 

B4i A X to M 

B5t P and J sit on beds 

TECHNICAL CUES 
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JULY 
No, you're keeping us awake — 

PEPPER 
^^You wanna make somethin' out of it? 

JULY 
The Jack Dempsey of the orphanage. 

(PEPPER and JULY fight) 

TESSIE 
^^Oh my goodness, oh my goodness they're fightin' and I 
won't get no sleep all night. Oh, my goodness, oh my 
goodness. 

Unit Two 

^^(ANNIE, who is 11, runs in with a 
bucket. She has been up cleaning) 

ANNIE 
Pipe down, all of ya. Bo back to sleep.^^ 

(To MOLLY) 

It's all right, Molly. Annie's here.^^ 

MOLLY 
It was my Mama, Annie. We was ridin' on the ferry boat. 
And she was holdin' me up to see all the big ships. And 
then she was walkin' away, wavin'. And I couldn't find 
her no more. Any place. 

(ANNIE holds a hanky for MOLLY) 

ANNIE 
Blow. It was only a dream, honey. Now, you gotta to back 
to sleep. It's after three o'clock. 

MOLLY 
Annie . . . read me your note. 

ANNIE 
Again? 

MOLLY 
Please. 

ANNIE 
Sure, Molly. 



MOVEMENT AND BUSINESS 

Bli K leans toward A on 
knees 

B2: P jumps up and stands 
on M's bed 

B3» K and D join P with 
arms around each other 

B4i A X to K, D, and P 

B5i A X back to M 

B6i M and A sit on floor; 
others back to bed 

TECHNICAL CUES 

L3i Spot on A and 
M 
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PEPPER 
Here it comes again. 

ANNIE 
(ANNIE takes a crumpled note from 
her pocket, unfolds it and reads 
it to Molly) 

"Please take good care of our little darling. Her name is 
Annie. . . " 

KATE 
(Mockingly; she has heard this note 
read a thousand times before) 

^^"She was born on October 2Bth. We will be back to get 
her soon." 

PEPPER 
(Mockingly) 

^^"We have left half of a silver locket around her neck 
and kept the other half 

(KATE and DUFFY join PEPPER) 
so that you will know that she's our baby." 

TESSIE 
Oh my goodness, oh my goodness, now they're laughing. 

ANNIE 
(To the others) 

All right. Do you wanna sleep with your teeth insida 
your mouth or out! 

(ANNIE lovingly folds her note 
and puts it back in her pocket) 

MOLLY 
D C 

*"^Gee, I dream about havin' a mother and father again. 
But you're lucky. You really got 'em. 

ANNIE 
(Fingering her locket) 

I know. 
(ANNIE and MOLLY cuddle 
together on the floor)^'' 

Somewhere. Somewhere. 
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MOVEMENT AND BUSINESS 

Bli A carry M to her bed 

TECHNICAL CUES 
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Unit Thri 

(ANNIE carries MOLLY, who has 
fallen asleep, back to bed, and 
tucks her in, as the ORPHANS, one 
by one, say good night. The MUSIC 
continues softly underneath. ANNIE 
is still thinking about her parents) 
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MOVEMENT AND BUSINESS 

Bis A X DS 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

Bit A X to bed 

TECHNICAL CUES 

L5i Spot off 
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MOVEMENT AND BUSINESS 

Bli A stand and X to window 

B2: A X to bed and begin 
packing 

B3i P up on elbow 

B4i K and M same as P 

B5i T run to A; D sit up 

B6i J Bit up and face A 

B7i T sit on J's bed 

BBi A X D 

B9i P sit up 

TECHNICAL CUES 

Sit Church chimi 
4X 
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'̂̂ Now what? 

(SHE climbs into bed. Tucks 
herself in. The LIGHTS dim. 
In the dark, we hear the song 
end) 

S1 
^'(After the song, a far—away church 

bell chimes four a.m. ANNIE goes^^ 
up to the window looking out into 
the street, then returns to her bed^^ 
and starts putting some things into 
a small basket. We dimly see the 
ORPHANS again waking up and ANNIE 
turns on a flashlight) 

PEPPER 

°^Annie, whatta ya doin'? 

Runnin' away. 

°^0h my goodness. 

KATE 

ANNIE 

TESSIE 

ANNIE 
(ANNIE puts on her sweater.) 

My folks are never comin' for me. I gotta go find them. 

JULY 
°*Annie, you're crazy. Miss Hannigan'11 catch you. 

TESSIE 
And give you the paddle. 

ANNIE 
I don't care. I'm gettin' outta her. 

(With a basket under her arm) 
Okay. I'm ready. Boin' now. Wish me luck. 

ALL EXCEPT PEPPER 
^^Qood luck, Annie. 'Bye, Annie. 

PEPPER 
^'So long, dumbbell. And good luck. 
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MOVEMENT AND BUSINESS 

Bit A continue moving DS 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

Bit 

B2s 

B3i 

B4t 

B5i 

H flings open door and 
T runs to bed; H pushes 
A down 

A stand 

A face L, bend over 

A turn and face H 

H X to beds hitting 
each orphans feet 
while passing by 

TECHNICAL CUES 

L5i Special on 
door 

S2t Slapstick IX 
then 4X 
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(With the basket under her arm 
and shining the flashlight in 
front of her, ANNIE sneaks on 
tiptoe across the stage, toward 
the front door. Suspense music 
underneath. As ANNIE reaches to 
open the door, MISS HANNIGAN, 
wearing a bathrobe, flings open*-" 
her door and, witch-like, stands 
bathed in white light before ANNIE) 

^^Aha! Caught you! 

Unit Four 

MISS HANNIGAN 

(MISS HANNIGAN flings ANNIE 
to the floor and switches on 
the hallway light)"-*̂  

I hear ya. I always hear ya. Get up. Get up! 

^^Yes, Miss Hannigan 

ANNIE 
(Getting warily up) 

MISS HANNIGAN 
Turn around. 

(ANNIE doesn't)' 
I said, turn around. 

S'^(ANNIE turns around and MISS 
HANNIGAN hits her on the 
backside with a paddle) 

There! Now, what, do you say? What . . . do . . . 
you . . . say? 

ANNIE 
(Reluctantly; through her teeth) 

I love you. Miss Hannigan. 

MISS HANNIGAN 
Rotten orphan. 

ANNIE 
(Angrily) 

'̂̂ I'm not an orphan. My mother and father left a note 
saying they loved me and they were coming back for me. 

MISS HANNIGAN 
That was 1922, this is 1933. ^^You in here. Get up. 
Get up! 

MISS HANNIGAN 
(To ANNIE, motioning to her to 



MOVEMENT AND BUSINESS 

Bit H X to A 

B2t A X to bed; Others 
get up 

B3i H X US, turn to 
orphans 

B4i H X to T and grab 
her 

B5t H turn to orphans 

B6i H X L 

B7i H turn and orphans 
run R 

B6i H face audience on 
line, then exit L 

TECHNICAL CUES 

J 
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put the basket and flashlight 
back in the dormitory.) 

"^Put them things away. 
(MISS HANNIGAN takes an ever-present 
pint bottle of Southern Comfort out 
of her bathrobe pocket and takes a 
swig) ^2 

^"'Now, for this one's shenanigans, you'll scrub this 
floor, and strip them beds for the laundry man. 

TESSIE 
(Starting to cry) 

But it's four o'clock in the morning. 

MISS HANNIGAN 
(Laughs cruelly) 

^^I know. And you'll get down on your knobby little 
knees and clean this dump until it shines like the top of 
the Chrysler Building. °^Get to work. 

ORPHANS AND ANNIE 
Yes, Miss Hannigan.^^ 

B7 
MISS HANNIGAN 

Now 
(ORPHANS run for pails and 
return to front) 

"Why any kid would want to be an orphan, I'll never 
know. 

(As MISS HANNIGAN exits slamming 
the door behind her, the ORPHANS 
throw down their scrub brushes)^' 

Unit Five 
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MOVEMENT AND BUSINESS 

Cli T, M, and D run C 
forming front line; 
A, P, J, and K run 
C forming back line; 
All stamp R foot on 
"life" 

C2i All slam bucket down 
on R side on "life" 

C3i 4 in back line up 
with F line; jump 
into a wide stance 
on "tricked" 

C4i All kick R leg 

C5t T, M, and* D X DS, 
face L; shake scrub-
brushes at audience 
with R hand 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS TECHNICAL CUES 

CII A, P, J, and K come in 
line with others and 
"hoe" facing L 

C2: All except A turn US 
and walk 4 steps 

C33 US group turn DS and 
face audience 

C4: US group turn US again 
and walk 4 more steps 

C5s US group turn DS again 
and face audience 
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MOVEMENT AND BUSINESS 

C6i All X DS to original 
formation with 3 in F, 
4 in B 

C7: DS group down on knees 
and scrub L in rhythm; 
US group sway R and L 
with mop overhead 

-

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

CII D and T X to M, all 3 
make "fist" to audi
ence; US group stand 
still; D and T return 
to places 

02: DS group repeat scrub
bing sequence while 
US group repeat sway
ing with mops until 
next cue 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

Clt On "sink" 3 DS girls 
stick Bcrubbrushes in 
air, while 4 US girls 
pound mops on floor 

C2t All dip brush or mop 
in bucket 3 times 

C3i All scrub or mop RLR 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

Cli All dip brush or mop 
in bucket 3X 

C2i All scrub or mop LRL 

C3i All repeat CI 

C4i All repeat C2 

C5i M stand up 

C6i A X DS 

C7i Everyone else stand 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS TECHNICAL CUES 

Cli All point with R index 
finger to audience 

C2i All gesture on 
"smidge" with thumb 
and index finger 
touching 

C3i All kick bucket over 

C4t M X DS and fold arms 
across chest swagger
ing in imitation of 
Miss Hannigan 

C5t D and K X to M, put 
hands on M's chin and 
"yank" on "chin" 



MOVEMENT AND BUSINESS 

C6i D and K move US while 
P and T X to US of M 

C7s P and T make "jabbing" 
motion to M's rear end 
on "pin" as M throws 
hips forward 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

C8i P and T X US while J 
and A X to M and 
pantomime making her 
drink 

C9i All crowd around M 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

Cli M remains DS imitating 
Miss Hannigan while 
others run to SR side 
of beds and jump over 
each one until reach
ing the one they strip 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

Clt After stripping bed 
sheets each one runs 
to laundry hamper to 
deposit them; this 
action continues until 
the next cue 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

Cli M climbs into the 
hamper and covers 
herself with the 
sheets 

C2i All orphans except 
M run into original 
formation 

C3t All orphans except 
M stomp and si am 
bucket down on 
floor 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS TECHNICAL CUES 

Bit H enter and all but M 
run to foot of beds 

L9i Fade up to 10 



MOVEMENT AND BUSINESS 

B2i H walks by each girl as 
they repeat line 

B3i H X to laundry hamper 

B4i K X to laundry hamper 
and pul1 M out 

BSi K and M run to beds 

TECHNICAL CUES 
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Unit Six 

"̂̂  ̂ ^ (MISS HANNIGAN comes in, now 
dressed, and whistles. ANNIE 
and the ORPHANS run to their 
line-up in front of their beds, 
but ANNIE'S attention remains on 
the laundry. She is hatching an 
idea) 

MISS HANNIGAN 
Good morning. Children. 

