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Rodgers and Hammerstein waited 12 years to turn their greatest musical 
triumph OKLAHOMA! into a blockbuster film, and they certainly got 

what they wanted — monumental images, soaring romance, 
and a lovely version of their score with Gordon MacRae 

as Curly and introducing Shirley Jones as Laurey. 
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CAST 

(In order of appearance on album) 

CURLY. 

AUNT ELLER. 

LAUREY . 

WILL PARKER. 

ADO ANNIE CARNES 

JUD FRY. 

ANDREW CARNES .. 

.GORDON MACRAE 

.CHARLOTTE GREENWOOD 

.SHIRLEY JONES 

.GENE NELSON 

.GLORIA GRAHAME 

.ROD STEIGER 

.JAMES WHITMORE 
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The action takes place in the Oklahoma territory, in the 
days just after the turn of the 20th century. 

Q] OVERTURE.4.51 
Orchestra 

0 OH, WHAT A BEAUTIFUL MORNIN'.2.35 
Gordon MacRae 

0 THE SURREY WITH THE FRINGE ON TOP.4.52 
Gordon MacRae, Shirley Jones, Charlotte Greenwood 

0 KANSAS CITY.2.34 
Gene Nelson, Charlotte Greenwood, Men's Chorus 

0 I CAIN'T SAY NO.3.09 
Gloria Grahame 

0 MANY A NEW DAY.3.08 
Shirley Jones and Girl's Chorus 
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Performance rights to this performance can be licensed from 
The R&H Theatre Library 

(Tel: 212-541-6900 / Fax: 212-586-6155) 

0 PEOPLE WILL SAY WE'RE IN LOVE.4.20 
Gordon MacRae, Shirley Jones 

0 PORE JUD IS DAID.4.15 
Gordon MacRae, Rod Steiger 

0 OUT OF MY DREAMS.2.23 
Shirley Jones and Girl's Chorus 

0 THE FARMER AND THE COWMAN.2.57 
Gordon MacRae, Charlotte Greenwood, Gene Nelson, Jay FI ip pen, 
James Whitmore, Gloria Grahame, Mixed Chorus 

0 ALL ER NOTHIN'.2.58 
Gloria Grahame, Gene Nelson 

0 OKLAHOMA.3.16 
Gordon MacRae, Charlotte Greenwood, James Whitmore, 
Shirley Jones, Jay Flippen, Mixed Chorus 

41.37 

The film version of Oklahoma! opened in New York at the Rivoli Theatre on 
October 11, 1955 in the widescreen Todd-AO format, followed by a limited 
national release. On November 1, 1956, it was released in the alternate 

Cinemascope version by 20th Century-Fox. The film was based on the original 
Broadway production (which was based on Lynn Riggs’ play Green Grow the 

Lilacs) that opened March 31, 1943 at the St. James Theatre 
and closed May 29, 1948, running 2,212 performances. 
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Oklahoma! was originally recorded on May 11, 1955 and released on August 1, 
1955. It debuted on the Billboard charts on September 17, 1955, reached #1, held 
that position for 4 weeks, and remained on the charts for 305 weeks. Oklahoma! 
has been certified double platinum by the Recording Industry Association of America. 
Oklahoma! won Academy Awards for Best Sound Recording and Best Scoring of a 
Musical Film. 

Music: Richard Rodgers 
Book and Lyrics: Oscar Hammerstein II 
Producer: Arthur Hornblow, Jr. 
Photography: All photos courtesy of Photofest 
Ballet Music: Peter Matz 
Director: Fred Zinnemann 
Musical Arrangements: Robert Russell Bennett 
Conductor: Jay Blackton 
Music Coordinator: Robert Heifer 
Remastering: Robert Norberg 
Publisher: Williamson Music 
ZDM 7 64691 2 
® Capitol Records, 1955 ,-. 
© Angel Records, 1993 1ADDJ 
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OKLAHOMA! 

Oklahoma! is the defining moment for the 
modern American musical. 

