
Sunrise Pride Rock Grass

PAINTINGS 
INSPIRED 
BY MUSIC
WASSILY KANDINSKY

RUSSIAN PAINTER

JAMES

FLAMES
HTTP://WWW.JAMESFLAMES.COM/

BROADWAY

POSTER

ART

LION KING

WEST SIDE STORY

HAIRSPRAY

WICKED

OKLAHOMA

LES MISERABLES

HTTP://WWW.BROADWAY.COM/
HTTP://WWW.THEATRE.COM/SHOWS/TICK-
ETS/#LOC=VIEWALL

Exploring 
the Stage

The Deconstruction of the Lion King

Exploring 
the Stage

Table of 
Contents

text hereForeward

text hereJulie Taymor Article

text hereCostumes and Puppts

text hereChoreography

text hereMake-Up Design

##

##

##

##

##

Foreword

The Lion King Broad-
way show has been 
touring around the 
world for 20 years. It 
started three years 
after Disney re-
leased the movie in 
1995. Since then, the 
show has been seen 
in six of the seven 
continents, in many 
different languages. 

Because of the same to 
the show and sucess Julie 
Taymor has created for the 
show, The Lion King Broad-
way show decided to visit 
five different high schools 
across the United States

Julie Taymor on 
�e Lion King 
Sarah Begley 

The musical stage 
adaptation of Dis-
ney’s The Lion King 
is the most success-
ful theatrical pro-
duction of all time, 
according to a new 
book on the history 
of Broadway: it has 
grossed $6.2 billion 
worldwide.

So some of the people 
who’ve seen the show were 
surprised when director Julie 
Taymor said in a recent talk 
at the Nantucket Project that 
she’d originally envisioned 
a different arc for the story, 
one that departed markedly 
from the animated film.

In a conversation ex-
panding on the story she 
briefly outlined at the event, 
Taymor explains that while 
conceiving the story for the 
stage adaptation, she knew 
she would need to add new 
elements that weren’t in the 
screenplay, since the mov-
ie wasn’t long enough for a 
Broadway show. The team 
at Disney told her there were 
no rules and encouraged 
her to think creatively about 
what direction to go in. “They 
gave me this incredible open 
world,” Taymor says.

She knew she had to ad-
dress a few issues from the 
movie: Mufasa doesn’t figure 
in the second half, so it would 
be hard to get a quality actor 
to play the part if he had to 
go away after intermission. 

There were no strong female 
roles. And the mythological 
side of the plot needed a 
boost. “If you know Joseph 
Campbell and The Hero With 
a Thousand Faces, Simba has 
to go through a trial. In the 
movie, he didn’t go through a 
trial,” she says. “The prodigal 
son has to go through hell, 
basically, before he’s allowed 

to come back.”
So Taymor came up with a 

plot line for Act II that would 
take Simba to an oasis in the 
desert; it’s a Las Vegas-like 
city, full of animals who have 
evolved halfway to human: 
“lounge lizards” in sharkskin 
suits and “alley cats” that 
are like lions, but seedier 
and more evolved into a hu-

man form. “It’s funny and it’s 
Broadway,” she says. At the 
heart of it all would be Papa 
Croc, a villain who has struck 
a deal with Scar to take wa-
ter from the desert (hence 
the drought in the film) to 
power the electricity in his 
city. Simba would end up be-
coming a champion fighter 
in an arena, earning the nick-
name “The Lion King,” much 
to the delight of the “human-
imal” spectators.

“Their whole entertain-
ment is watching these wild 
animals, pre-the-transfor-
mation, fight each other. 
This is really our society,” she 
says. “In fact, I did The Hun-
ger Games before The Hun-
ger Games.”

The dance form for these 
fight scenes would be in-

spired by different kinds of 
martial arts from around the 
world. But Simba would have 
his values tested when Timon 
and Pumba were caught and 
put in the ring. Not wanting 
to fight his friends (and with 
encouragement from Nala, 
who has turned up in the oa-
sis), he would escape and re-
turn to Pride Rock to defeat 
Scar and restore water to his 
community.

In the end, Taymor and 
Disney decided not to use 
this concept, but to stick 
more closely to the action of 
the film. “I get why we didn’t 
do it,” she says. “First of all it 
would have been too long, 
and it took the story further 
probably than they needed 
to in feeling. And I agreed! So 
I said, ‘Okay, but I’ve figured 

out what I need to do,’ and 
that’s when I came up with 
the animal head on the hu-
man.” Ultimately, the unique 
blend of puppetry and masks 
used in the production end-
ed up being one of its most 
lauded elements.