ORPHANS 
Good morning Miss Hannigan. 

Well? 
MISS HANNIGAN 

^2(One at a time, ANNIE and the 
ORPHANS say "I love you. Miss 
Hannigan") 

MOLLY 
(From the hamper) 

I love you. Miss Hannigan. 

MISS HANNIGAN 
^"^You. What are you doing in there? 

MOLLY 
Nothin 

MISS HANNIGAN 
(To JULY, who is nearest 
the hamper) 

^^Get her out of there! Bet her out! 

(To MOLLY) 

B5 You, your days are numbered."'^ 

(WHISTLE) 

All right. Breakfast. 

ORPHANS 
Hot mush? 

MISS HANNIGAN 
No. You don't get hot mush this morning. 
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MOVEMENT AND BUSINESS 

Bit Orphans move into a 
group C 

B2i Orphans X back to beds 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

B3i H X by each orphan 
from SR to SL 

B4i BMc enter 

B5: H X to BMc 

B6i A X behind orphans 
to laundry hamper 
and climb in 

B7: BMc gives sheets 
to H 

TECHNICAL CUES 
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^^(The ORPHANS and ANNIE react 
happily to this news.) 

You get cold mush. 
(The ORPHANS and ANNIE groan.) 

And after your mush you'll go to your sewing machines. 
There's an order of dresses you'll finish today if you 
have to work straight through to midnight. 

THE ORPHANS AND ANNIE 
Yes, Miss Hannigan. 

^^Now line up. 

MISS HANNIGAN 
(A laundry truck arrives outsidf 
the Orphanage.) 

^^(The ORPHANS and ANNIE file past 
MISS HANNIGAN, who inspects them as 
a laundry man, BUNDLES McCLOSKEY, 
comes in the front door carrying a 
load of clean sheets. BUNDLES comes 
into the dormitory) 

Unit Seven 

BUNDLES 
Laundry. Laundry man. 

THE ORPHANS AND ANNIE 
^^Mornin', Bundles. 

BUNDLES 
Mornin', kids. Clean sheets once a month whether you need 
'em or not. 

(During the following, ANNIE, 
hidden by the ORPHANS, gets into 
the laundry bag) 

BUNDLES 
(Crossing to MISS HANNIGAN) 

^^Hey, hey, hey Aggie. How's the prettiest gal south of 
14th Street? 

MISS HANNIGAN 
Bundles, still full of the same old malarky. 

BUNDLES 
Aw, Aggie, why can't I ever get to first base with you? 

MISS HANNIGAN 
^'Because I'm savin' it for my weddin' night. Now get 
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MOVEMENT AND BUSINESS TECHNICAL CUES 

Bit BMc X to laundry hamper 
and X back to SL exit 
while H counters the X 

B2i Orphans come D 

B3i H run off L 
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out of here with that damn laundry. 

BUNDLES 
"•^(Crossing and picking up the 

laundry bag with ANNIE in it) 
Okay. So long, gorgeous and Merry Christmas. 

Unit Eight 

MISS HANNIGAN 
(Checking the floor) 

Huh, you call this clean, Annie. This place is like a pig 
sty. . . . Annie? Annie? Where is that Annie? 

ORPHANS 
Annie ain't here. 

MISS HANNIGAN 
^^What do you mean "Annie ain't here"? 

TESSIE 
She just went. With Mr. Bundles. 

MOLLY 
In the laundry bag. 

MISS HANNIGAN 
Bundles. 

(MISS HANNIGAN runs out) 
Police! Police! 

Unit Nine 

(The ORPHANS cheer at the fact 
that ANNIE has got away) 

JULY 
No more hard-knock life for Annie! 

(The ORPHANS cheer again) 



MOVEMENT AND BUSINESS 

Clt M slap palm of L hand 

C2t All pantomime slapping 
face toward SL 

C3i All hold L knuckles 
toward audience and 
hit with R hand 

C4i All but M X DS 4 steps 

C5i M X DS 

C6i Repeat C4 

C7i Repeat C5 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

Clt All but M X DS 

C2i M X DS 

C3i Repeat CI 

C4i Repeat C2 

TECHNICAL CUES 

L9i Fade out to 
black 
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MOVEMENT AND BUSINESS 

Bit 

B2t 

B3i 

B4t 

B5i 

B6t 

B7t 

B8t 

B9t 

DC run off R 

AS enter and talk 
to passers by 

A enter and XC 

AS X to A 

AS X L and A X R 

AS and A turn back 
to face each other 

AS exit L 

DC re-enter 

ADC enter and X to DC; 
both put dog in cart 

TECHNICAL CUES 

LlOt Lights up 
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Unit Ten 

"-^^(Two tenement fronts and a few 
garbage cans place us on a street 
corner at St. Mark's Place. 

It is a chill December afternoon, 
a few hours later.) 

^*A DOG CATCHER with a rope runs 
across to STAGE RIGHT. An APPLE^^ 
SELLER enters, appealing to the 
occasional passers-by) 

APPLE SELLER 
Apples, apples. Two for a nickel. Apples. 

ANNIE 
(ANNIE runs out from behind a tenement.) 

"'^Excuse me, sir, but could you donate an apple to the 
orphan's picnic? 

APPLE SELLER 
^^Sure kid. Why not. Nobody's buying them anyway. 

^^Gee thanks, mister. 
ANNIE 

APPLE SELLER 
^^Say kid, when is the orphan's picnic? 

ANNIE 
(Smiling and taking a big bite of 
the apple) 

Soon as I take a bite. 

(The APPLE SELLER shakes his head at 
having been conned by a child and 

^^wanders offstage, in search of customers. 
The sound of barking dogs is heard from 
offstage and a ^^ DOG CATCHER enters upstage 
right, pushing a wheeled dog cage lettered 
"N.Y.C. Dog Pound". The DOG CATCHER 
crosses to stage center, looking for stray 
dogs. ^'^ An ASSISTANT DOG CATCHER, carrying 
a dog in his arms, enters from upstage 
right and crosses to the DOG CATCHER) 
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MOVEMENT AND BUSINESS 

Bit DC and ADC exit R 

B2: A kneel facing L; 
S enter 

TECHNICAL CUES 

Lilt Spot on A; 
other lights 
to 5 
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Unit Eleven 

ASSISTANT DOG CATCHER 
Nabbed this mutt back there in the alley. 

(Putting the dog into the dog cage) 
Get in there. 

DOG CATCHER 
^^Good. There's 'sposed to be a whole bunch of 'em 
runnin' wild over to Astor Place. C'mon, Charlie. 

ANNIE 
Hey, there's one they didn't get.^^ 

(ANNIE gets down on her hands and 
knees and signals for the dog to 
come to her; SANDY, crawling on 
his belly, enters and crosses to 
ANNIE) 

Oh, poor boy. Did they hurt you? They're after you, 
ain't they? Well, they're after me, too. But, don't 
worry, I ain't gonna let them get you or me. I'll take 
care of you. And everything's gonna be fine. For the 
both of us. If not today, well. . . ̂ *^ 
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MOVEMENT AND BUSINESS 

Bli PM enter and X to A 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

Bl: A stand and .X to PW 

B2: S X to A 

B3i PW X US of A to her 
L 

TECHNICAL CUES 

L12i Spot off; 
Area lights 
to 10 
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Unit Twelve 

Hey, you, little girl. Come here. 

ANNIE 
Bl Yes, Officer? 

WARD 
That dog there. Ain't I seen him runnin' around the 
neighborhood. Ain't he a stray? 

ANNIE 
A stray? Oh, no. Officer. He's . . . he's my dog. 

WARD 
Your dog, huh? So, what's his name? 

ANNIE 
His name? His name is . . . Sandy. Right, that's it. 
Sandy. I call him Sandy, you see, because of his nice 
sandy color. 

WARD 
Sandy color. Okay, let's see him answer to his name. 

ANNIE 
Answer? You mean . . . when I call him? 

WARD 
Right. When you call him. By his name. Sandy. 

ANNIE 
Well, you see. Officer . . . I just got him and sometimes 
he just doesn't want to answer . . . 

WARD 
Call him! 

ANNIE 
Here, Sandy. Here boy. Sandy. 

(SANDY crosses to ANNIE, stands 
and puts his front paws on her chest.) 

^^Good Sandy. Good old Sandy. 

WARD 
^^Hmmm, well, maybe he is your dog. But the next time 
you take him out I wanna see him on a leash and with a 
license. Or else he goes to the pound and they "put him 
to sleep". You understand? 



MOVEMENT AND BUSINESS TECHNICAL CUES 

Bli PW exit L L13i Spot on A; 
Area lighti 
off 
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ANNIE 
Yes sir, I understand. On a leash and with a license. 

WARD 
Now get along with you before you catch your death of cold 
in this weather. 