It is the great watershed event. All other 
musicals either came before it or followed it. 
It is such a fact of life in the American theater 
that its importance can be taken for granted. 
Maybe there are greater musicals. Certainly 
there are more daring ones. The form itself 
has grown more sophisticated in the last half- 
century. But what happened on the night of 
March 31, 1943 on the stage of Broadway’s 
St. James Theatre changed forever the way 
American musical theater would sound, look, 
and communicate. It was a revolution. A 
revolution dressed up in amiable down-home 
humor, irresistible songs, fluid and balletic 
dancing, and — in the grimmest days of World 
War II — a vibrant, all-American sense of 
hope. 

What seemed like magic, though, had been 
— just weeks before — a not terribly 
promising show called Away We Go! (because 
no one could think of a better title), put 
together by a group of people who were badly 
in need of a Broadway hit. 

Composer Richard Rodgers and lyricist- 
librettist Oscar Hammerstein II were teaming 
up for the first time, at a point of mutual 
personal need: Rodgers’ long collaboration 
with the troubled lyricist Lorenz Hart was 
coming to a bitter and tragic end, and 
Hammerstein hadn’t been associated with a 
hit in a decade. The choreographer Agnes 
DeMille was a Broadway novice, and the 
director Rouben Mamoulian wasn’t as 

comfortable with the form (though he’d staged 
the premiere of Porgy and Bess) as Rodgers 
and Hammerstein had hoped he’d be. The 
producing organization, the Theatre Guild, was 
prestigious. But it, too, had fallen on hard 
times. The Guild’s directors, Lawrence 
Langner and Theresa Helburn, had suggested 
this musical version of Lynn Riggs’ play Green 
Grow the Lilacs mainly because they 
controlled the rights to the play and 
desperately needed an easily assembled hit 
show to restore the Guild’s fortunes. 

In the difficult struggle to raise backing, 
Helburn hit on the then-novel idea of getting a 
movie studio to invest in the Broadway 
production of Oklahoma!, with part of the deal 
involving the film rights to the new musical. 

MGM was the likeliest candidate, since it 
held the necessary film rights to Riggs’ play. 
The studio passed on the idea, though 
Helburn got MGM to agree to sell those rights 
to the show’s investors within 30 days of the 
musical’s opening. The upshot of MGM’s 
decision was that Rodgers, Hammerstein, and 
the Theatre Guild were able to exercise that 
option and snap up the studio’s film rights to 
Green Grow the Lilacs — which, as Rodgers 
wrote, they did within 30 hours of 
Oklahoma!’s opening — in order to own, free 
and clear, one of the richest potential film 
properties since Gone With the Wind. 

Back in 1942, Rodgers, a Connecticut 
neighbor of the Theatre Guild’s Langner and 
Helburn, was approached about writing a 
musical version of Green Grow the Lilacs at a 
time when he began to see his working 
relationship collapse with the tragic, 
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chronically alcoholic Hart. Rodgers saw a 
musical in the material. Hammerstein was 
available, and he was excited about the 
project, too. But Rodgers and Hart agreed to 
part for this project, with Hart — drowning in 
his own problems but no doubt hurt by 
Rodgers’ determination —telling his partner 
that he thought a musical version of Green 
Grow the Lilacs was a mistake. 

From the start, Rodgers and Hammerstein 
couldn’t have been luckier with each other. 

Both were industrious hard workers, 
methodical about their craft, and they were 
rich in experience when they began working 
together. There was no need for questions. 
They just started writing the show, usually with 
Hammerstein supplying the lyrics first. 
Rodgers respected his new partner’s 
understanding of form and, after years of 
struggling with the brilliant but undependable 
Hart, he loved Hammerstein’s quiet assurance 
and his ability to deliver extraordinary work on 
time. 

Not that getting Oklahoma! on its feet was 
easy, though. With an unknown cast — Alfred 
Drake, Joan Roberts, and Celeste Holm would 
all be overnight sensations on April 1 — and 
very little enthusiasm from the theater 
community, the show couldn’t stir up any 
excitement, much less money. Backers’ 
auditions yielded little support, and it was a 
hearty band of true believers who took the big 
risk on this unusual project. 

