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A monthly page dedicated to Oscar Wilde and Music, compiled by Tine Englebert.

This month the focus is again on film music (I), with further information on Dorian Gray (II).
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I.  Music for the silver screen, Part Two

This month we focus on some music composed for the silver screen.  It is impossible to describe all the motion pictures and their scores, so we have chosen some representative sound tracks.  We focus on the adaptations of Wilde's novels and tales.  Adaptations, films and series for television are in this chapter neglected.

There are a lot of adaptations for the screen of the tales of Oscar Wilde.  Some of those movies have beautiful scores.
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The Nightingale and the Rose was in 1967 adapted to the movie  Slavik a Ruze by director Josef Kabart.The music was by the Czech composer Julius Kalas (1902-1967).  Kalas studied composition at the Prague conservatory and in Suk's master classes there.  From 1925 until 1953 he was the pianist and artistic director of the popular male sextet 'The Teachers of Gotham’' who satirized, parodied and caricatured social and artistic conditions, famous personalities, compositions and critics.  For the group Kalas wrote 125 satirical ballads and songs.  From 1948 he was also a professor at the film department of the Prague Academy of Musical Arts.  In addition, he held official positions in the Author's Protection Union, the Theatre and Literary Agency and the Czech Musical Foundation, of which he was first president.  Kalas wrote both light and serious music.  In the former category he composed six operettas, 40 film scores, music for the stage and radio, music for the sports exercises at the Sokol Festival etc.  Of his serious compositions, the most important are those for chamber forces or orchestra.

Source: The New Grove Dictionary of Music and Musicians.
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The Canadian animated film The Selfish Giant was in 1972 directed by Peter Sander and set to music by Ron Goodwin.
Ron Goodwin was born 17th February 1925 in Plymouth, Devon, England.  He entered the music profession in 1943 when he joined the arranging department of music publishers Campbell, Connelly& Co.  Ltd.  He was head of arranging department at Bron Associated Publishers from 1945 to 1950, during which time he wrote arrangements for all the leading British broadcasting bands and orchestras including Geraldo, Ted Heath and the BBC Dance Orchestra.  Goodwin also started to conduct recording sessions for various artists including Petula Clarke and Jimmy Young whose  hit record 'Too Young' was arranged and conducted by Ron.

He joined Parlophone (EMI) Records in 1950 as musical director for record producer George Martin and accompanied many top artists including Peter  Sellers, Spike Milligan and Sophia Loren.  Ron also began broadcasting and recording as 'Ron Goodwin and his Concert Orchestra' and become one of Parlophone's top-selling artists.  Goodwin recorded internationally and has gold and platinum discs awarded by EMI.  During the 50s Goodwin began to write scores for documentary films made at Merton Park Studios and in 1958 he wrote his first feature film score for a movie entitled Whirlpool.

In 1960 Goodwin began his association with MGM British Studios, composing and conducting the music for most of their British productions under Executive Producer, Laurence P. Bachmann.  Other film companies became interested in his work and he has composed and conducted the music for 61 feature films including Alfred Hitchcock's Frenzy, Harry Saltzman's Battle of Britain, Where Eagles Dare, 633 Squadron, Operation Crossbow, Those Magnificent Men In Their Flying Machines, etc.  His theme from The Trap has become well-known as the theme music for BBC TV's annual coverage of the London Marathon.

Goodwin appeared as guest conductor with many symphony orchestras at home and abroad including the Royal Philharmonic Orchestra, City of Birmingham Symphony Orchestra, Bournemouth Symphony Orchestra, Hallé Orchestra, Royal Scottish National Orchestra, Ulster Orchestra, Detroit Symphony Orchestra, New Zealand Symphony Orchestra, Singapore Symphony Orchestra, Australian Pops Orchestra, Danish Radio Orchestra and the BBC Concert Orchestra.  Ron was guest conductor at the Royal Academy of Music's Festival of British and American Film Music in June 1996.

Ron devoted time to working with young musicians including the Hampshire County Youth Orchestra, , the City of Birmingham School's Concert Orchestra and the Worthing Youth Orchestra.  He is also a Board member of the Young Persons' Concert Foundation.  Ron Goodwin is a Fellow of the City of Leeds College of Music and a Freeman of the City of London.  He has received three Ivor Novello Awards, the most recent of which was in 1994 for Lifetime Achievement.  Ron Goodwin died peacefully at his home on Wednesday 8th January 2003, aged 77.