ANNIE 
Oh, I don't mind the weather. ^^ ^^^ 
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MOVEMENT AND BUSINESS 

Bit A and S X DS 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS TECHNICAL CUES 

L14i Blackout 
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MOVEMENT AND BUSINESS 

Bit 

B2i 

B3i 

B4t 

B5i 

B6t 

Ma X L 

E stand and X with Ma 
off R 

F stand and X DS 

Ma and E enter with 
wood, X to Ar, and put 
wood on f1oor 

AS enter and X to 
group 

Ar, Ma, and E X to 
group 

TECHNICAL CUES 

L16t Area lights 
up 

S3i Siren sound 

L17t Red light 
flashes 
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Unit Thirteen 

•-i^iC£t!g_2 

(Hooverville. A Depression-style 
shanty town of jerry-built shacks. 
Dusk, the same day. 
One of the Hoovervilleites, ARTIE, 
standing on a box in front of his shack, 
hammering away. An Apple Annie sort of 
woman, SOPHIE, THE KETTLE, is stirring 
a pot of stew that is hanging on a spit 
over a fire burning in an ash can) 

ARTIE 
I need some more wood, for the penthouse. 

°^Hey, Eddie, give me a hand. 
MARY 

°^Sure thing. Beautiful. 
EDDIE 

S3 L17 (̂  siren sounds and a red light 
flashes as a police car passes. 
ALL watch it, apprehensively and 
return to whatever THEY are doing 
after it has passed.) 

FRED 
(Reading from a magazine) 

"^Hey. look at this. We made Collier's again. 
(ALL ad-lib "Huh?") 

_ (Reads from magazine) 
"In Hoover they trusted, and now they are busted," by 

Westbrook Pegler. "Thousands of once-affluent Americans 
are today living in makeshift towns called Hoovervilles." 

^^(APPLE SELLER enters with apple box) 
How did it go today, Al? 

APPLESELLER 
Seven million people in this town and ya can't even sell 
one lousy apple. 

FRED 
"^"And in New York City alone, there are more than a 
dozen Hovervilles. Riverside Drive, Central Park." Hey, 
here we ares "59th Street Bridge". 

ALL 
Hurray. 
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MOVEMENT AND BUSINESS 

Cli Forming one straight 
line, AS and Pe run DL, 
So and Ar run OLC, F 
and Ja run DRC, and E 
and Ma run DR 

TECHNICAL CUES 



MOVEMENT AND BUSINESS 

C2: Facing partner in 
tango position boys 
facing SR, all stomp 
DS 8 steps 

C3t All stomp US 8 steps 
keeping faces and 
arms to audience 

TECHNICAL CUES 



MOVEMENT AND BUSINESS 

C4t Partners turn toward 
SR with girls' backs 
toward audience; 
Stomp R 4X 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

Clt All turn toward SL 
and stomp 4X 

C2i All turn toward SR 
and stomp 4X 

C3i Repeat CI 

TECHNICAL CUES 



MOVEMENT AND BUSINESS 

C4i Boys X DS in a line 
facing 1/4 L; shake 
R hand 6X 

C5i Girls run to R of 
partners and put hands 
on boys' R shoulder; R 
toe on floor 

C&i Girls lift R toe up-
down-up-down 

C7: F X DS 

C8: All X DS in line with 
F; AS pass newspaper 
down the line to F 

TECHNICAL CUES 



255 

7K 

^ 
a 

'1 ' (Afui) 

< C9. C3 
Hevvf.t ifiul 

^ I l l 7 7 Jil 

j ^q^JN=^ t= := : f—I—^ 
p / - rtej v>Ho K-meui I ^vtp iftu'-

m m i^ g^§^ 
fitJ>v,' 

m 
^.ti i^tt-i y 

''r=^i^ff=^ 
i£i=3^^ilE^I: 

-r 7 J r 
•flMf 

jy.^usMius .C5 
^y^J3E&3=S 

•^ V¥.i)-(v MMii,iL,)fiiUt -ftcp'-lcc, 

" ^ l U I • * r-

_'.T_ Mo.-. Ji.-

iHfiLl 

_ ^ ^ p ^ ^ ^ ^ j _ - - j 3 3 r . 3 i ^ - ^ - ^ ^ = f z 

m 
t m^ncu^^^,.^ ^ ^ ^ ^ ^ //t • A>vV4A^v 

Ci!" 
- ^ 

^=?TT 
a^a^ 
"^-°-z-

^̂ 1=-̂ "̂ ^ 

S^^E 
Axtai p - i i i 

' l ^ ' ^ ' f E 

= i F = ; F - ^ ^ 

EJMf̂ ^ETjEiE 

•f)»«/ 
4t»9 



MOVEMENT AND BUSINESS 

Cli On "more" F throws 
newspaper US 

C2: Girls X directly in 
front of partner; boy 
takes girls R hand in 
his and puts his L 
hand on her L hip 

TECHNICAL CUES 



MOVEMENT AND BUSINESS 

C3t Facing SR, girls do 
step—ball-change with 
the L foot,' then the R; 
boys walk 4X R 

C4i Girls touch L foot F, 
then B; step RL turning 
to face SL; boys stand 
still for this part 

C5i Repeat C3, reversing 
feet to move to the L 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

C6i Repeat C4, reversing 
feet 

C7i Repeat C3 

C8: Repeat C4 

C9i Repeat C5 

ClOt Repeat C6 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

Cls Girls run around US 
of partner to boy's 
R; boys kneel on L 
knee; girls sit on 
boys R knee 

C2: Boy holds girl's R 
hand in his and spins 
girl away as she 
stands; both lean 
away from each other 
while holding inside 
hands 

C3i All move into one line 

C4i All open coat and 
"flash" the audience 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

Cli All close coat 

C2: All return to original 
formation 

C3i All tango "stomp" 
DS 8X 

C4i Partners turn back-to-
back and tango "stomp" 
US ex 

C5: Repeat C3 

C6i Repeat C4 

TECHNICAL CUES 



MOVEMENT AND BUSINESS TECHNICAL CUES 

B7: Boy turn partner'! 
back to audience; 
All stomp R 4X 
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MOVEMENT AND BUSINESS TECHNICAL CUES 

Cli Boy turn girl to face 
SL; "stomp" L 4X 

C2t Boy turn girl to face 
SR; "stomp" R 4X 

C3i Repeat CI 



MOVEMENT AND BUSINESS 

C4i Partners break and all 
form one line with 
girl on partner's R; 
All put thumbs in 
armpits and "flap" 
like a bird while walk
ing DS on the balls of 
the feet moving knees 
in and out 12X 

C5: On "pot" all jump and 
form a pot shape with 
arms and legs 

TECHNICAL CUES 



MOVEMENT AND BUSINESS 

C6i All hop US on L leg, 
lifting R leg up and 
down 3X 

C7: Boys step directly 
behind partner taking 
her R hand in his, 
both facing audience; 
girls do step—ball-
change with L foot, 
then R; boys walk 4X 
to SR 

TECHNICAL CUES 



MOVEMENT AND BUSINESS 

C8: Girls touch F and B 
with L foot; step RL 
turning to face SL; 
Boys stand still for 
this 

C9i Repeat C7 reversing 
feet to move SL 

ClOi Repeat C8 reversing 
feet 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS TECHNICAL CUES 

Cli AS and E lift partner 
up to R shoulder sit; 
other 2 couples watch 

C2i On "down", AS and E 
lower partner to floor 

C3J Boys move directly be
hind partner and take 
her R hand in his, 
both facing audience; 
girls do step—ball-
change with the L foot, 
then the R moving SR; 
boys walk 4X 

C4t Girls touch L foot F 
and B, then step RL 
turning to face SL; 
boys stand still 

C5i Repeat C3 reversing 
, f«gt to move L 
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MOVEMENT AND BUSINESS 

C6i Repeat C4 reversing 
feet 

C7i All X DS forming one 
line 

CBi On "stuff" all bend 
R arm up and make 
fist while slapping 
L hand on R upper arm 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

Clt Girls form one line 
DS and boys form one 
line US of girs 

C2: Girls hold hands and 
do pas de bas 8X al
ternating R and L; 
boys lean L and R 8X 
shooting arm up and 
flicking fingers open 

C3; Girls break hand and 
do arabesque saute R 
and L 4X; boys con
tinue from C2 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS TECHNICAL CUES 

Clt All walk B and shimmie 
BX forming one line 

C2x All do step kick-cross 
8X R and L 

C3i On final note, all 
put thumb on nose and 
spit toward audience 
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MOVEMENT AND BUSINESS 

C4i F and AS X to R of 
fire, all women X to 
sit on pylon, and Ar 
and E X to L of fire 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS TECHNICAL CUES 

Bit A and S enter and X 
to group 

B2i So stand and move to 
kettle 

B3i A X to So 
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Unit Fourteen 

^^(ANNIE and SANDY enter 
as the song breaks up) 

ANNIE 
Excuse me, folks, but did anybody here leave a red-headed 
kid at an orphanage eleven years ago? 

(ALL say no's or uh uh's.) 

SOPHIE 
^^Madames et Messieurs, dinner is served. 

The soup is on. 

Hey, kid, you hungry? 

Nah. 

No? Okay. 

PEGGY 

MARY 

ANNIE 

MARY 

ANNIE 
(After a pause) 

. . . but my dog is. 

SOPHIE 
Come on, kid, and bring your dog, too. 

PEGGY 
I'll get her a cup. 

FRED 
Here use mine. 

ANNIE 
Gee, thanks, lady. 

SOPHIE 
Call me Sophie. 

ANNIE 
I'm Annie. And this is Sandy. 

SOPHIE 
Pleased to meetcha. Eat.your fill, honey. 



MOVEMENT AND BUSINESS 

Bit Hoovervilleites stand, 
get soup, and move to 
placesi Pe and AS to 
US table, F to chair L 
of house. Ma and Ar to 
steps below house, E, 
So, and Ja sit on 
pylon by fire 

B2t A X to Ja 

B3i A X to F 

TECHNICAL CUES 
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ANNIE 
Thanks. 

(ANNIE tries a taste of stew) 
Ughhh!! ! ! 

SOPHIE 
Hits the spot, don't it?^* 

EDDIE 
Hey kid, what're ya doing out alone this time of night? 