So strong was the response in New Haven 
that the original title was dropped in favor of 
Oklahoma!, though it was too late to change 
the posters for Boston. One song was 
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scrapped (BOYS AND GIRLS LIKE YOU AND 
ME) between New Haven and Boston, and the 
title song became a choral number instead of 
a solo for Curly. All that was left was for the 
public to discover the show. And it did, it did. 

Oklahoma! had hit Broadway with an impact 
unprecedented for a musical. The original 
cast recording was born with Oklahoma!, the 
idea of Jack Kapp of Decca Records, one that 
Rodgers and Hammerstein enthusiastically 
embraced. In artistic and business terms, the 
show established new standards for the 
musical theater, and its instant popularity — 
with a nation consumed with fighting World 
War II — went far beyond anyone’s 
expectations. So why did it take 12 years for 
Oklahoma! to reach the screen? 

Probably the only thing Rodgers and 
Hammerstein did as brilliantly as writing 
musicals was managing their business affairs. 
They decided simply to sit on the film rights, 
despite a number of tempting offers, as long 
as Oklahoma! was running on Broadway. 
Paramount Pictures, for one — so convinced 
that distribution alone would be lucrative 
enough — had offered Rodgers and 
Hammerstein nothing less than 100% of the 
profits from a film version of Oklahoma! 

By the time Oklahoma! closed on Broadway 
— on May 29, 1948, a record-breaking five 
years and nine weeks after opening — 
Rodgers and Hammerstein were at work on 
South Pacific, a show that would eventually 
challenge the popularity and success of 
Oklahoma! They were too busy to make a 
decision about the Oklahoma! film rights and, 
anyway, what was the rush? The show was 

still touring, with great success, and 
international audiences were discovering it. 
The delay paid off in another way. In 1951, 
Rodgers and Hammerstein were able to 
purchase the other investors’ interest in the 
show (for $851,000) and own it outright. Still, 
though, no film plans were forthcoming. 

What changed their minds was an invitation 
in 1953 to take a look at a dramatic new 
widescreen film process called Todd-AO. The 
inspiration for this innovation came from Mike 
Todd, the legendary producer and one-of-a-kind 
show business character. There’s more than 
a little irony here — Todd was allegedly the 
wiseguy who, after seeing part of Oklahoma! 
in its New Haven tryout, walked out and stuck 
his foot in his mouth about the chances for 
success of such a wholesome show with the 
famous prediction, “No legs, no jokes, no 
chance.” 

At Todd’s suggestion, the research staff at 
American Optical Company developed what 
became known as Todd-AO, a widescreen 
process much more efficient and sharper than 
the newly unveiled Cinerama, which required 
three projectors. In Todd-AO, a single source 
projected the image on a gigantic curved 
screen with a scope of 128 degrees. The 
sharpness and depth of field were astonishing 
— Hammerstein said it was like being In the 
scene — and the process included six-track 
stereophonic sound. Because of newly 
developed lenses, closeups gained 
dramatically in clarity and in their ultimate 
value to storytelling. Rodgers and 
Hammerstein were convinced that, at last, 
something had come along to actually 

enhance Oklahoma!, giving it a fresh identity 
in a new medium while preserving the values 
of the stage show. 

The process was owned by a new company 
called Magna Theatre Corporation, and one of 
its officers was Arthur Hornblow, Jr., a classy 
fellow whom Rodgers and Hammerstein had 
known in Hollywood in the 1930s. A deal to 
film Oklahoma! was moving toward a 
conclusion when, at an early meeting, Rodgers 
and Hammerstein were forced to witness a 
screaming fight between Todd and George 
Skouras, the president of Magna. This so 
appalled Rodgers that he wanted nothing 
further to do with them or their company. But 
he learned that Hammerstein and their 
attorney Howard Reinheimer closed the deal 
anyway a few days later. The deal was so 
sweet for them, financially as well as 
artistically, that Rodgers, who was offended at 
not being consulted, didn’t protest. He and 
Hammerstein eventually even became 
shareholders in Magna. 