More information: http://www.rongoodwin.co.uk
There were recordings of the movie on LP and compact disc:

GB LP EMI One Up OU 2060 CA LP Capitol SQ 6401

FR LP Barclay 80510

GB LP Studio 2 TWOSP 108 AU CD EMI 2505052
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The American film Flesh and Fantasy (1943) by director Julien Duvivier is an anthology of three loosely connected occult tales, based upon stories by Ellis St Joseph, Oscar Wilde and Laszlo Vadnay.  The music is by the French composer and pianist of Polish birth, Alexandre Tansman.

This omnibus production is an interesting examination of destiny and free will, and the extent to which human behaviour can be influenced by a ​ sometimes unacknowledged - belief in the supernatural.  The firs tstory, 'Mardi Gras', is by far the least of the three.  The second story is the best of the three.  This interpretation of Oscar Wilde's Lord Arthur Savile's Crime wisely stays close to its source as it examines the issue of predestination and human complicity.  Is fate ordained for us, or are our lives under our own control? To what extent does human credulity make prophecies self-fulfilling? These issues are intriguingly raised in the story of Marshall Tyler who, initially an unbeliever, slowly becomes convinced of the infallibility of Septimus Podger's predictions.  Obsessed over what Podger may have seen in his hand, Tyler finally hounds the psychic into predicting that he, Tyler, will one day commit a murder.  Convinced that he cannot escape his destiny, Tyler decides actively to meet it, believing that by choosing his victim and his method carefully, he can fulfil what he sees as his inevitable fate while having the best chance of avoiding punishment.  The tale then takes on a dark comic edge as Tyler systematically sets about making his plans, all the time debating the issue with his alter ego, who appears to him in mirrors and other reflective surfaces to enter into philosophical discussion upon the situation.  The story plays itself out to a typically ironic Wilde climax, leaving the questions it has raised unsettlingly unresolved.

The final story is the most ambiguous of the three.  Like the second, it examines the extent to which belief influences fate.  A fourth story was made, but was removed and expanded into its own feature titled Destiny.

Aleksander (or Alexandre) Tansman (b.  1897, Łódz; d.  1986, Paris) was a composer, conductor, and pianist.  He studied at the Łódz Conservatory (with Piotr Rytel) and took courses in law and philosophy at Warsaw University.  In 1919 he settled in Paris where he met the leading artists of his time, including Maurice Ravel, Igor Stravinsky, and others.  As a pianist he toured Europe, Canada, and the Middle East with the Boston Symphony Orchestra under Serge Koussevitzky.  His music was performed by the most famous soloists and ensembles of his time; his champions included conductors Stokowski and Toscanini.

After Hitler's rise to power, the composer gradually reclaimed his Jewish roots.  Tansman survived the war in the United States.  He settled in Los Angeles in 1941 where he became acquainted with Schoenberg, renewed friendships with other European émigrés, including Milhaud and Stravinsky, and composed a number of film scores.  He returned to Paris in 1946.  In addition to his many compositions, he completed a monograph on Stravinsky (Paris, 1948).  His honours included the Coolidge Medal (1941), election to the Académie Royale of Belgium (1977) and the Polish Medal of Cultural Merit (1983).  His continuing adherence to the neo-classical style may have contributed to his artistic isolation.  While returning to his Jewish roots, Tansman continued seeing himself as a Polish composer, keenly interested in the matters of his country; in 1980 he wrote Mazurka for Lech Walesa.  He also enjoyed being a French citizen who could not live outside of his beloved Paris.

Tansman wrote nine string quartets and numerous other chamber pieces, from duets to octets,  music for orchestra, works for choir and orchestra and operas.  Tansman wrote nearly 100 works for piano: sonatas, sonatinas, ballades, mazurkas, preludes, suites, and an array of short character pieces.  Tansman is well known for his large collection of works for amateurs and children.  He wrote film music for several films: Poil de Carotte directed by Julien Duvivier, Paris (1932), Flesh and Fantasy directed by Julien Duvivier, Hollywood (1942), Paris Underground directed by Gregory Ratoff, Hollywood (1945), Destiny co-directed by Julien Duvivier, Hollywood (1945), Sister Kenny directed by Dudley Nichols, Hollywood (1946) and The Bargee for Galton-Simpson Productions, London (1964).