ANNIE 
I'm looking for my Mom and Dad. They're lost. 

EDDIE 
Lost? And how long have you been looking for them? 

ANNIE 
Eleven years. 

EDDIE 
Now, that's lost. 

SOPHIE 
Don't worry, kid. You'll find them. 

ANNIE 
You bet I'll find them. 

EDDIE 
Hey, there's something I haven't heard since 1928. 

SOPHIE 
What? 

EDDIE 
Optimism. 

JANE 
Whatta we got to be optimistic about? Look at us. Life's 
a nightmare. 

ANNIE 
Well, you gotta have a dream. 

FRED 
Traffic rattlin' overhead all night. 

ANNIE 
^To wake you up from your nightmare. 



MOVEMENT AND 

Bli 

B2i 

B3t 
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BUSINESS 

Pe 

enter 
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PEGGY 
Empty pockets. 

ANNIE 
"^At least you got pockets. 

JANE 
Freezing fingers. 

ANNIE 
^^Lucky you got them empty pockets. 

SOPHIE 
Newspapers for blankets? 

ANNIE 
(After a pause) 

You can read in bed. 

Unit Fifteen 

^3(COPS enter) 
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MOVEMENT AND BUSINESS TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

Bit A X D 

B2t PW X to pylon and 
kick; E, So, and 
Ja stand 

B3i 2P X to table and 
knock over 

B4i Ma and Ar run off 
DS of house, AS and 
Ja run off L, F run 
off US of house 

B5t So throws soup on PW; 
A laughs and jumps up 
and down 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS TECHNICAL CUES 

B6i 2P runs DS to help 

B7i A kicks 2P and runs off 
L; 2P follows A off 

B8i W grabs E 

B9i Pe X to W 

BlOi 2P re-enter and X to 
PW 

L17t Blackout 
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PEGGY 
Evening. 

OFFICER WARD 
All right. Move along, all you bums outta here! 

ANNIE 
^^They're not bums! 

WARD 
"-^We're tearing down this junk pile, now. 

SECOND POLICEMAN 
^^All of youse, outta here.^^ 

D C 

"'^(General commotion and confusion 
as POLICE begin hauling people 
away and breaking up the pi ace.^^ 

^'Miscellaneous ad-libs)^^ 

ANNIE 
Come on Sandy. Run. 

^^(ANNIE escapes with SANDY, 
pursued by the COP SHE kicked) 

EDDIE 
(Who has been grabbed by another COP) 

Leave me alone. I live here. 

^'(The COP throws EDDIE down, 
PEGGY screams and runs to help 
HIM. SECOND COP re-enters) 

SECOND COP 
Hey Lieutenant, the kid got away. 

(Music segues into "Hard-Knock" vamp)^^^ 
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MOVEMENT AND BUSINESS 

Bit H and Orphans enter 

B2: H X to K 

TECHNICAL CUES 

L18t Area lights 
up 



MOVEMENT AND BUSINESS 

B3i Orphans X through door 

B4: H X to desk and sit; 
T re-enter and X to H 

TECHNICAL CUES 

L. _ ^ 
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Unit Sixteen 

^^^Scene 4 

^^(MISS HANNIGAN enters blowing her 
whistle and leading the ORPHANS 
in a line. SHE shoos them in the 
front door of the Orphanage ahead 
of her. The ORPHANS group around 
KATE, who has something that we 
can't see. 
The following afternoon. 
MUSIC vamps under the following) 

MISS HANNIGAN 
All right, c'mon, get in here. That's all the fresh air 
you get for the month. 

(MISS HANNIGAN notices the ORPHANS 
grouped around KATE; the ORPHANS 
ad-lib things like "Wow," "Gee," 
and "Where'd you find it?") 

'^^Whatta you got there? 

ORPHANS 
Nothing, Miss Hannigan. 

MISS HANNIGAN 
What have you got there? 

(KATE holds up a dead mouse 
directly in front of MISS 
HANNIGAN'S face) 

KATE 
A dead mouse. 

(MISS HANNIGAN gives a startled 
scream) 

MISS HANNIGAN 
(To KATE) 

Get outta my sight! 
^^(KATE runs to the rest of the ORPHANS) 

All of ya! 

^^(TESSIE re-enters) 

TESSIE 
Miss Hannigan, you know your shiny satin souvenir pillow 
from Coney Island? 



MOVEMENT AND BUSINESS TECHNICAL CUES 

Bit T run off R L19i Spot on H; 
Area lighti 
to 5 
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MISS HANNIGAN 
Yeah. 

TESSIE 
Molly just threw up on it. 

^^(MIBS HANNIGAN threatens TESSIE. 
TESSIE runs off. MISS HANNIGAN 
sits in the office chair then 
gets up. SHE holds a broken 
doll on which SHE has just sat)^^'' 

Unit Seventeen 



MOVEMENT AND BUSINESS TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

Clt H stand and lean on R 
side of desk 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

Clt H Hold ear 

C2: H Pick up bottle 

C3i H X C 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

Cli H X to desk; sweep R 
arm from chest off to 
side 

C2i H place bottle on 
desk 

C3i H X C 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS TECHNICAL CUES 



306 

fid 
0 

- f -

• l i fe 4% .iui i^ 

^^^-^m^^-j—F^^^^ ^ T S ' " * — ^ 1 * ^ 

1̂  '' ^t^f •̂  f ::;Zr= 

% ^ ^ ^ ^ ^ 
i2. to#=r ^^^"TT rT^f-T >r 

-ifiL 

jg ((lyt <.) -̂ MM^̂ '̂W 

g ^=?^ 
^ ^ 

^ ^ ^ ^ ^ ^ i i ^ i i i 

f '^f '̂  

^ j r tac* P • i> 



(3) 0 

u 
B^ji: 

jEEra-^§^n==rc: 
D 

MOVEMENT AND BUSINESS 

Cli H X to door and open 

C2i H X back to C 

TECHNICAL CUES 
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•^MPEPPER and DUFFY have been playing 
cards and a fight erupts. We hear 
PEPPER saying "You cheated." DUFFY 
answers "I did not." and PEPPER 
responds with "You did to" over and 
over. The other ORPHANS begin to 
shout with them. MISS HANNIGAN 
crosses the hall, opens the door 
and blows the whistle) 

MISS HANNIGAN 
Shut up!^2 



MOVEMENT AND BUSINESS 

Cli H Pull dress up above 
knees on "bloomer" 

C2s H dig R toe into floor 

TECHNICAL CUES 
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Clt H X to radio 
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Bit PW and A enter 
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(MISS HANNIGAN turns on the radio. 
From it we hear the theme of "Ma 
Perkins," then an ANNOUNCER) 

ANNOUNCER 
"And now CBS Radio brings you Ma Perkins. Ma's daughter. 
Fay, is going to marry Carl Michaels. On Friday, Carl 
went back to Chicago." 

MISS HANNIGAN 
Oh Carl, don't go back to Chicago. 

ANNOUNCER 
(Continues under until radio 
is switched off.) 

"But no sooner had Carl left town, than Dr. Andrew . . . 

(During "Ma Perkins," OFFICER WARD 
enters from the street dragging 
ANNIE by the collar. He knocks) 

Yeah. Come in.^^ 

MISS HANNIGAN 
(In response to the knock) 

(As WARD enters MISS HANNIGAN's 
office, ANNIE crosses to greet 
the ORPHANS) 

OFFICER WARD 
Good afternoon. Miss Hannigan is it? 

MISS HANNIGAN 
Yeah. 

(SHE switches off the radio.) 

OFFICER WARD 
I'm Lt. Ward of the 17th Precinct. We found your runaway. 

(Calling ANNIE) 
You! 

MISS HANNIGAN 
Oh, thank you. Officer. 

OFFICER WARD 
She was in one of them Hoovervilles over to the river. 
With a bunch of bums. 

ANNIE 
They weren't bums. 



MOVEMENT AND BUSINESS 

Bit PW exit 

B2: H X to A 

B3: H shakes A 

B4: H throws A to floor 

TECHNICAL CUES 



318 

OFFICER WARD 
Had a mangy mutt with her, but he got away. 

MISS HANNIGAN 
Oh, poor punkin, out in the freezin' cold with just that 
thin sweater. I hope you didn't catch influenza. Thanks 
so much again, Officer. 

OFFICER WARD 
All in the line of duty. 

(To ANNIE) 
And you. Don't let me ever hear that you run away again. 
From this nice lady. 

(To MISS HANNIGAN with a little salute) 
Good afternoon. 

MISS HANNIGAN 
Good afternoon. Officer. 

^^(MISS HANNIGAN sees WARD 
out, then re-enters) 

Unit Nineteen 

°^Now, I'm gonna have your head and the next time you 
walk out that door it'll be 1953. Well, are you glad to 
be back? Huh? 

ANNIE 
Yes, Miss Hannigan. 

MISS HANNIGAN 
Liar! What's the one thing I always taught you: Never 
tell a lie. Well, what's the one thing I always taught 
you? 

ANNIE 
Never tell a lie. Miss Hannigan. 

MISS HANNIGAN 
'̂̂ For what you done I could get fired. Have the Board 
of Orphans stickin' their nose in here. Well, you'll pay 
for it. I promise. 

^^(MISS HANNIGAN is shaking ANNIE. 
There is a knock at the door. MISS 
HANNIGAN throws ANNIE to the floor. 
GRACE FARRELL enters, carrying an 
attache case) 

Unit Twenty 



® 
« ^ ~ ^ « ^ 

— - ^ 

MOVEMENT AND BUSINESS 

Bit G enters and H X L 

B2i G cross to desk and 
set papers down on 
it 

B3: H X to desk 
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GRACE 
^^Good afternoon. Miss Hannigan? 

MISS HANNIGAN 
Yes? 

GRACE 
^-^Oh, good. I'm Grace Farrell and the New York City 
Board of Orphans suggested that . . . 

MISS HANNIGAN 
^^Wait. Hold it. I can explain everything. It wasn't 
my fault. It was Annie, you see, who got into Bundles' 
laundry bag and . . . 

GRACE 
Miss Hannigan, I . . . 