Now they would be movie producers, too, 
through a new company called Rodgers and 
Hammerstein Pictures, Inc. In name, the film 
version of Oklahoma! was produced by 
Hornblow, but the key decisions were to be 
made by Rodgers and Hammerstein. They 
selected Sonya Levien and William Ludwig to 
transform Hammerstein’s stage libretto into a 
screenplay. 

The director they chose was Fred 
Zinnemann, the Austrian-born filmmaker who 
had directed High Noon, The Member of the 
Wedding, The Men, and The Search, and 
would shortly receive an Oscar for his direction 
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of From Here to Eternity. Zinnemann had 
never made a musical (and never would 
again), but that was part of the charm — here 
was the industry’s most esteemed new 
director, who promised to bring to this 
daunting project a fresh and intelligent 
perspective. 

Naturally, the filmmakers hoped to shoot 
exteriors for Oklahoma! in Oklahoma (most of 
the film would be shot on Hollywood 
soundstages, at MGM in Culver City). But too 
much commercial development in Oklahoma 
made filming there impossible, especially with 
the all-encompassing wide-angle lens to be 
used in the Todd-AO process. Kansas and 
Iowa had plenty of corn to grow “as high as an 
elephant’s eye” but they, too, lacked the 
vistas the film required. 

It was Hornblow who discovered, in a copy 
of Arizona Highways magazine, a picture of the 
lush, verdant valley that would be the film’s 
principal outdoor location, near the Mexican 
border — the San Rafael Valley, almost 40 
miles northeast of Nogales, Arizona. No 
development existed for miles and miles. 
There was even a suitable train station not far 
away. 

In Hugh Fordin’s biography of Hammerstein 
Getting To Know Him, there is an amusing 
account of the efforts to grow corn at a 
location some distance from Nogales, on 
uncultivated land at an altitude of 5,000 feet 
with no natural water supply. The fertile 
cornfield was necessary for the opening of the 
film, when Curly wanders among the stalks 
singing OH, WHAT A BEAUTIFUL MORNIN’. 
The corn was planted in January of 1954, in 
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order to be at its elephant’s-eye peak in 
midsummer for shooting. At great expense, 
each stalk was tended individually and 
watered regularly. The results weren’t 
encouraging at first, then nature began to 
cooperate. The corn grew with a vengeance. 
Colossal, almost mutant stalks of corn, 
reaching 16 feet, greeted Hammerstein when 
he arrived on location. 

“It looks,” he quipped, “as high as the eye 
of an elephant who is standing on another 
elephant.” 

We can only wonder what the film would 
have been like with Paul Newman or James 
Dean as Curly, Joanne Woodward as Laurey, 
and Eli Wallach or Richard Burton as Jud Fry. 
For they were all seriously in contention for 
these roles. Rodgers and Hammerstein had 
seen Newman in the Broadway production of 
Picnic and had recommended him for 
consideration. Zinnemann found him 
handsome but inexperienced and stiff. The 
director liked Newman’s personality, though, 
even though he said he wished the actor had 
more “cockiness and bravado”. 

Zinnemann was more impressed with Dean. 
The director’s wife had seen Dean on TV, and 
a meeting was set up in Manhattan at the 
Hotel Pierre. Dean was late and disheveled, 
but Zinnemann was intrigued and a screen 
test was planned. The scene was the PORE 
JUD IS DAID number, and Dean filmed it — 
doing his own singing — with Rod Steiger, 
who had been cast as Jud. Zinnemann called 
the test “a classic”. Yet Dean didn’t get the 
part, which eventually went to the handsome 
singer Gordon MacRae. 

Shirley Jones as Laurey. 

Aside from Steiger — and Gloria Grahame, 
taking a breather from late film noir to play 
Ado Annie — the casting reverted to the logic 
of Broadway instead of Hollywood. 