More information about the composer: 

http://www.usc.edu/dept/polish_music/composer/tansman.html




 HYPERLINK  \l "_II.__Additions" 


 INCLUDEPICTURE "C:\\My Documents\\WILDERNESS\\THE OSCHOLARS\\ VISUALS\\carn-dn.jpg" \* MERGEFORMATINET 





In Jules Dassin's adaptation of  The Canterville Ghost (1944),a group of American soldiers waiting to fight in World War II are billeted in Canterville Castle.  They are amused when Lady de Canterville, their hostess, instead of being the expected dowager, turns out to be seven-year-old Jessica.  They are also amused to discover that the house is haunted.  When Jessica's ancestor, Simon de Canterville, ran away from a duel, he was walled up in an alcove, his ghost doomed to roam the corridors of the ancestral home.  The soldiers refuse to be intimidated by the ghost.  Then, one of them, Cuffy Williams, discovers that he too is a de Canterville, and Jessica thinks he might be able to save the family honour.  In updating the setting of the tale to wartime Britain, screenwriter Edwin Harvey Blum and director Jules Dassin radically rework Wilde's story.  The result is an amusing tale.  The music is by  George Bassman.

The score composer and songwriter George Bassman is a forgotten name. He was born 7th February  1914 in New York.  He is the composer of The Joe Louis Story (1953), The Postman Always Rings Twice (1945); The Clock (1946); A Letter for Evie (1945); Ship Ahoy (1942); Keep ‘em Flying (1941); The Wizard of Oz (1939).
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Among the many film adaptations of The Picture of Dorian Gray, the 1945 MGM version is without a doubt the best.  Probably Oscar Wilde's most famous work, The Picture of Dorian Gray had been filmed at least seven times before writer-director Albert Lewin fashioned a lavish and effectively creepy version of it for MGM.  There were some minor changes to the Wilde story such as the addition of a romantic subplot involving the niece of the painter and her fiancée and some censorship restrictions that kept Dorian's unspeakable acts off-screen.  But the film was an artistic success, winning three Oscar nominations including Best Art Direction, Best Cinematography, and Best Supporting Actress.  Hurd Hatfield, in his second screen appearance, was so effectively evil in the title role that it actually handicapped his career with casting directors.

The real pièce de resistance in The Picture of Dorian Gray is the hideous portrait which was painted by Ivan Le Lorraine Albright.  In the film, Albright created four portraits showing Dorian's gradual dissolution and, in the final scene, where Dorian's true nature is revealed on canvas, the elegant black and white cinematography suddenly bursts into Technicolor, creating a startling effect.  Equally memorable is a murder scene staged beneath a wildly swinging chain lamp, an effect that would be duplicated by Alfred Hitchcock in Psycho some fifteen years later.  The music is by Herbert Stothart.  The movie is still available on VHS and DVD.

Herbert Stothart was born of Scottish and Bavarian descent in Milwaukee, Wisconsin on September 11, 1885, studying music in Europe and at the University of Wisconsin, where he also taught.  He was hired by producer Arthur Hammerstein to be musical director for touring companies of Broadway shows, and was soon writing music for the producer's nephew, Oscar Hammerstein.  This successful collaboration led to Stothart's teaming with Vincent Youmans, Otto Harbach, Rudolph Friml, George Gershwin, and Franz Lehar, and in 1929 Stothart was signed to a Hollywood contract by Louis B.  Mayer.

The composer spent his remaining 20 years at MGM, composing, arranging, adapting, and conducting scores for over 100 features.  He served as music director for the Jeanette MacDonald/Nelson Eddy musicals, and he wrote music for After The Thin Man, Anna Karenina, China, David Copperfield, The Good Earth, The Green Years, Idiot's Delight, Madame Curie, Mrs.  Miniver, Mutiny On The Bounty, National Velvet, Naughty Marietta, The Picture Of Dorian Gray, Pride And Prejudice, Rasputin And The Empress, A Tale Of Two Cities, Thirty Seconds Over Tokyo, What Every Woman Knows, The White Cliffs Of Dover, The Yearling, and many other pictures.  Stothart was nominated for a number of Oscars, winning for The Wizard Of Oz.  He died 1st February 1949 in Los Angeles, California.

More information:


" 
http://www.mmmrecordings.com/Composers/Stothart/stothart.html
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Peppino de Luca and Carlo Pes wrote the music for the West German/ Italian film Das Bildnis des Dorian Gray (1970) of Massimo Dallamano.  Alternative titles are Il Dio Chiamato Dorian (Italian title), The Secret of Dorian Gray (American title) and also known as Dorian Gray.  Helmut Berger is Dorian in this decadent European co-production remake.
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The West German film Dorian Gray im Spiegel der Boulevardpresse (1984, English title: The Mirror Image of Dorian Gray in the Yellow Press) by director Ulrike Ottinger has music  by Peer Raben.