In fact, everything that 
worked in the final product 
came about because of the 
work she did on the con-
cept they ended up aban-
doning. Besides the raised 
masks (which also ensured 
she wouldn’t alienate great 
actors who wouldn’t want to 
hide their faces), she figured 
out how to get a strong fe-
male character (make Rafi-
ki a woman) and how to get 
Simba to the emotional place 
necessary for the big ending 
(which would be almost ex-
actly the same in either ver-
sion). “Everything that I was 
dealing with in the process 
was addressed here,” Taymor 
says, “and then when we de-
cided not to do that version, 
I took all of what I learned 
and put it in.”

Sometimes, she suggests, 
you have to let your imagi-
nation run truly wild to come 
up with a compelling piece of 
art. “That’s critical in the pro-

cess,” Taymor says.
It’s a philosophy that’s 

paid off for the director, who 
is winning three awards this 
season: she will be induct-
ed into the Theatre Hall of 
Fame, honored by Bridges of 
Understanding, and she will 
receive the William Shake-
speare Award for Classical 
Theatre from the Shake-
speare Theatre Company. 
She’s also in the early stages 
of planning feature film ad-
aptations of two of her stage 
productions, the musical 
Juan Darien and the opera 
Grendel, and has several oth-
er TV and theater projects in 
the works. But she still finds 
time for The Lion King—she 
was recently working on the 
Mexican production of the 
show, and will soon visit Chi-
na to work on the Mandarin 
version.

The Lion King‘s success, 
18 years after it first opened 
on Broadway, boils down to 
one question. “What can you 
learn from being free?” Tay-
mor asks. “Everything is a 
good idea until it’s badly ren-
dered.”

Costumes and 
Puppets

Cheetah  Costume

When the cheetah first walks out 
on stage, they were told by Julie 
Taymor to be “the sexiest cheetah 
on stage”. The cheetah costume is 
used by the person’s legs being the 
hind legs and their arms control 
the front legs. To move the chee-
tah’s head, strings are attached 
to their head and the cheetah’s to 
give it personality.

Mufasa Costume Bison Puppet
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Foreword

The Lion King Broadway show 
has been touring around the 
world for 20 years. It started 
three years after Disney re-
leased the movie in 1995. Since 
then, the show has been seen 
in six of the seven continents, 
in many different languages. 

Because of the fame to the 
show and success Julie Taymor 
has created for the show, The 
L i o n  K i n g  B r o a d w a y  s h o w 
decided to visit five different high 
schools across the United States. 
Each school could decide where 
to house the show (whether it be 
in the gym, hallways, or cafeteria, 
and what time throughout the 
week it would be showing as well. 
The four random high schools 
tha t  were  se lesc ted  a re  as 
follows: Niles West High School in 
Chicago, Illinios, Timberline High 

School in Boise, Idaho, Henry M. 
Gunn High School in Palo, Alto, 
California and Westwood High 
School in Austin, Texas. Each 
school has an excellent theatre 
program which the Lion King 
Broadway Musical believes it  
wi l l  help these students get 
excited even more about the bra-
odway program.

This collection of works will 
not only insipre the students that 
go to these schools, but also the 
neighborhoods filled with familes 
around them. Each school is 
encouraged to pick times both 
during the school hours and 
some after school hours for fam-
ilies and young children to come 
expirence the art as well. 

Instead of only picking the 
costumes to feature in the col-
lection, like previos tours, the 
Lion King staff has also selcted a 

number of non-physical aspects of 
the “behind the scenes” portions 
of the musical. The main focuses 
of the exhibition are puppets 
and masks, choreography, and  
set design. 

Within the masks and puppets 
section, the audiance will see up 
close and personal the detail and 
design that took place in order to 
make the characters come to life. 
There will also be placks explaing-
ing the materials and time it took 
for the desingers to create the 
costumes. Some placks will have 
some “Did you know” facts for 
children to remember about that 
piece of art.