MISS HANNIGAN 
. . . and, sure, I know I should of called Mr. Donatelli 
instead of the cops, but I . . . 

GRACE 
Miss Hannigan, I'm sorry, but I haven't the slightest idea 
what you're talking about. 

MISS HANNIGAN 
Wait a minute, hold it, sister, I get it. 

(MISS HANNIGAN indicates the attache case.) 
If it's beauty products you're peddlin', I don't need any. 
Get out. 

GRACE 
Miss Hannigan, I am not "peddling" anything. I'm private 
secretary to Oliver Warbucks. 

MISS HANNIGAN 
Oliver Warbucks? The Oliver Warbucks? 

GRACE 
The Oliver Warbucks. 

MISS HANNIGAN 
Oh, my God. I read in Winchell's column that Oliver 
Warbucks has more do-re-mi than Tommy Manville. 

GRACE 
I wouldn't know, I don't read Mr. Winchell. Miss 
Hannigan, Mr. Warbucks has decided to invite an orphan to 
spend the Christmas holidays at his home. And I'm here to 
select one for him. 
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MOVEMENT AND BUSINESS 

Bit A waves to G 

B2: A X to B 
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MISS HANNIGAN 
You sure he wouldn't rather have a lady? I got two weeks 
comin'. What sort of orphan did you have in mind? 

GRACE 
Well, she should be friendly.^^ 

(ANNIE waves to GRACE) 
And intelligent. 

ANNIE 
Mississippi. Capital M-I-double S-I-double S-I-double-P-I 
Mississippi. 

And cheerful. 
GRACE 

(ANNIE laughs.) 

MISS HANNIGAN 
(MISS HANNIGAN kicks ANNIE to 
quiet her.) 

You shut up. How old? 

GRACE 
Oh, age doesn't really matter. Say, eight or nine. 

(ANNIE gestures upward to indicate 
that SHE wants GRACE to say a higher 
age. ) 

Ten. 

Eleven. 
(ANNIE gestures still higher.) 

(ANNIE gestures to GRACE to stop 
and then points to her own hair.) 

Yes, eleven would be perfect. And oh, I almost forgot, 
Mr. Warbucks prefers red-headed children. 

MISS HANNIGAN 
Eleven. A red-head. No, I'm afraid we don't have any 
orphans like that around here. 

GRACE 
What about this child right here? 

MISS HANNIGAN 
Annie? Oh, no, you wouldn't want her. She's . . . she's 
a drunk . . . and a liar! A drunk and a liar. 

GRACE 
Yes. I'm sure she's a drunk and a liar. Annie. Come 
here.^2 Annie, would you like to spend the next two 
weeks at Mr. Warbucks' house? 



MOVEMENT AND BUSINESS 

Bit H shove A back 

B2: G point to papers 

B3: H sit at desk and sign 
papers 

B4t G X to A 

B5i G X to desk, pick up 
papers, and usher A out 
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ANNIE 
I would love to. I would really love to. 

MISS HANNIGAN 
"^Hold it. Now you can have any orphan in the 
Orphanage, but not Annie. 

GRACE 
Why? 

MISS HANNIGAN 
I just told you, she . . . 

GRACE 
I assume. Miss Hannigan, that it has something to do with 
all that business about the laundry bag and the police. 
Perhaps I should call Mr. Donatelli at the Board of 
Orphans and . . . 

(MISS HANNIGAN laughs) 

GRACE 
(Holding out an offical-looking document) 

^^sign it. 

"^I'll sign it. I'm an easy gal to get along with. If 
MISS HANNIGAN 
1 easy gal to t 

it's Annie you want, it's Annie you get. 

GRACE 
It's Annie I want. 

ANNIE 
Oh, boy! 

GRACE 
®^So, if you'll get her coat, I'll take her along right 
now. 

MISS HANNIGAN 
Coat? She don't have no coat. 

GRACE 
All right. Then we'll buy her one. 

ANNIE 
Oh, boy! 

GRACE 
^^We'll go to Best's and get you a warm winter coat. 
Come along dear. Mr. Warbucks' limousine is waiting 
outside. 



MOVEMENT AND BUSINESS 

Bit Orphans peek through 
door, then run to A 

B2i G and A exit L 

TECHNICAL CUES 

L21: Spot on H; 
Area lights 
off 
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B3i Orphans run back 
through door 
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ANNIE 
Oh boy, I can hardly believe it. 

MISS HANNIGAN 
She can hardly believe it? 

GRACE 
"^Good afternoon. Miss Hannigan. And season's 
greetings. 

ANNIE 
Hey kids, I'm getting out for Christmas. I'll write to 
ya.^2 

MISS HANNIGAN 
'̂̂ Get away! Get away! '-'̂^ 
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Bit H X DC 
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MOVEMENT AND BUSINESS 

Bli Ser fix cloth on 
painting, Dr instruct 
C and A to dust 
statues 

B2: MG enter and X to Dr 

B3t A and G enter UR 

B4i C X L, A X R 

B5: A X UC 

B6i A X back and forth 
US 

TECHNICAL CUES 

L23: Area lights 
up 



340 

Unit Twenty-One 

'-^^SCENE 5 

^^(The WARBUCKS mansion. 
A couple of hours later. 

^^The SERVANTS of the house are 
bustling about at work. DRAKE 
the English butler is supervising 
the work of CECILLE and ANNETTE, 
a pair of French maids; MRS. 
Greer, the housekeeper; MRS. 
PUGH, the cook, standing with 
pad and pen writing out a menu. 

^^GRACE FARRELL and ANNIE enter. 
ANNIE is wearing a new fur— 
collared coat) 

B4 
DRAKE 

Ah, good afternoon. Miss Farrell 

GRACE 
Good afternoon Drake, everyone. 

SERVANTS 
Miss. 

GRACE 
Has Mr. Warbucks arrived yet? 

DRAKE 
No, Miss. But I called Teeterboro. His plane from 
Chicago landed at three thirty. So, we're expecting him 
any minute. 

ANNIE 
^^Do you really live here or is this a train station? 

GRACE 
We really live here.^^ Has the carpet been put down in 
the dining room, Mrs. Greer? 

MRS. GREER 
Yes, Miss. 

GRACE 
Oh, and, has the Steinway been tuned? 

MRS. GREER 
Yes, Miss. 



MOVEMENT AND BUSINESS 

Bit A X D to Gj Everyone 
move toward C; Dr X R 

B2i Dr X to A 

B3i A give coat to Dr 

TECHNICAL CUES 
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DRAKE 
Everything is in order. Miss. Mrs. Pugh has prepared his 
favorite dinner. 

GRACE 
Fine. 

MRS. PUGH 
It will be good to see Mr. Warbucks again. 

GRACE 
Yes, six weeks is a long time. 

MRS. PUGH 
Yes, Miss. 

GRACE 
Now, would you all come here for a moment, please?^^ 

DRAKE 
Quickly everyone. Everyone, quickly. 

GRACE 
Everyone, this is Annie. She'll be with us for the next 
two weeks. For Christmas. 

SERVANTS 
Miss. 

GRACE 
Annie, this is everyone: 

ANNIE 
Hi, everyone. 

DRAKE 
"•'May I take your coat. Miss? 

ANNIE 
Will I get it back? 

GRACE 
Of course, dear. 

ANNIE 
Gee, I really love my new coat. Miss Farrell. 

GRACE 
I'm glad, dear. Now, Annie, what do you want to do first? 
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ANNIE 
The floors. I'll scrub them, then I'll get to the 
windows. 

GRACE 
Annie, you won't have to do any cleaning while you're 
here. 

ANNIE 
I won't? 

GRACE 
No, of course not. You're our guest. And, for the next 
two weeks, you're going to have a swell time. Now . . . 
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MOVEMENT AND BUSINESS TECHNICAL CUES 

First Verse 

CI: G gesture toward C 

C2t C X to A and back to 
place 

C3: G gesture toward MG 

C4i MG X to A and back to 
place 

C5: G gesture toward An 

C6i An X toward A and back 
to place 



MOVEMENT AND BUSINESS 

Second Verse 

C7; All gesture off L 

C8t A X L and peer. 
squatting 

C9t All gesture US with R 
arm 

ClOt A run UC onto platform 
and look US 

CIIt Dr exit SR 
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MOVEMENT AND BUSINESS 

Clt A X DC 

C2t G X to A 

C3t Dr re-enter and X to 
A, giving her a tray 

C4t MP X DS to A, take 
tray, and exit L 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

Cli Servants X DS forming 
semi—circle around A 
with 8 steps ending on 
"toys" 

C2: Servants and G hold up 
R index finger 

C3: Servants and G lean R 
with hands on heart 
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Cli A X L 
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MOVEMENT AND BUSINESS 

Clt A X R 

C2t Dr X to A and pinch, 
X back to place 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

C3i All Servants and G X 
toward opposite sides 
criss-crossing lines 
with 8 steps, SR group 
crossing DS of SL 
opposite; end on 
"girl" 
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MOVEMENT AND BUSINESS 

Clt Servants and G criss
cross lines back with 
8 steps ending on 
"-teer" 
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MOVEMENT AND BUSINESS 

C2t Servants and G X DS; 
A X to DC 

TECHNICAL CUES 



359 

; ' i 
.-ll' . . . UiK* /V >^tf ..^^ 

m •^=i=i=f—K—^ 
(•^•i '->» 

E 1 ^ 
&IU.. '^^^"'•'1 SlAofj l/C/U^I/A/' I'^ft -

m i ^ 
-%-' r.^--^-^^^^^^frnz^t^j^^-f-r -f ' i r - ^ 

5 ^ ^ ^ ^ i t ^ 

/ji 

^a^m 

V̂ '-̂  f ^f ' ^-^ i^ 

^ ^ ^ ^ ^ 

^ 3 ^ ? = ^ 

^ 3 ^ 

J ^ i ^ ^ ^ E ^ 
¥=F=F=f 

wt %«./<v ^^•^'-'9r*'!> soun i^'iv< 'i fv^ ei/^"^fAi'^ 

-ir^ 
JH.-

[i 
Utb... 