'The film's title corresponds to the film in the complexity of its meaning.  The first association is with Dorian Gray, thus the literary association; the next association is with narcissism, the Dandy, fin de siècle.  I have made an example of … the Boulevardpresse known already in Proust's day to say something in the film about a new form in which power is exercised, about the specific possibilities of a media empire'

― Ulrike Ottinger in Tax, 1984.

Peer Raben was born on July 3rd 1940 in Viechtafell (Bavarian Forest).  After high school, he studied Music and Drama in Munich, before acting engagements took him to Berlin (at the Schaubühneon the Halleschen Ufer) and Wupertal.  In 1966, Raben, together with several others, founded the Action Theatre in Munich, which led to the Anti Theatre in 1968, where he was active as writer, composer and director.  In 1969 and 1970 he produced Rainer Werner Fassbinder’s first films but, after working on a film of his own (Die Ahnfrau, 1971), and also sporadically on theatre productions, he concentrated wholly on composing music for the theatre and films.  As well as for Fassbinder, Raben has also composed music for directors such as Robert van Ackeren, Barbet Schroeder, Daniel Schmid, Bernhard Sinkel, Peter Zadek, Hansgünther Heyme, Ulrike Ottinger, Tom Toelle, Percy Adlon and others.

For the movie Querelle of Rainer Werner Fassbinder, Jeanne Moreau sang the theme 'Each Man Kills The Things He Loves' as an excerpt from The Ballad of Reading Gaol.
There are several recordings of this song, as:

Chansons und Themen aus Fassbinder Filmen [ CD ] / Mus.  von Peer Raben

Alhambra A 8941

Fassbinder [ CD ] / Komponist Peer Raben

Alhambra (3cd) A 89381
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Wilde's letter from prison De Profundis became a springboard for a surreal queer experience by director  Lawrence Brose.  Frederic Rzewski wrote the music for this American movie; additional compositions by Lawrence Brose and Douglas Cohen.  Some additional information about the score can we read in the review below:

 With De Profundis, independent filmmaker Lawrence Brose gives us 65 non-narrative minutes of dizzying sensory excess.  This cinematic treatment of Oscar Wilde's prison letter is being read almost exclusively by many as a bravura defiance of gay assimilation into 'normal' society.  But what is most uncompromising about the film--and for me what leaves the most lasting impression--is Brose's intensive use of cinema as physical sensation and spectacle.  Every formal element is multi-layered; there is always more to see, to hear, and to comprehend than seems possible at the moment.  Although there are clear precursors to this aesthetic in the work of Jack Smith, Kenneth Anger, Stan Brakhage, and others, Brose adds a coherent and serious political discourse to the tradition.  But far from producing a gay manifesto, Brose's complex interweavings of sound and imagery prompt a number of diverse aesthetic', socio-political, and emotional interpretations.  The situation is further enriched by the presence of avant garde composer Frederic Rzewski's composition for the Wilde text, which serves as a soundtrack for most of the film.  As especially commissioned new music, it is one of a series of such collaborations Brose has initiated, part of an important body of work that deserves its own critical treatment.

The film is divided into three distinct sections.  The first combines a montage of imagery from home movies and early gay porn with a soundtrack of Oscar Wilde aphorisms.  The aphorisms, spoken by performer Agnes de Garron, include such familiar Wilde sayings as 'Being natural is simply the most irritating pose I know,' 'No crime is vulgar but all vulgarity is a crime,' etc.  The readings are looped and mixed in such a way that it becomes a medley of sound rather similar to Steve Reich's 1965 composition 'Come Out.' The imagery in this segment is mostly heavily manipulated home movie and early porn clips, which fragment and repeat much as the sound does.  The home movie clips are singular.  An often-repeated scene includes a heavyset older man standing next to a much shorter and smaller teenage boy; both are in vintage bathing suits and smiling.  Brose exploits the surreptitious feel of this early transgressive media by feeding it to us in glimpses, over and over again.