The choreography section 
w i l l  s h o w  Yo u Tu b e  v i d e o s 
of the cast first learning the 
moves in a studio with a pro-
fessional dance insturctor, then 
on stage during the musical. At 

the end of the choreography 
section, some DIY (Do it your-
self ) home-taught videos will  
excite the audiance to learn how 
to dance just like the lionesses 
(for example) on stage. 
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Disney’s Spectacular  
Lion King Celebrates  
20 Years on Broadway
The Tony-winning Best Musi-
cal which set a new definition 
for spectacle in its eye–pop-
ping production, Disney’s The 
Lion King reaches a new pla-
teau not only in the African 
Plains but also on Broadway 
at the Minskoff Theatre on 
the 13th when it celebrates its 
20th Anniversary. The story of 
lion cub Simba soon became 
a unprecedented worldwide 
phenomenon. Audiences of all 
ages were dazzled by its imag-
ination, color, music, and joy.

Props must go to costume 
designer and mask co-designer 
Ju l i e  Taymo r,  who  became 
the first woman in Broadway 
h istor y to win the Tony for 
Best Director, Musical. Taymor 
stays in frequent touch with 
t h e  s h o w  a n d  h a s  a  t e a m  

i n  p l a c e  t o  k e e p  i t  f r e s h  
and has supervised productions 
worldwide.

Before the official anniver -
sary, however, there was a gala 
per formance November 5th 
with many original cast members, 
director Julie Taymor, and com-
posers Sir Tim Rice and Sir Elton 
John on hand. Already there’s a 
caricature of the Rafiki character, 
originated by Tony-nominee Tsidii 
Le Loka, on Sardi’s walls of fame, 
currently playing that prized role, 
long a favorite with audiences, is 
Tshidi Manye.

There’s also going to be an 
unheard of special gift to lucky  
Lion King lovers: a free — that’s  

November 15.
Jelani Remy (Simba), Adri-

enne Walker (Nala), L. Steven 
Taylor (Mufasa), Stephen Carlile 

(Scar), Fred Berman (Timon), Ben 
Jeffrey (Pumbaa), and Cameron 
Pow (Zazu) co-star in the cast of 
52. To keep the musical faithful to 
its African origins, South African 
per formers  have been inte-
gral members of the company. 
There’re six indigenous African 
languages spoken in the show: 
Congolese, Sotho, Swahili,Tswana, 
Xhosa (the “click” language), and 
Zulu.

The Lion King is the third 
longest running musical in Broad-
way history – just behind Chicago 
and the champ The Phantom of 
the Opera. The production has 
been seen by over 90 million in 19  
countries — on every continent 
except Antarctica.

s h o w ’ s  a w a r d  r o o m  i s 
crammed with honors  f rom 
around the world. Here, it gar-
nered six Tonys, including Best 

Musical ,  and,  among numer-
ous  other  honors ,  the  New 
York Drama Critics Award, Best 
Musical. The Grammy-winning 
cast CD is certified Platinum. In 
the U.K.,TLK won the Evening 
Standard Award for Theatrical 
Event of the Year and Olivier 
Awards for choreography and 
costume design.

TLK’s music is a fusion of 
Western popular  music  and 
distinctive sounds and rhythms 
of Africa. The majority of the 
Tony-winning score is by Elton 
John and Tim Rice. Contributing 
additional music is Hans Zimmer, 
who wrote the movie score. 
Songs include: “Can You Feel 
the Love Tonight?” [Oscar, Best 
Song], “Circle of Life,” the vastly 
popular “Hakuna Matata,” “I Just 
Can’t Wait to Be King,” “They Live  
i n  Yo u ,”  a n d  t h e  h a u n t i n g  
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ballad “Shadowland.”
The book has been adapted 

by Roger Allers, who co-directed 
Disney’s animated feature, and 
Irene Mecchi, who co-wrote the 
screenplay. Choreography is by 
Jamaican modern dance master  
Garth Fagan.

S ince the mus ica l ’s  1997 
Broadway premiere, there have 
been national tours and 24 pro-
ductions mounted worldwide. 
Worldwide grosses exceed that 
of any entertainment title in box 
office history. TLK is still a solid 
hit on London’s West End.

Here’s an interesting piece of 
trivia: The production features a 
menagerie of more than 230 giant 
puppets, representing antelope, 
baboons, birds, elephants, giraffe, 
hyenas, lions, meerkat, and wart-
hogs. Tallest, of course, are the 
18–foot giraffes; the biggest is the 
elephant, which stands only five  
feet shorter.

To make “The Lion King” 
painstakingly accurate, hair and 
make-up designer Michael Ward 
drew inspiration researching 
various African tribes. One of 
the behind-the-scenes craftsper-
sons is make–up supervisor Eliz-
abeth Cohen, who has her share 
of stories about when things 
don’t go as planned. “It’s our job 
to get it right,” Cohen said, “but 

there are always things you’re not  
prepared for.”