AnH\l\ t ' lAuc^ 5>V—^ 5 ^ - .«', 
p 

fe S g = - T ^ 

- ^ - - J - — ^ - ^ ^-i—-r-r 
.Tlir P . I? t 



^ 

P Q (SEE) 

MOVEMENT AND BUSINESS 

Clt Servants and G go down 
on inside knee with 8 
counts 

C2t Servants and 0 lift 
outside arm on "wel
come" 
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MOVEMENT AND BUSINESS 

Bit W enter UC with Ch 

B2t All move US except A 
who turns US 

B3t W gives coat to Dr 
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B4i W X DS and looks 
around on walls, G 
follows 

B5: Ser X to easel and 
remove cloth 

B6t W X to easel; Ch exit 
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MOVEMENT AND BUSINESS 

B7t G X to W 

B8i MG X to Ser to discuss 
painting; C and An X 
to Dr 
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Unit Twenty-Two 

^^ WARBUCKS 
^^Been away six weeks, where the hell is everybody? 

(OLIVER WARBUCKS, trailed by a 
uniformed CHAUFFEUR, comes bustling 
in. WARBUCKS is carrying a bulging 
briefcase and the CHAUFFEUR is 
carrying two suitcases. WARBUCKS 

^^takes off his overcoat and hands it 
to DRAKE) 

Hello! 

SERVANTS 
Sir. 

GRACE 
Welcome home Mr. Warbucks. 

DRAKE 
Welcome home Mr. Warbucks 

WARBUCKS 
It's good to be home. 

DRAKE 
How was your flight from Chicago? 

WARBUCKS 
Not bad. . . . ^^took eleven hours. And we only had to 
land four times. Now, first things first. Has the 
painting arrived from Paris? 

GRACE 
Yes sir. They're just about to hang it now, sir. 

(The SERVANTS take off the velvet 
cloth, revealing to all that the 
painting is the Mona Lisa. WARBUCKS 
appraises it) 

WARBUCKS 
*̂̂ Ah, yes. Hmm. No, I don't think so. 

(The SERVANTS recover the painting) 
^^Grace? 

^^Yes sir? 

GRACE 
(Eagerly) 
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WARBUCKS 
Messages. 

GRACE 
Yes, sir. 

(Consulting a notepad) 
President Roosevelt. He wants you to call him at the 
White House. 

WARBUCKS 
I'll get back to him tomorrow. Anyone else? 

GRACE 
John D. Rockefeller, Mahatma Gandhi and Harpo Marx. 

WARBUCKS 
Nothing urgent. What did Harpo want? 

GRACE 
He didn't say. 

WARBUCKS 
^^(As the two SERVANTS, led by MRS. 

GREER, come by carrying the covered 
Mona Lisa; HE stops THEM) 

Wait a minute. 
^2(THEY flip back the velvet cover 

from the painting and WARBUCKS 
looks it over again) 

-̂̂ Hmm. Maybe I could learn to live with this thing. 
Hang it in the hall. 

MRS. GREER 
Yes, sir. 

^^(The SERVANTS and MRS. GREER exit 
with the painting) 

WARBUCKS 
"^^Drake, I'll want my smoking jacket and brown velvet 
pants. 

GRACE 
(Trying to introduce ANNIE to 
WARBUCKS) 

^^Mr. Warbucks, I'd like you to meet . . . 

WARBUCKS 
^^Oh, and Mrs. Pugh. 

MRS. PUGH 
Yes, sir? 
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WARBUCKS 
I won't be having dinner tonight. I've got hours of 
paperwork to get through. 

MRS. PUGH 
Yes, sir. 

WARBUCKS 
And, Grace, I'll need you for dictation. 

GRACE 
Yes, sir. 

WARBUCKS 
All right, good to see you all again. 

SERVANTS 
Sir. 

WARBUCKS 
Drake, dismiss the staff. 

DRAKE 
Yes, sir. 

Unit Twenty-Three 

WARBUCKS 
^^(The SERVANTS, not including GRACE, exit; 

WARBUCKS turns to speak to GRACE and for 
the first time notices ANNIE) 

^^Grace, if you'll get your notebook and . . . Who is 
that? 

GRACE 
This is Annie, Mr. Warbucks. The orphan who will be with 
us for the Christmas holidays. 

WARBUCKS 
The orphan? But that's not a boy. Orphans are boys. 

GRACE 
I'm sorry, sir, you just said "orphan". So, I chose a 
girl. 

WARBUCKS 
Oh. Well, I suppose she'll have to do. 

(Frowningly approaching ANNIE, 
assessing her) 

^'^Annie, huh? Annie what? 
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ANNIE 
(Frightened, confused) 

Sir? 

WARBUCKS 
What's your last name, child? 

ANNIE 
(Nervously) 

Oh, I'm just Annie, sir. Mr. Warbucks. I haven't got any 
last name. That I know of. 

WARBUCKS 
So, you're just Annie, huh? 

ANNIE 
Just Annie. I'm sorry that I'm not a boy. 

WARBUCKS 
I don't suppose you'd like to meet Lou Gehrig? 

ANNIE 
(Eagerly, trying to please) 

Oh, boy. Sure. 
(Unable to pretend that SHE knows 
who Gehrig is) 

Who's Lou Gehrig? 

WARBUCKS 
(Obviously not meaning it) 

I couldn't be happier that you'll be spending Christmas 
with us. ^^ Grace, we'll start with the figures on the 
iron-ore shipments from . . . Toledo to . . . 

(Made uncomfortable by the 
presence of ANNIE; 
aside to GRACE) 

What are we supposed to do with this child? 

GRACE 
(Aside to WARBUCKS) 

It is her first night here, sir. 

WARBUCKS 
(Aside to GRACE) 

It is? Oh. Hmm. 
(To ANNIE) 

Well, Annie, your first night here, I guess we ought to do 
something special for you. 

(Ponders) 
Why don't you sit down. 

(Has an idea) 
Would you like to go to a movie? 
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ANNIE 
(Checking GRACE to see if this 
would be all right; GRACE nods 
"yes") 

Gosh, sure, Mr. Warbucks, I'd love to. I mean, I heard a 
lot about them, but I've never been to one. 

WARBUCKS 
Never? 

ANNIE 
No, sir. 

WARBUCKS 
Well, then we've got to do something about that right 
away. And nothing but the best for you, Annie. You'll go 
to the Roxy. Then an ice-cream soda at Rumplemeyer's 
and a hansom cab ride around Central Park. 

ANNIE 
Golly. 

WARBUCKS 
Grace, forget about the dictation for tonight. We'll do 
it first thing in the morning. Instead, you take Annie to 
the movies. 

GRACE 
Yes, sir. 

ANNIE 
(Obviously disappointed about something) 

Aw, gee. 

WARBUCKS 
Something the matter, Annie? 

ANNIE 
Nothing, sir. It's just . . . aw, gee. 

WARBUCKS 
No, what is it, child? You don't want to go to the Roxy? 

ANNIE 
No, I want to. It's just that, well . . . I thought you 
were going to take me. 

WARBUCKS 
Me? Oh, no, I'm afraid that I'll be far too busy tonight 
to . . . 
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ANNIE 

WARBUCKS 
You, see, Annie, I've just been away for six weeks. 
Making an inspection tour of my factories. Or what's left 
of my factories with this damned Depression. And when a 
man is running a multi-billion-dollar corporation that has 

ANNIE 
Oh, sure. I know. 

^^(Phone rings and GRACE answers it)^^ 
That's okay, Mr. Warbucks. 

GRACE 
(To WARBUCKS, holding out the phone) 

^'^Excuse me, sir. Bernard Baruch calling. 

WARBUCKS 
Good. 

^^(WARBUCKS crosses and talks into 
the phone while ANNIE wanders around 
glancing over her shoulder at HIM from 

^^time to time, imploringly, with 
cocker-spaniel-like eyes, giving 
him the look that every father who 
has ever had a daughter who wanted 
something from him, knows all too well) 

Hello, Barney. Yes, I got in an hour ago. No, Detroit and 
Chicago. Barney, I didn't like what I saw out there. 
Factories shut down. H^ factories shut down . . . You're 
darned tootin', when I'm not making money nobody is. And 
dammit, Barney, your pal Roosevelt has got to do something 
drastic. He's got to come up with a new approach, a new 
plan, a new . . . something . . . Yes, I know he's a 
Democrat but he's a human being, too. . . . Yes, I'll talk 
to you about it. Come over here tonight . . . Good, 
we'll be able to . . . I can show you the . . . Barney, 
make it tomorrow. Tonight . . . tonight I've got a date 
to go to the movies. With a ten-year—old girl. 

ANNIE 
(Smiling triumphantly, she's won) 

"Eleven. 

WARBUCKS 
I was mistaken, she's eleven. Bye, Barney. 

(Hangs up phone) 
Drake? 
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^Wes, sir? 

Coats. 

^^Yes, sir. 

DRAKE 
(From offstage) 

WARBUCKS 

DRAKE 
(From offstage) 

WARBUCKS 
^^Brace, you'll come, too, of course. 

(BRACE nods "yes: as DRAKE enters with three coats) 

DRAKE 
Will you be wanting the Bentley, sir, or the Dussenberg? 

WARBUCKS 
The Dussenberg. No, wait. This child's been cooped up in 
an Orphanage. We'll walk. 

BRACE 
Walk to the Roxy? 

WARBUCKS 
Sure. Why not? It's only 45 blocks. 

BRACE 
Yes, sir. 

Unit Twenty-Four 

^24(^5 DRAKE helps WARBUCKS into his 
coat, the set begins to change to 
become upper Fifth Avenue and 

^^WARBUCKS strolls downstage while 
BRACE and ANNIE get into their 
coats behind them) 

WARBUCKS 
Ah, smell that. Marvelous. Fifth Avenue bus fumes. 
There's no air like the air of New York. And you don't 
realize how much you miss it—the whole damn city—until 
you've been away from it for a while. Like the man says, 
"After New York, every place else is Bridgeport." 