For Part II, the longest segment and the real heart of the film, Brose asked Rzewski to create a musical setting for the Wilde prison letter.  Rzewski's composition is the sole sound track for this segment, dramatically slowing the film to a somber and elegiac pace.  The composer reads segments of the letter while accompanying himself on piano, occasionally adding other vocal and percussive elements.  Imagery for this segment includes performances by Agnes de  Garron as well as by the Radical Faeries, Leon Ko, Mark Miller/Aleksandra, and Keisha Lorraine.  In strong contrast to the earlier sound, Rzewski's measured reading of the Wilde text carries a solemn weight of sternly repressed emotion.  It's as though the despairing lament (it starts out, 'Suffering is one very long moment') is reined in by Rzewski's heavily structured, intermittent presentation but still given plenty of room to cast its melancholy shadow.

If Rzewski is very mildly working against the Wilde text, strengthening its impact through downplaying its gloomy extravagance, Brose is quite obviously subverting Wilde's repentant meaning through his frequent use of Bacchanalian Radical Faerie and drag queen footage.  On the screen, the outcasts are celebrating their difference, while on the soundtrack Wilde bitterly regrets his folly in asserting his own.  In sharp contrast to the Faerie footage, Brose also includes footage of de Garron in male drag, walking through a deserted industrial landscape; this imagery melds seamlessly with the Wilde text, particularly in its strongest moments: 'Morality does not help me ... I am one of those who are made for exceptions, not for laws ... Religion does not help me.  The faith that others give to what is unseen, I give to what can touch and look at...Reason does not help me...' etc.

Through including both types of footage, Brose further acknowledges the essential dichotomy of both Wilde and his film: the light frothy aphorisms versus the doom-laden letter.  There are at least two subtexts here.  On one hand, obviously, Wilde's despair was brought about through outside persecution; if not for his imprisonment, he might have been writing another Lady Windemere's Fan.  But another equally valid conclusion is that Brose revels in the shared, dark, underground elements shared by many of his chosen scenarios.  The film starts in a dark movie theater (a spoken prologue is heard over chemically treated leader), and goes on to include obscure footage from the past, staged solitary walks, words smuggled out of prison, and midnight dances, returning in the end to the private footage of people probably long dead.

Brose has said he feels that cinema itself is an underworld, and given the cinematic lineage of his aesthetic, it's no surprise that his film is saturated with this sense of the private made momentarily public.  It is also saturated with chemical manipulations and other technical interventions which heighten our sense of Brose's  intensely personal relationship with the material qualities of film.  Months were spent in the studio to create a result that must be called painterly, as hackneyed as that designation has become.  Much of the imagery pulses with color; figures emerge and recede into spreading pools of color.  Brose also uses such time-honored strategies as scratching and solarizing, demonstrating that there is still visual pleasure and technical innovation to be gleaned through working with the physical skin of film.

While the pace of the central segment of the film gives you time to enjoy its visual beauty, Part III presents a visual and sonic cacophony.  The earlier home movie and porn elements return along with some drag clips but are speeded up with rapid-fire editing and an extremely busy soundtrack containing simultaneous narrations from de Garron, Ken Cooper, and Tom Chomont.  In comparison to what has gone before, there seems to be less to pay attention to here, because elements are very nearly incomprehensible(the sound), or repeated enough (the imagery) to dull sensation.  This section tears us abruptly away from Wilde's world, bringing us into the media-overloaded pace of the present.  It also takes the more sedately paced sound composition of the first section to a radical extreme (composer Douglas Cohen collaborated with Brose in creating both these soundtracks).  The striking difference between the central section and parts I and III of De Profundis is a significant testament to Brose's attitude toward interpretation.  He makes choices that force the viewer to choose, or, even better, to Brose paradox.  Probably the strongest-felt principle in Brose's working philosophy is his determination to allow multiplicity, to resist defining ideologies.  While I applaud Brose's decision to embrace paradox, I also feel free to choose the first and second sections of the film, particularly the second, as those which most successfully and beautifully express that paradox.  Although the final section is an effective coda, I wondered how a different selection of imagery would have moved the film into a more spectacular finish (spectacle is--quite rightly--an end in itself for this filmmaker).  Brose chose his ending strategy as one that would provide a stark contrast with the subverted romanticism of the Wilde prison text, but the contrast also serves to showcase the depth and power of Rzewski and Brose's collaboration.  Their approaches to Wilde both differ and complement.  The filmmaker--as in his earlier Film for Music for Film series—demonstrates a brilliant sensitivity to the composer's work, creating a visual accompaniment which is inextricable from the soundtrack, yet presents exciting alternatives.