Take, for instance, the time 
a former Nala, played by Kissy 
Simmons, complained of illness. 
“We only had one cover for 
her,  and she was very preg-
nant .”  Backstage crews ,  l ike  
Boy Scouts,  learn to be pre -
pared .  Dur ing  intermiss ion , 
C o h e n  a n d  h e r  m a k e - u p 
team pul led the cover from  
the ensemble.  But you can’t 
keep a trouper down. Simmons 
b r a v e l y  r a i s e d  h e r  h e a d  
and said ,  “ I ’m okay.  I  can go  
on.” And out she went, just in 
time for her big solo. However, 
e v e n  t h e  a p p l a u s e  w a s n ’ t  
a cure-all.

When Simmons exited stage, 
she informed the stage manager 
she couldn’t continue. “We dis-
creetly plucked our cover off 
stage to quickly transform her 
into Nala,” says Cohen. The hair 
and sound folks went to work. 
Wardrobe  super v i sor  K je ld 
Andersen scrambled to put 
together a costume. They had 
her in the wings within seconds 
of Nala’s next entrance. “When 
she appeared,” laughs Cohen, 
“the audience had to wonder 
h o w  N a l a  h a d  g o n e  f r o m 
tal l  and statuesque to short  
and pregnant.”

With little make-up or touch-
ing up to do in Act Two, Cohen’s 
friends often ask why she stays 
on site until the curtain. She 
laughs, “That story explains why!”

It would be an understate-
ment to say it takes a village to 
put on each performance of “The 
Lion King.” For instance, there 
are 142 people directly involved. 
These include 51 cast members, 
eight of whom are South African, 
24 musicians, a wardrobe staff 
of 19, a three–person hair and 
make–up department, not to 
mention a physical therapist, the 
stage and puppet crew, and five 
stage managers to keep check  
on everything.

Ta y m o r,  w i t h  d e s i g n e r 
Michael Curry, hand–sculpted 
and painted the masks appear-
ing in the iconic “Circle of Life” 
opening, which, with the help 
of their department of mask 
makers, sculptors, puppeteers, 
and artisans, took 17,000 hours  
to build.

In celebration of TLK’s 20th 
anniversary, the show is giving 
away ever y t icket  v ia  a  free 
lottery to the 8 P.M. performance 
Wednesday, November 15.

“ T h o u g h  i t ’ s  b e e n  s e e n 
around the world,  ‘The Lion 
King’ was born in New York City,” 
says Disney Theatrical president 

and producer Thomas Schum-
acher. “This free performance 
is  our chance to thank New 
York City for 20 years of loving 
support. It’s our hope that audi-
ences who could other wise 
not experience Julie Taymor’s 
glorious vision will join us to 
toast the musical born here in  
our hometown.”

Snapchat users can unlock 
a custom TLK lens (Broadway’s 
first ever) within the Snapchat 
app using a unique Snapcode. 
Once unlocked, users will be able 
to virtually “try on” Simba and 
Nala masks through Augmented 
Reality technology.
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Julie Taymor on  
The Lion King and  
Her Creative Process
The musical stage adaptation 
of Disney’s The Lion King is 
the most successful theatrical 
production of all time, accord-
ing to a new book on the histo-
ry of Broadway: it has grossed 
$6.2 billion worldwide.

So some of the people who’ve 
seen the show were surprised 
when director Julie Taymor said 
in a recent talk at the Nantucket 
Project that she’d originally envi-
sioned a different arc for the 
story, one that departed mark-
edly from the animated film.

In a conversation expanding 
on the story she briefly outlined 
at the event, Taymor explains that 
while conceiving the story for 
the stage adaptation, she knew 
she would need to add new ele-
ments that weren’t in the screen-
play, since the movie wasn’t long 

enough for a Broadway show. 
The team at Disney told her there 
were no rules and encouraged 
her to think creatively about what 
direction to go in. “They gave 
me this incredible open world,” 
Taymor says.