(As WARBUCKS sings "NYC," scene 
changes to the streets of New York)*--̂  
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Unit Twenty-Five 

C3 L29 SCENE 7 

(MISS HANNIGAN's office in the 
orphanage, as in 1-4. MISS HANNIGAN, 
seated by her desk, notices the time 
and turns on the cathedral-style, 
table-model Philco radio.) 

ANNOUNCER'S VOICE 
Once again we bring you the romance of Helen Trent. Who 
sets out to prove for herself what so many women long to 
prove. That because a woman is thirty-five or more, 
romance in life need not be over. That romance can live at 
thirty-five, and after. 

MISS HANNIGAN 
Oh, merciful God, I hope so. 

Unit Twenty-Six 

^^(GRACE FARRELL enters) 

GRACE 
Good afternoon. Miss Hannigan. 

MISS HANNIGAN 
(Switching off the radio) 

Oh, yeah, Farrell. You're early. Only one week. Whatsa 
matter, Warbucks fed up with Annie already? 

GRACE 
Oh, no, on the contrary, MTJ. Warbucks is delighted with 
Annie. And Annie is having the time of her life. 

MISS HANNIGAN 
How nice. 

GRACE 
Yes, she and Mr. Warbucks are practically inseparable. 
They go everywhere together. To the Roxy, to the Stock 
Exchange, and oh, guess where they had lunch yesterday? 

MISS HANNIGAN 
The Waldorf? 

GRACE 
The Automat. 
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MOVEMENT AND BUSINESS 

Bl; G exit as RH enters; 
RH and G bump into 
each other 

B2: RH X US of desk 

B3: Lil enter 

TECHNICAL CUES 

— 
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You got any more wonderful news? 

GRACE 
I told you about the coat, didn't I? 

MISS HANNIGAN 
Oh, you told me about the coat. 

GRACE 
Well then, good day. Miss Hannigan. 

MISS HANNIGAN 
Yah, good day. 

GRACE 
And Merry Christmas. 

MISS HANNIGAN 
Yah, Merry Christmas. 

^^(As GRACE exits SHE 
bumps into Rooster)"-^ 

Unit Twenty-Seven 

ROOSTER 
Oops, pardon me, blondie. 

(GRACE gives ROOSTER a disdainful 
look and exits; ROOSTER enters) 

Hi ya. Sis. Long time no see. 

MISS HANNIGAN 
Rooster? Oh God, it never rains but it pours. They 
finally let you outta Leavenworth? 

ROOSTER 
I got six months off for good behavior. 

MISS HANNIGAN 
I'll bet. What was it this time? 

ROOSTER 
Ahh, some old geezer from Yonkers said I swindled him 
outta eleven hundred bucks. 

MISS HANNIGAN 
Oh, yeah. Why'd he say that? 

LILY 
(Entering) 

^'^Because the Rooster swindled him outta eleven hundred 
bucks. 
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MOVEMENT AND BUSINESS 

Bl: RH X to directly US 
of H 

TECHNICAL CUES 
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ROOSTER 
Oh, Lil. Sis, I'd like you to meet a friend of mine from 

LILY 
Jersey City! 

ROOSTER 
Jersey City. Miss Lily St. Regis. 

LILY 
I'm named after the hotel. 

MISS HANNIGAN 
Which floor? 

01 ROOSTER 
Don't you just love Lily, Sis? 

MISS HANNIGAN 
Yeah, I'm nuts about her. Rooster, do me a favor. Get 
outta here and take the St. Regis with you. 

ROOSTER 
Aw, c'mon, Sis. 

MISS HANNIGAN 
Can it. Lookin' for another handout, huh? 

ROOSTER 
Nah, I got eighty bucks comin' in the mail. Thursday. 
So's all I need is ten to tide me over. 

MISS HANNIGAN 
Uh-uh. Not even a nickel for the subway, Rooster. 

ROOSTER 
A fiver, Aggie? 

MISS HANNIGAN 
Ha, I gotta laugh. Five bucks, oh God. You with all 
your big talk. Gonna be livin' in clover. 

ROOSTER 
This ain't exactly Buckingham Palace. 

MISS HANNIGAN 
Oh, yeah, I'm on the City. Steady salary, free food, free 
gas and electric. I'm doin' all right. 



MOVEMENT AND BUSINESS TECHNICAL CUES 

L30: Spot on RH; 
Area lights 
to 5 
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ROOSTER 
Sis, you're doin' like I'm doin'. 

LILY 
Lousy. 

ROOSTER 
Aw, Aggie, how'd the two Hannigan kids ever end up like 
this? On the skids. ^^^ 



MOVEMENT AND BUSINESS 

Clt RH X pS in line with 
desk 

C2: RH turn to H 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

CI: H stand and do stack
ing motion with R hand 

C2: RH pantomime throwing 
dice 

C3: RH and H turn back-to-
back 

C4: RH and H bend knees 
and straighten 

C5: RH and H lunge forward 
on inside knee with 
same arm on leg 

C6: RH and H X-touch 3X 
starting with the R 
leg; drop L heel 3X 

C7: RH and H repeat C6 to L 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

CI: H and RH do 4 ball-
heel drops starting 
with the R foot 

C2: H and RH move US with 
8 steps wringing 
hands 

C3: H and RH X-touch 3X 
starting with the R 
leg; drop L heel 3X 

C4: H and RH repeat C3 
starting with the L 
leg 

C5: H and RH repeat CI 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

Bl: Lil X to RH's R 

TECHNICAL CUES 
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ROOSTER 
iie I bur 

in? Looked like she had a couple of dollars. 
Bl 
°*Aggie, who was the blondie I bumped into when I come 

MISS HANNIGAN 
She works for Oliver Warbucks. 

LILY 
The Oliver Warbucks? The millionaire? 

MISS HANNIGAN 
No. The Billionaire, ya dumb . . . Hotel. She works for 
him up in his mansion on Fifth Avenue. 

ROOSTER 
Fifth Avenue? He don't live on Fifth Avenue. 

MISS HANNIGAN 
He don't? Where does he live? 
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MOVEMENT AND BUSINESS 

CI: H, RH, and Lil place 
arms across each 
other's shoulders; 
all do R heel drop 
4X, rock hips FBFB; 

C2: Repeat CI to L 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

CI: All do 8 cross-step-
kicks starting with 
the R leg 

C2: H do 8 fast cross-
ball-changes; Lil 
stand directly in 
front of RH; RH lean 
RLRL while Lil lean 
LRLR 

C3: RH take Lil's L hand 
and swing her out, 
in, dip back and 
swing out again 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

Bl: H X to RH; Lil hang on 
RH's R shoulder 

TECHNICAL CUES 
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ROOSTER 
^^Aggie, what'd that dame want? 

MISS HANNIGAN 
Brought me the wonderful news that Annie, one of the 
orphans from here, Annie, God I hate that kid, is 
gettin' adopted by Warbucks. Gonna have everything. That 
rotten kid is gonna have everything. 

LILY 
Crummy orphan livin' in the lap of luxury. It ain't fair. 

MISS HANNIGAN 
Nah, it ain't fair. 
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MOVEMENT AND BUSINESS TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

CI: RH X SL and back to 
group 

C2: All lean forward and 
laugh until RH gestures 
with palms down 

C3: All 3 link elbows and 
scoot back on "Yes!" 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

CI: All 3 cross R foot over 
L and make a circle 
back to the R with the 
toe on the floor ending 
with a heel drop and 
pushing the hips for— 
ward; Repeat this L 
and R, then bump hips 
RF, LB, and RF 

C2: Repeat CI beginning L 

C3: All step on R foot, lift 
L knee up twisting L hip 
toward audience, lower 
foot to floor in front; 
Repeat LRL 

C4: All walk B 8X rocking 
hip back toward working 
leg and wringing hands 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS TECHNICAL CUES 

CI: All face SL, take R 
knee up, down in back 
3X, R arm swing across 
and back 

C2: Drop R heel down in 
B 3X 

C3: Repeat CI beginning L 

C4: Repeat C2 with L heel 

C5: Turn US and walk 4 
steps 

C6: Turn DS and walk 4 
steps 

C7; Lean toward DR and 
twist R shoulder to 
audience 8X 

C8: Turn US and walk 2X 

C9: Turn DS and repeat C7 
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MOVEMENT AND BUSINESS 

CI: Step on R foot, kick L 
leg side; Repeat LRL 

C2: Walk back 12 counts 
wringing hands 

C3: Pose on final measure 
with RH on L knee, Lil 
sitting on RH's knee 
facing SR and leaning 
back with R leg up in 
the air; H lean on 
RH's L shoulder 

TECHNICAL CUES 

L31: Blackout 
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MOVEMENT AND BUSINESS 

Bl: W stand and X SL 

B2: W turn toward G 

B3: G stand and point to 
packages 

TECHNICAL CUES 

L32: Area lights 
up 



L32S,-;ENE 8 
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Unit Twenty-Eight 

(WARBUCKS' office in his mansion. 
Late morning of the following day. 
WARBUCKS is seated at his desk 
talking on the telephone) 

WARBUCKS 
(Into the phone) 

Yes ... yes ... yes ... Mister President, I'll grant you 
that Barney Baruch and I are not exactly standing on 
breadlines. Yes ... No, I am not asking for your help. 
I've never asked for any man's help and I never will 
... but ... but I'm telling you that you've got to do 
something and do it damn fast. All right, we'll talk 
about it on ... 

GRACE 
Friday. 

WARBUCKS 
Friday. Good. Listen, Mister President, why don't we 
bury the hatchet and you come here with Mrs. Roosevelt for 
supper Christmas Eve on your way to Hyde Park. Wonderful. 
Goodbye Mister President. 

(Hangs up phone)^^ 
If I thought he was going to say yes I never would have 
asked him. Grace, call Al Smith and find out what 
Democrats eat. 

GRACE 
Yes sir. 

WARBUCKS 
And make a note. Friday morning, eleven A.M., meeting at 
the White House with President Roosevelt. 

GRACE 
^^Yes, sir. 

WARBUCKS 
The package from Tiffany's? 

GRACE 
B3Yes^ sir. Arrived this morning. 

WARBUCKS 
Fine. I'm going to give this thing to her and then tell 
her that I want to adopt her. Where is Annie? 