Rodgers and Hammerstein had been 
nurturing for several years the career of a 
lovely young soprano named Shirley Jones. It 
wasn’t long before she was singing for them 
again, this time for Laurey in the film of 
Oklahoma! Zinnemann and Hornblow had 
wanted a star, and they had to be convinced 
Jones was up to the burden of carrying part of 
an epic film. She was flown to Hollywood to 
test with MacRae, and her radiant beauty and 
lovely voice won everyone over. At little more 
than 20 years of age, Shirley Jones — only a 
year before, just an ambitious girl from 
Smithton, Pa. — was about to become a 
movie star. 

In his autobiography, Zinnemann states 
that the Oklahoma! shoot was largely trouble- 
free and a pleasure. Rodgers, in his memoirs, 
was curiously dismissive of the whole 
experience. He said he liked the visual 
grandeur Todd-AO offered but thought the 
story’s intimacy was lost. He also said, “I 
don’t think the casting was totally 
satisfactory,” typically without saying why. It’s 
interesting, though, that neither he nor 
Hammerstein ever became so closely 
associated with a film again. 

Agnes DeMille recreated her dances for the 
film, with the tricky task of opening them up to 
take advantage of the widescreen image. She 
and Rodgers were on bad terms throughout 
much of the filming of Oklahoma! She locked 
him out of a soundstage, where a dance 
rehearsal was underway. He complained 
about her altered choreography and even fired 
two of her dancers, after Zinnemann had 
approved them. She fought back. He 
asserted his considerable power, since he 
usually spoke for Hammerstein, too. It did not 
end well. 

Principal photography was expensive and 
time-consuming — because of the new 
format, everything was shot in duplicate, in 
conventional Cinemascope as well as in the 
Todd-AO format — but it went largely without 
crisis. Sadly, the reason for the excitement 
over the film version of Oklahoma! is lost on 
most viewers, certainly on those who 
encounter it on home video. The Todd-AO 
version is almost never seen, with the more 
conventional Cinemascope version having 
become the standard point of reference. 
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Zinnemann, in his autobiography, decried the 
treatment Oklahoma! has received, noting, “It 
is truly shameful to see how the opening of 
the film has been chopped to accommodate 
an overture.” 

Set in the days before the land rush in what 
is now the state of Oklahoma, the story 
begins on a radiant morning. A local ranch 
hand named Curly wanders by (OH, WHAT A 
BEAUTIFUL MORNIN’) and greets the cheery 
Aunt Eller. Curly really wants to invite Laurey, 
Aunt Eller’s niece, to the box social that night. 
Laurey and Curly spar with each other good- 
naturedly, with her spurning him because he 
can’t take her out in the style to which she 
wants to be accustomed (THE SURREY WITH 
THE FRINGE ON TOP). 

In the meantime, Will Parker, a wild young 
neighbor, has just returned with stories of the 
big city (KANSAS CITY). Will’s erstwhile fiance 
Ado Annie Carnes has become involved with a 
traveling salesman (I CAIN’T SAY NO). Laurey 
has angered Curly by accepting a date to the 
box social with Jud Fry, the sinister hired 
hand. When Curly is still playing games with 
her, she tells her friends how little she cares 
(MANY A NEW DAY). They talk again, though, 

and Laurey is coy about what people will think 
(PEOPLE WILL SAY WE’RE IN LOVE). She’s 
still giving Curly a hard time, so Curly goes 
down to smokehouse where Jud lives to see 

what the fuss is all about. 
The tormented Jud does not welcome Curly, 

and he is even more upset by Curly’s 
suggestion — that if he hanged himself, it 
would be the first popular thing he ever did 
(PORE JUD IS DAID). As they prepare to leave 
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for the party, Laurey is suddenly uncertain and 
wants more time to understand what Curly 
means to her (OUT OF MY DREAMS). 