She knew she had to address 
a few issues from the movie: 
Mufasa doesn’t figure in the 
second half, so it would be hard 
to get a quality actor to play 
the part if he had to go away 
after intermission. There were 
no strong female roles. And the 
mythological side of the plot 
needed a boost. “If you know 
Joseph Campbell and The Hero 
With a Thousand Faces, Simba 
has to go through a trial. In the 
movie, he didn’t go through a 
trial,” she says. “The prodigal son 
has to go through hell, basically, 
before he’s al lowed to come 
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back.”
So Taymor came up with a 

plot line for Act II that would take 
Simba to an oasis in the desert; 
it’s a Las Vegas-like city, full of 
animals who have evolved halfway 
to human: “lounge lizards” in 
sharkskin suits and “alley cats” 
that are like lions, but seedier 
and more evolved into a human 
form. “It’s funny and it’s Broad-
way,” she says. At the heart of it 
all would be Papa Croc, a villain 
who has struck a deal with Scar 
to take water from the desert 
(hence the drought in the film) 
to power the electricity in his city. 
Simba would end up becoming a  
c h a m p i o n  fi g h t e r  i n  a n 
a r e n a ,  e a r n i n g  t h e  n i c k -
n a m e  “ T h e  L i o n  K i n g , ”  
much to the delight of the “human 
imal” spectators.

“Their whole entertainment 
is watching these wild animals, 
pre-the-transformation, fight 
each other. This is really our 
society,” she says. “In fact, I did 
The Hunger Games before The 
Hunger Games.”

The dance form for these 
fight scenes would be inspired 
by different kinds of martial arts 
from around the world. But Simba 
would have his values tested 
when Timon and Pumba were 
caught and put in the ring. Not 

wanting to fight his friends (and 
with encouragement from Nala, 
who has turned up in the oasis), 
he would escape and return to 
Pride Rock to defeat Scar and 
restore water to his community.

In the end, Taymor and Disney 
decided not to use this concept, 
but to stick more closely to the 
action of the film. “I get why we 
didn’t do it,” she says. “First of 
all it would have been too long, 
and it took the story further 
probab ly  than they  needed 
to in feeling. And I agreed! So 
I  said,  ‘Okay, but I ’ve figured  
out what I need to do,’ and that’s 
when I came up with the animal 
head on the human.” Ultimately, 
the unique blend of puppetry  
and masks used in the produc-
tion ended up being one of its 
most lauded elements.

I n  f a c t ,  e ve r y t h i n g  t h a t 
worked in the final product came 
about because of the work she 
did on the concept they ended 
up abandoning.  Bes ides the 
raised masks (which also ensured 
she wouldn ’t  a l ienate  great 
actors who wouldn’t want to  
hide their faces), she figured out 
how to get a strong female char-
acter (make Rafiki a woman) and 
 h o w  t o  g e t  S i m b a  t o  t h e 
emot iona l  p l ace  neces sa r y 
f o r  t h e  b i g  e n d i n g  ( w h i c h 

w o u l d  b e  a l m o s t  e x a c t l y  
the same in either version). “Every-
thing that I was dealing with in 
the process was addressed here,” 
Taymor says, “and then when  
we decided not to do that version, 
I took all of what I learned and  
put it in.”

Sometimes, she suggests, you 
have to let your imagination run 
truly wild to come up with a com-
pelling piece of art. “That’s criti-
cal in the process,” Taymor says.

I t ’ s  a  p h i l o s o p h y  t h a t ’ s 
paid off for the director, who 
is winning three awards this 
season: she wi l l  be inducted 
into the Theatre Hall of Fame, 
honored by Bridges of Under-
standing, and she will receive 
the William Shakespeare Award 
for Classical Theatre from the 
Shakespeare Theatre Company. 
She’s also in the early stages of 
planning feature film adaptations 
of two of her stage productions, 
the musical Juan Darien and the 
opera Grendel, and has several 
other TV and theater projects 
in the works. But she still finds 
time for The Lion King—she was 
recently working on the Mexican 
production of the show, and will 
soon visit China to work on the 
Mandarin version.

The Lion King‘s success, 18 
years after it first opened on 

Broadway, boils down to one 
question. “What can you learn 
from being free?” Taymor asks. 
“Everything is a good idea until 
it’s badly rendered.”
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Tony Award-winning director 
and designer Julie Taymor, 
along with designer Michael 
Curry, hand sculpted and 
painted every prototype mask 
that now appears in the iconic 
“Circle of Life” opening of the 
show.

It took approximately 37,000 
hours to build all the puppets and 
masks; which is over 1,542 days!

There are 232 puppets in the 
show, including rod, shadow and 
full-sized puppets. Some of these 
were even inspired by Japanese 
Bunraku puppetry.