MOVEMENT AND BUSINESS 

Bl: W turn away from G 

B2: G X SL 

B3: W turn toward G 

B4: G X USR 

B5: W X to desk and sit in 
chair 

B6: A enter, then G exit 

B7: A sit in chair SR 

TECHNICAL CUES 

1 

i 
1 
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GRACE 
She's upstairs in her room, sir. Writing another letter 
to her friends at the Orphanage. I'll have Drake call her. 

WARBUCKS 
Fine. Damn."^ 

32 GRACE 
You don't have to be nervous, sir. She's going to be 

the happiest little girl in the world. 

WARBUCKS 
~ • own Damn right she is.^-^ And I'm not nervous. Get her d 

here. 

GRACE 
Yes, sir. 

(GRACE crosses to the door, 
and calls offstage) 

^^Drake. Mr. Warbucks will see ANNIE now. 

DRAKE 
(Offstage) 

Miss Annie, Mr. Warbucks will see you now.^^ 

ANNIE 
(Offstage) 

Thank you, Mr. Drake.^^ 
(ANNIE enters; GRACE straightens 
ANNIE'S hair and exits right) 

Unit Twenty-Nint 
Hello."̂ "̂  

WARBUCKS 
(Confidently) 

Hello, Annie. How are you today? 

ANNIE 
Fine, thank you. How are you, sir? 

WARBUCKS 
Fine. Annie, the time has come for the two of us to have 
a very serious discussion. 

ANNIE 
You're sending me back to the Orphanage, right? 

WARBUCKS 
Of course not. Annie, can we have a man-to-man talk? 



MOVEMENT AND BUSINESS 

Bl: W stand and pound desk 

B2: W X SL and DS of desk; 
hand package to A 

TECHNICAL CUES 
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Sure. 
ANNIE 

WARBUCKS 
I was born into a very poor family in what they call 
Hell's Kitchen, right here in New York. Both of my 
parents died before I was ten. And I made a promise to 
myself—some day, one way or another, I was going to be 
rich. Very rich. 

That was a good idea. 
ANNIE 

WARBUCKS 
By the time I was twenty-three I'd made my first million. 
Then, in ten years, I turned that into a hundred million. 
And in those days that was a lot of money. Anyway, making 
money is all I've ever given a damn about. And I might as 
well tell you, Annie, I was ruthless to those I had to 
climb over to get to the top.. Because I've always 
believed one thing: You don't have to be nice to the 
people you meet on the way up if you're not coming back 
down again. But I've lately realized something. No 
matter how many Rembrandts or Dussenbergs you've got, if 
you have no one to share your life with, if you're alone, 
then you might as well be broke and back in Hell's 
Kitchen. Annie, do you understand what I'm trying to say? 

Sure. 

Good.^^ 

Kind of. 

Kind of? 

I guess not. 

Damn!^^ 

ANNIE 

WARBUCKS 

ANNIE 

WARBUCKS 

ANNIE 

WARBUCKS 

(WARBUCKS takes the Tiffany's 
package from his desk and hands 
it to ANNIE) 

I was in Tiffany's yesterday and picked up this thing for 
you. Had it engraved. 



MOVEMENT AND BUSINESS 

Bl: W X US of A 

B2: A jump up and walk 
backward US of desk 

B3: W follow A 

B43 A X to chair L of desk 
and collapse; W follow 

B5: G enter and A run to 
her; W follow 

TECHNICAL CUES 



For me? 

Oh, gee. 
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ANNIE 
Gee, thanks, Mr. Warbucks. You're so nice to me. 

(ANNIE opens up the package and 
looks at the gift. SHE is clearly 
unhappy with it but pretends to 
like it) 

WARBUCKS 
It's a silver locket, Annie. I noticed that old, broken 
one you always wear, and I said to myself I'm going to get 
that kid a nice new locket. 

ANNIE 
(Trying without much success to 
sound pleased) 

Gosh, thanks, Mr. Warbucks. Thank you very much.^^ 

WARBUCKS 
(Starting to take off ANNIE's 
old locket) 

Here, we'll just take this old one off and ... 

ANNIE 
(Recoiling from WARBUCKS; yelling) 

°^ No! No please don't make me take my locket off. I 
don't want a new one. 

B3 

WARBUCKS 
(Following ANNIE as SHE cowers 
back from HIM) 

Annie, what is it? 

B4n 

ANNIE 
(Going gradually into hysterics 
and tears; fingering her locket) 

'This locket, my Mom and Dad left it with me when 
. . . when they left me at the Orphanage. And there was a 
note, too. They're coming back for me. And, oh, I know, 
being here with you for Christmas, I'm real lucky. But 
... I don't know how to say it. The one thing I want in 
al1 the world ... 

(Crying) 
... more than enything else is to find my mother and 
father. And to be like other kids, with folks of my own. 

Unit Thirty 

®^(ANNIE goes now into a hysterical 
crying fit. ANNIE runs to GRACE, 
who has returned at the sound of 
ANNIE'S hysterics. GRACE embraces 



MOVEMENT AND BUSINESS 

Bl: Servants enter and 
gather around A 

B2: W exit SL 

B3: G lead A to chair R 
of desk 

TECHNICAL CUES 



461 

and attempts to comfort her while 
WARBUCKS stands helpless, dazed, 
totally unable to cope with a 
crying child) 

WARBUCKS 
Annie ... it'll be all right ... I'll find them for you 
... I'll find your parents for you. 

(DRAKE and the other SERVANTS, 
who have seen and heard some of 
what has gone on between WARBUCKS 
and ANNIE, come in to help) 

ni GRACE 
"^Shh, shh, baby. 

WARBUCKS 
P^ (Not knowing what to do or say) 
*̂ Î'll ... I'll get her a brandy. 

(WARBUCKS exits) 

Unit Thirty-One 

GRACE 
(Trying to calm ANNIE, who is 
continuing to cry) 

°^Shh, shh. It's going to be all right. 

DRAKE 
Miss Annie, you just see. If there's anyone who can find 
your parents, Mr. Warbucks is the man. 

GRACE 
There's nothing to worry about, dear. Mr. Warbucks will 
find your mother and father. If he has to put everyone in 
his organization on the job. If he has to pull every 
political string there is to pull—up to and including the 
White House. 

DRAKE 
The League of Nations! 



MOVEMENT AND BUSINESS 

Clt All put R hand on 
heart 

C2: All take R hand down; 
all except G march 
backward 7 steps 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

CI: G X US of chair C 

C2: C and An X up to 
platform 

C3: C and An lift outside 
arms, finishing on 
"burned" 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

CI: C, An, and G take arms 
to sides flipping 
palms up 

C2: All salute with R hand 
taking arm down on 
"swear" 

TECHNICAL CUES 

1 
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MOVEMENT AND BUSINESS 

CI: All march 7 steps to 
form semicircle around 
desk 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

CI: All turn and march 7 
steps to formation 
on platform and steps 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

Bl: W re-enter, X to desk, 
sit, and make a phone 
call 

TECHNICAL CUES 

-
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Unit Thirty-Two 

Bl 
(Music vamps under the following) 
Warbucks returns to the desk 
and places a call) 

WARBUCKS 
J. Edgar? Warbucks. I want fifty of your best G-men. A 
day, a week, months. For however long it takes. Put them 
on vacation and I'll pay for it. I'll pay all costs. 
Fine. When can I have them? Tomorrow morning. Oh and 
J., I want Gunderson ...? Well, just take him off the 
Dillinger case. 

Hip, hip 

Hurray! 

DRAKE 

ALL EXCEPT 
WARBUCKS & ANNIE 

(By now, ANNIE has calmed down 
and stopped crying; SHE is even 
dazedly smiling) 



MOVEMENT AND BUSINESS 

CI: Ser and Dr X to A, 
pick her up and place 
her on the desk 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

CI: Servants march into 2 
lines: Ser, MP, Dr, 
and MG in back, and C, 
G, and An in front 10 
steps 

TECHNICAL CUES 



MOVEMENT AND BUSINESS 

C2: Back line march front 
4 steps while front 
line marches back 4 
steps 

C3: Reverse C2 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

CI: Back line march 4 steps 
front while front line 
marches 4 steps back 

C2: Reverse CI ending in 
one line 

C3: Servants exit SR and SL 

TECHNICAL CUES 
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MOVEMENT AND BUSINESS TECHNICAL CUES 

Bl: W stand and A step 
down from desk 

B2: A X to W 

B3: A sit and write; G 
exit; W X SL 

L33: Spot on W 
Area lights 
off 
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WARBUCKS 
°^Annie, give me your locket. 

ANNIE 
But, Mr. Warbucks, I told you that 

WARBUCKS 
I understand. But it could be our best clue. We'll have 
the F.B.I trace where it was bought. And then find out 
who bought it. 

ANNIE 
(Somewhat reluctantly taking off 
her locket and handing it to 
WARBUCKS while also taking her 
crumpled note out of her pocket) 

^•^Okay. And maybe they should have my note, too. 

WARBUCKS 
(Taking the note from ANNIE) 

You watch Annie, you may be meeting your mother and father 
within a couple of days. 

Really? 
ANNIE 

WARBUCKS 
Really. 

ANNIE 
Oh, boy, I gotta write a letter to the kids about this! 
B3 

(ANNIE runs to WARBUCKS' desk, 
sits down at it, and takes up a 
pen to write as the SERVANTS exit. 
GRACE starts to leave, but lingers 
near the door)̂ '̂ '̂  



MOVEMENT AND BUSINESS TECHNICAL CUES 
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MOVEMENT AND BUSINESS 

Clt W exit 

1 

TECHNICAL CUES 

L34: Spot off W 

-
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MOVEMENT AND BUSINESS TECHNICAL CUES 

L35: Spot on A 
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ANNIE 
(Writing) 

And Mr. Warbucks says that I'm gonna be meeting my mother 
and father within a couple of days. So ...'-•̂ ^ 



MP^n 

•rSrm^ 

[ • 

MOVEMENT AND BUSINESS 

• 

TECHNICAL CUES 

L36: Blackout 

C4: Grand drape 
close 

L37: House lights 
up 
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