At the party, Judge Andrew Carnes, Ado 
Annie’s father, tries to bridge the antipathy 
between the two warring groups of settlers 
(THE FARMER AND THE COWMAN). The 
partygoers begin to bid on hampers of home- 
cooked food, and a duel of bids ensues 
between Jud and Curly for Laurey’s hamper. 
Curly wins. Ado Annie and Will Parker finally 
set a date, though there have to be a few new 
rules for the bride-to-be (ALL ER NOTHIN’). 
Jud dances off with Laurey and forces himself 
on her. Disgusted she fires him and breaks 
down when Curly finds her. They admit their 

love for each other. 
Three weeks later, they are married. Jud 

reappears and, when he tries to kiss Laurey, 
Curly attacks him. In the fight between them, 
Jud falls on his knife and is killed. Although 
the sheriff Cord Elam wants to jail Curly, Judge 
Carnes holds court then and there and 
pronounces Curly not guilty. A celebration of a 
promising new life breaks out (OKLAHOMA), 
and the lovers take off on their honeymoon. 

When it opened at the Rivoli Theatre in New 
York, Oklahoma!’s reserved-seat tickets were 
scaled between unheard-of prices of $2.75 
and $3.50. Audiences flocked to see it. But 
there were distribution problems created by 
the unusual nature of the production — 
Magna was a new company and didn’t have 
the distribution setup needed to sell the film 
properly. Also, the big selling point (the 
spectacular Todd-AO images) was restricted to 
the very few theaters in large cities equipped 

to handle it. A year later, Oklahoma! was re- 
released in the Cinemascope format by 20th 
Century-Fox, and it became a perennial in 
theaters and on pre-cable television — 
always, though, compromised by the absence 
of the ultimate, Todd-AO version. 

Oklahoma! made a number of critics’ 10- 
best lists, and was nominated for three 
Academy Awards — for film editing, sound 
recording, and scoring of a musical film, 

Gordon MacRae (Curly) and 
Rod Steiger (Jud) in the smokehouse. 

winning in the later two categories. The 
original soundtrack recording, released 
immediately by Capitol Records, was an 
instant bestseller. Throughout the history of 
long-playing records, it remained in the 
catalog, and the quality of the original 
recording made it a bestseller all over again 
with the advent of home stereo reproduction. 

Oklahoma! has come so far from that 

magical opening night on Broadway in 1943. 
But some things never change. The quiet 
shiver of anticipation as Curly begins singing 
OH, WHAT A BEAUTIFUL MORNIN’. The jaunty, 
almost heartbreaking sense of anticipation in 
THE SURREY WITH THE FRINGE ON TOP. The 
soaring romance of OUT OF MY DREAMS and 
PEOPLE WILL SAY WE’RE IN LOVE. Oh, yes, 
and that vibrant, all-American sense of hope 
that so enchanted wartime audiences? That 
never seems to grow old, either, in any 
medium. It just sounds better when Rodgers 
and Hammerstein make it sing. 

— DAVID FOIL 

A Dream Come True: Shirley Jones and Oklahoma! 

That innocent glow Shirley Jones has in the 
film version of Oklahoma! is the real thing. 
Methods can’t teach it. The star of what was 
the grandest and most expensive film musical 
of its day was little more than a year out of 
rural Pennsylvania and barely 20 years old 
when she became a movie star. 

Show business legends don’t get much 
better than the story of Shirley Jones’ big 

break. Not that she knew that at the time. 
“I thought," Jones remembered, laughing, 

“that this was the way it happened to 
everybody.” 

The beautiful teen-ager — the previous 
year’s Miss Pittsburgh — had turned up on 
Broadway one day in 1952 to audition for John 
Fearnley, the Rodgers and Hammerstein 
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casting director. Jones was one of dozens of 
singers answering a call for chorus 
replacements for South Pacific. What Fearnley 
heard impressed him, so he went across the 
street to get Richard Rodgers, who was 
rehearsing the City Center orchestra at the St. 
James Theatre. Jones had no idea she was 
singing for Rodgers until he asked if she could 
wait for half an hour: he wanted Oscar 

Gordon MacRae (Curly) sings 
OH, WHAT A BEAUTIFUL MORNIN'. 