With  the masks ,  Taymor 
created what  she ca l l s  “ the 
double event” which enables the 
audience to see the characters 
as animal and human at the same 
time.

Mufasa ’s  mask  we ighs  1 1 

ounces, Scar’s mask weighs seven 
ounces and Sarabi’s mask is just 
four ounces. The masks, along 
with many others used in the 
show, are extremely lightweight 
( just under one pound) and are 
comprised of sil icone rubber 
(to form the mask imprint) with 
carbon graphite overlay – the 
same durable material used to 
build airplanes. Over 750 pounds 
of silicone rubber were used to 
make the masks.

Scar and Mufasa each wear 
two different masks: one moves 
and one is a stationary headdress.

The tal lest animals in the 
show are the four, 18-foot exotic 
giraffes from “I Just Can’t Wait 
to Be King.” The two giraffes in 
“Circle of Life” are 14 feet high. 
Two actors  tra ined in  st i l t–
walking, climb 6-foot ladders to 
fit inside the puppets, mount 

All you need to  
know about its  
puppets and masks

stilts and enter stage left to cross 
the stage.

The largest and longest animal 
in the show is the Elephant (nick-
named “Bertha” by the back stage 
crew when the show premiered 
in 1997). At 13 feet long and 9 
feet wide, the puppet requires 
four actors to carefully walk her 
down the orchestra aisle. When 
not occupied by the actors, the 
puppet can collapse down flat for 
convenient backstage storage.

The smallest animal is the 
trick mouse at the end of Scar’s 
cane at just five inches.

Zazu is the last animal to 
make his entrance on stage in the 
“Circle of Life” opening number.

The Timon meerkat puppet 
weighs 15 pounds.
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Cheetah  Costume Mufasa Costume

Caption HereCaption Here
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Bison Puppet

Caption Here
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Lioness Costumes

Caption Here
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Zebra Costumes

Caption Here
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Elephant Costume Gazelle Puppets

Caption Here Caption Here
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Inside the mind  
of The Lion King ’s  
choreographer
“I said, man, Disney? No way.”

The choreographer Garth 
Fagan was puzzled when Disney 
first called him in 1996 to ask 
if he might help create a little 
show cal led “The Lion King,” 
which returns next week to the 
Des Moines Civic Center. At the 
time, his best-known work was 
“Griot New York,” featuring jazz 
by Wynton Marsalis and a steamy 
duet for a man and woman, both 
of whom were topless. It wasn’t 
exactly Disney material.

“In my generation, Disney 
was ‘Sleeping Beauty’ and ‘Snow 
White’ and all that prince–and–
princess stuff,” Fagan, 74, said 
over the phone from his home 
in Rochester, N.Y. 

He’d never seen the ani -
mated “Lion King” movie, so he 
borrowed a copy from a friend 

with kids. He watched the story 
about a  l ion cub who over-
throws a nasty uncle and a pack 
of hyenas to become king of the 
African savannah and a hero to 
its denizens, such as a meerkat, a 
warthog and a wise baboon.

“I fell madly in love with it,” 
he said. “I saw the potential for 
bigger and better things.”

Fagan ’s  namesake dance 
company has done lots of bigger 
and better things since its found-
ing in 1970, including a success-
ful visit to the Civic Center two 
years ago. The Jamaican-born 
choreographer’s style is a mix of 
ballet and modern dance, spiced 
up with his Afro–Caribbean roots.

But “The Lion King” was a dif-
ferent beast. Not only did Fagan 
have to meet tight deadlines, his 
dancers had to work within the 4- 
or 5–minute songs of Elton John’s 

score, around scenic elements 
like Pride Rock, and often within 
cumbersome animal costumes. 
Their elaborate headdresses 
changed the dancers’ centers of 
gravity. Their extended wings and 
tusks changed how tightly they 
could turn without knocking one 
another to the floor.

But  the i r  work  pa id  off. 
Fagan’s choreography went on 
to win one of the show’s six 
Tony Awards, along with Best 
Musical and Best Direction, by 
Julie Taymor. The show has since 
launched a whole herd of produc-
tions worldwide, and it became 
the first musical to rake in more 
than $1 billion in gross sales.

Fagan never predicted i t 
would turn into such a big deal. 
But it was Disney, after all , so 
he wanted to make the most of 
it. He tossed in lots of styles — 

ballet, modern, jazz and hip-hop 
— so that mass audiences could 
see a range of dancing, he said, 
“as opposed to most Broadway 
shows, where it’s step, step, kick, 
smile, jiggle–jiggle — and you 
know what they’re jiggling.”