Anyone who has seen Brose's work with composers John Cage, Virgil Thompson, Yvar Mikhashoff and others in the earlier series knows his ability to make imagery for music which is consummately personal yet equally responsive to the compositions.  With the second section of this remarkable film, Brose hits a highpoint in his successful achievement of such difficult collaborations.  Other viewers will probably make very different choices in responding to De Profundis.  That, too, is Brose's triumph. 

―'Scoring Film' in Afterimage, July, 1998.

Born in Westfield, Massachusetts in 1938, Frederic Rzewski studied music at first with Charles Mackey of Springfield, and subsequently with Walter Piston, Roger Sessions, and Milton Babbitt at Harvard and Princeton Universities.  He went to Italy in 1960, where he studied with Luigi Dallapiccola and met Severino Gazzelloni, with whom he performed in a number of concerts, thus beginning a career as a performer of new piano music.  Rzewski's early friendship with Christian Wolff and David Behrman, and (through Wolff) his acquaintance with John Cage and  David Tudor strongly influenced his development in both composition and performance.  In Rome in the mid-sixties, together with Alvin Curran and  Richard Teitelbaum, he formed the MEV (Musica Elettronica Viva) group, which quickly became known for its pioneering work in live electronics and improvisation.  Bringing together both classical and jazz avant-gardists (like Steve Lacy and Anthony Braxton), MEV developed an aesthetic of music as a spontaneous collective process, an aesthetic which was shared with other experimental groups of the same period (e.g.  the Living Theatre and the Scratch Orchestra).

The experience of MEV can be felt in Rzewski's compositions of the late sixties and early seventies, which combine elements derived equally from the worlds of written and improvised music (Les Moutons de Panurge, Coming Together).  During the seventies he experimented further with forms in which style and language are treated as structural elements; the best-known work of this period is The People United Will never Be Defeated!, a 50-minute set of piano variations.  A number of pieces for larger ensembles written between 1979 and 1981 show a return to experimental and graphic notation (Le Silence des Espaces Infinis, The Price of Oil), while much of the work of the eighties explores new ways of using twelve-tone technique (Antigone-Legend, The Persians).  A freer, more spontaneous approach to writing can be found in more recent work (Whangdoodles, Sonata).  Rzewski's largest-scale work to date is The Triumph of Death (1987-8), a two-hour oratorio based on texts adapted from Peter Weiss' 1965 play Die Ermittlung (The Investigation).

Since 1977 Rzewski has been Professor of Composition at the Conservatoire Royal de Musique in Liège, Belgium.  He has also taught at the Yale School of Music, the University of Cincinnati, the State University of New York at Buffalo, the California Institute of the Arts, the University of California at San Diego, Mills College, the Royal Conservatory of the Hague, the Hochschule der Kuenste in Berlin, and the Hochschule fuer Musik in Karlsruhe.

Source: http://www.newalbion.com/artists/rzewskif/
Rzewski himself performs De Profundis on the CD: De Profundis / piano and voice Frederic Rzewski Hat Hut Hat ART CD 6134

The film was shown at the Irish Film Centre, Dublin, 28th April 1999 with a talk by Lawrence Brose.
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II.  Additions to the musical adaptations of Dorian Gray

The Picture of Dorian Gray, a new musical, was first performed 27th June 1995.  It was a joint production by The Lawrence Batley Theatre, Huddersfield in association with Opera North, Leeds.  It was written by Simon Port, music by Ron McAllister, designed by Charles Sincleth-Smith.  Choreographer and assistant director was Julie Wilson-Bokowiec.

The musical included a chorus of ten, seven people playing 'Deadly Sins' and Eileen Quirke credited as 'Imp of the Perverse'.  There were two acts with seven scenes in each.

The Rocky Mountain Collegian's website for 6th October 2002 reported a performance of a musical of Dorian Gray playing at the Lincoln Centre.  It was the Open Stage Theatre Company's most expensive show in its 30 year history, apparently costing $50,000.

This musical Dorian Gray, book and lyrics by Thomas Sheehan, music by Edward Reyes was given a première workshop production by Open Stage Theatre in Summer 1997.  From 24th August to 21st September it was performed at the Lincoln Centre.

More information: http://www.openstage.com
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III.  Addenda

Michael Seeney reviewed both the Rock Theatre of Budapest's production of Dorian Gray, and the Arts Theatre's Dorian in The Wildean.
Our thanks to Michael Seeney for this additional information.
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 Newly issued: a CD of Jacques Ibert's setting of The Ballad of Reading Gaol.



With thanks to Danielle Guérin (Radio France) for this image.
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