Hammerstein to come over and hear her. Her 
accompanist had to leave, so Rodgers 
suggested she simply return with him to the 
St. James, where she could sing through 
some songs from Oklahoma! with the 
orchestra. 

Hammerstein arrived, listened, and 
concurred with Rodgers’ excitement. In a 
matter of minutes, Jones was offered a spot 
in the South Pacific chorus, where they could 
keep an eye on her. She became the first and 
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only performer ever to be put under personal 
contract to Rodgers and Hammerstein. 

When South Pacific closed and Jones 
auditioned for a road company of The King and 
/, they kept her in New York by offering her a 
supporting role in their new show Me and 
Juliet. Rodgers and Hammerstein had their 
reasons for doing this, which became clear 
when they asked her once again to sing 
through Laurey’s songs in Oklahoma! She 
proved to be every bit the natural they 
expected her to be. And Fred Zinnemann, who 
was to direct Oklahoma! on the screen, 
agreed after her screen test. 

“When I finished the test,” Jones recalled, 
“Fred asked me, ‘Have you ever acted for 
camera before?’ I told him no, and he said, ‘I 
cannot believe it — you’re a natural. Don’t 
change anything.’ I think one of his biggest 
fears was that I was going to come back Mary 
Movie-Star, with a lot of ideas. He liked the 
fact that I was a sponge, so malleable.” 

Rodgers, Hammerstein, and Zinnemann 
controlled the production of Oklahoma! Jones 
said that everyone involved had so much 
respect for the three of them — “None of us 
wanted to cross them, in any way” — that the 
filming was largely free of temperament. 

“I was so na'ive that I didn’t realize what 
had happened to me,” she said of the 
experience. “People say, ‘My gosh, weren’t 
you scared at that audition?’ or ‘Weren’t you 
afraid to tackle such a major motion picture?’ 
And I really think I was so green and so naive 
— so young — that I thought this happened to 
everybody. It was that simple. And, yet, after 
we finished filming — which took a year, and 

then I was on a publicity tour, which took 
another year — then it started to kick in a 
little bit. I began to realize, ‘Hey, this is some 
big thing we just did here.’ " 

After the film version of Oklahoma! 
opened, Jones was cast in a special stage 
production of the show that was performed in 
Europe. Playing opposite her was Jack 
Cassidy, who became her first husband. Jones 
said the experience made her regret never 
having played Laurey onstage prior to the film. 

“I had a chance to work with Rouben 
Mamoulian, who directed the original 
production, and he was the only person who 
knew these characters that well. He gave me 
some bits of direction and enlightenment as 
to the role of Laurey and her relationship with 
other characters that I didn’t have in the 
movie. I really wish I’d had the time to study 
the character a little bit more, although, let’s 
face it, she’s a pretty simple character. But 
still it was my first movie, and I wished I’d had 
the experience.” 

Jones said she saw Oklahoma! again some 
35 years after it was shot, when the 
monumental, rarely seen Todd-AO version was 
screened in Hollywood. She was pleased. 

“My God, it was glorious! So beautiful, 
and the sound was spectacular... you know, 
it’s as though I’m watching somebody else. 
It’s like, ‘Who was that little girl?’ But I’m 
pleased. I see a simple young woman doing 
the best she can in a wonderful role. I just 
enjoy it with everybody else.” 

— DAVID FOIL 

Also available in this series: 
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NOW EVERYONE CAN SEE IT 

AT POPULAR PRICES! 

STARRING 

GORDON MacRAE ■ GLORIA GRAHAME SHIRLEY I0NES ■ GENE NELSON 
CHARLOTTE GREENWOOD-EDDIE ALBERT IflMES WHI1M0RE ROD STEIGES 

HOARD RODGERS OSCAR HAMMERSTEINII JffiLls 
-.ARTHUR HORNBLOW.k._FRED ZINNEMANN AGNES De MULE 

A MAGNA PRODUCTION OiStribiitfd l)v .'<)»> CENTURYsfOX 