Fagan has noticed a gradual 
improvement in musical chore-
ography since “The Lion King” 
pounced onto Broadway in 1997. 
“War Horse” borrowed moves 
from the animal kingdom, too, 
but even what Fagan calls “old–
fashioned cutesy–pie” shows 
have added “a little more dazzle 
and better technique.”

“Instead of just kick–kick–kick, 
now it’s kick-and-turn and kick-
and-jump,” he said.

On stage or savannah, only 
the fittest survive.

Animal instincts

30 31

Since “The Lion King” is set in 
Africa, audiences tend to assume 
all of the visual imagery is African. 
But director Julie Taymor, who 
designed the costumes, and cho-
reographer Garth Fagan, found 
inspiration all over the world.

The gazelles. The herds of 
shadow puppets that leap across 
the sunlit savannah draw from 
centuries–old puppet traditions 
developed on the Indonesian 
islands of Bali and Java.

The cheetah. Fagan instructed 
this dancer “to be the sexiest 
cheetah on the savannah.” He 
choreographed modern–dance 
moves that isolate her shoulders, 
rolling them “back and back and 
forward and forward to make all 
the male cheetahs come running,” 
he said, because he wanted to 
emphasize the character’s femi-
nine and feline qualities. “She is 
sexy but she would tear you to 
smithereens for a meal.”

The meerkat and warthog. 
Puppeteers operate the hero’s 
sidekicks, Timon and Pumbaa, 
with sticks to control their limbs, 
like many of the puppets from 
“Sesame Street” or “Avenue Q.” 
The technique borrows from a 
late–1600s Japanese style called 
Bunraku.

The lioness. Fagan based the 

character’s moves on his cat-lov-
ing daughter. “I’m a dog person. 
I didn’t like cats at all,” he said. 
But he changed his mind after his 
daughter died in a car accident. 
When he choreographed the 
role, he thought, “OK, baby, this 
one’s for you.”
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Zebra Costumes

Caption Here

I found many images from 
different sites including: 
TimeOut, Beyond, and 
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Creative Brief
The content of my exhibition catalog is 
an in depth review and description of not 
only these three broadway musicals, but 
also the behind-the-scenes content that 
was needed to put on the shows. The 
three braodway musicals I chose are:  
The Lion King, Wicked, and Les Misera-
bles. My ultimate goal is to inform the 
public in an informal way about these 
amazing shows and give them an inside 
look on the techinical aspects of what 
take to put them on. 

Instead of having the exhibition in a local  
museum, this will be shown at high schools 
from around the country. At most 10 schools 
chosen at random. This exhibition will be 
shown at any type of school. Not just priviliged 
stuents and neighborhoods will have access 
to this knowledge, but some poorer neighbor-
hoods in the Bronx (for example) could also 
have the show if so choose to. The show will 
be held about an hour after classes had ended 
for the day and be open to the public for two 
to three hours into the night. It will be held 
at each school for three to four days, giving 
the community maybe options to come view 
the exhibition. The last day at each school 
will have the exhibition during the school day 
towards the end of the day so students have 
the opprutunity to see it before the end of the 
show. All throughout the exhibition, everyone 
will have the option to buy the catalog.  
Possibly the Theatre Department at the school 
would want a copy. Or a student who was 
really inspired by the show. Or maybe one of 
the parents used to be in broadway (local or  
national) and would love a copy to show his 
children or relatives, or use it as a classic  

My ideal audiance is students and their  
teachers. I beleve that seeing big images of 
the musicals will insipre students into possibly, 
eventually majoring in one of those profes-
sions. Not only the acting, but lighting roles, 
writing sheet music or choreography. This 
exhibition will have all the professions in major 
examples to dipict how far dreams can go if the 
students work hard enough to get there. 

During the exhibition, students and families 
would hopefully feel amazed and and a huge 
respect for the people who came together to 
put on the show. After they are done looking at 

working in the braodway industry is an amaz-
ing profession.

The physical format of the exhibition catalog 
will be a wide set, square book with a big cover 
image and block type. Something that will 
grab your attention from far away, something 
that will make you want to pick it up beacuse 
it looks so interesting. I want it to lok like an 

to pick up and look at and learn something 
without too much thinking. 
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