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 “Passage for Two”
Stefanie Batten Bland  
& Alex Timbers

Stefanie Batten Bland is a winner of many awards including the 2014 Joffrey 
Ballet Choreographer of Color Award; 2014/2015 Alvin Ailey Foundation New 
Directions Choreography Lab Fellow; 2015 Kevin Spacey Foundation Artists 
Choice Awardee and 2016 Schoenberg Fellow of The Yard. Company SBB is an 
inter-continental dance theater company that blurs physical definitions to create 
fully orchestrated worlds rooted in community, highlighting the delicate threads 
that sew us to one another as people and to our planet. In 2008 while head cho-
reographer at the Paris Opera Comique, under the direction of Jérôme Savary, 
Stefanie founded Company SBB so that she might better investigate our human 
condition. In addition to her awards, her commission credits include Alvin Ailey 
II, Transitions Dance Company of London, Singapore’s Frontier Danceland, twice 
for Zenon Dance Company of MNLPS, “So You Think You Can Dance” — Poland, 
Guerlain Perfumes, Van Cleef & Arpels, Louis Vuitton, and for the 2012 French 
Presidential gala in Cannes France.
 Christopher Pennington, Executive Director of the Jerome Robbins 
Foundation described Stefanie Batten Bland’s work as, “vivid, subtly feral work 
that investigates humanity. Through movement, light, and sound, her creations 
explore our relationships to one another as people as well as our relationship 
with the world around us.”

Alex Timbers’ Broadway credits include Rocky (Drama Desk and Outer Critics 
Circle nominations for Best Director), Peter and the Starcatcher (co-director OBIE 
Award — Best Director, Tony nomination — Best Director), Bloody Bloody Andrew 
Jackson (also book writer; Drama Desk Award — Best Book, Lortel and Outer 
Critic Circle Awards — Best Musical, Tony nomination — Best Book), and The 
Pee-Wee Herman Show (HBO). His Off-Broadway credits include The Robber 
Bridegroom (Lortel Award — Best Revival), Here Lies Love (Lortel Award — Best 
Director, Drama Desk and Outer Critics nominations — Best Director, London 
Evening Standard Award), Love’s Labour’s Lost (also adaptor; Drama Desk nomi-
nation — Best Musical), A Very Merry Unauthorized Pageant (OBIE Award — Best 
Director), Gutenberg! (Drama Desk nomination — Best Director), and Hell 
House (Drama Desk nomination — Unique Theatrical Experience). In 2003, Alex 
co-founded the New York City performing arts space, The Tank. He is a former 
President of the Yale Dramat and created the downtown experimental theater 
company, Les Freres Corbusier.
 Ellen Sorrin, Vice-President of the Jerome Robbins Foundation, stated that, 
“Alex Timbers is part of a new generation of writers/directors who push the 
boundaries of subject matter and artistic content. His work on and off- Broadway 
as well as his artistic leadership of the theater company Les Freres Corbusier 
and his participation as a member of the creative team responsible for Mozart in 
the Jungle speak to his commitment to breaking new creative ground. We are 
honoring his fertile mind and his team approach to creating new work.”
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In 1970, Jerome Robbins established The Jerome Robbins Foundation with the intent to support dance, theater and their associative arts. Following the outbreak of AIDS, 
Mr. Robbins directed the Foundation’s resources almost exclusively to addressing the AIDS crisis. In 1995, Jerome Robbins wrote to the directors of his Foundation, “I 
would like there to be established a prize to some really greatly outstanding person or art institution. The prizes should lean toward the arts of dance and its associative 
collaborators but not necessarily be defined by that surround.” 
 Past recipients of the award include: New York City Ballet and Jennifer Tipton (2003); Brooklyn Academy of Music and Mikhail Baryshnikov (2005); San Francisco 
Ballet and Twyla Tharp (2008); Robert Wilson (2010); Harold Prince, Chita Rivera, and Stephen Sondheim (2013); and The Paris Opera Ballet (2014). In 2011, 
the award was shared by 30 New York City Ballet former principal ballerinas, all of whom worked with Jerome Robbins: Helene Alexopoulos, Alexandra Ansanelli, 
Merrill Ashley, Yvonne Borree, Maria Calegari, Suzanne Farrell, Judith Fugate, Melissa Hayden, Jillana, Nora Kaye, Allegra Kent, Gelsey Kirkland, Darci Kistler, Maria 
Kowroski, Tanaquil Le Clercq, Sara Leland, Lourdes Lopez, Kay Mazzo, Patricia McBride, Yvonne Mounsey, Kyra Nichols, Janet Reed, Jenifer Ringer, Melinda Roy, 
Stephanie Saland, Margaret Tracey, Violette Verdy, Heather Watts, Miranda Weese, and Wendy Whelan. 
 For the excellence that they have demonstrated through their work, the directors of The Jerome Robbins Foundation presented Stefanie Batten Bland and Alex 
Timbers with the Jerome Robbins Award. Ms. Bland, a choreographic artist and 2016 Bessie Schonberg Fellow is the Artistic Director of Company SBB. Mr. Timbers 
is a two-time Tony nominated playwright and theater director. Both were presented with the award in an event at the Jerome Robbins Theater in the Baryshnikov Arts 
Center in November 2016. 

 Wendy Whelan welcomed the two honorees to the Jerome Robbins 
extended artistic family by quoting Mr. Robbins: “Jerome Robbins once said, 
‘Everyone gets their kicks a different way. I enjoy seeing bodies and movement 
in time and in space, and to see the relationships between them. And it’s a joy 
to me to be able to build something, to be able to create something. To start 
with the empty volume of a stage, and see what happens. You have the form of 
space, and you have the form of music. Then you have the human body, which 
is another form, and to put all those three things together, to make something 
come alive, to create something out of that. That is exciting to me.” Ms. Whelan 
closed by saying, “To Stefanie and to Alex, we all say: the work you do, the art 
you make — that is exciting to us. Keep going.” 
 The awards were given as the culminating event in an evening that featured 
performances by artists who have worked with the honorees, and remarks by 
their fellow artists. 
 During the presentation, dancer, choreographer and teacher Francesca 
Harper described Stefanie Batten Bland: “She is a fellow native New Yorker 
who embodies the perfect marriage of humanity and equivocal strength. Stefanie 
has showed me how fine the line between our lives and our artistic experiences 
are. I find that this fine line between living and art is at the foundation of all of 
her creative work. Stephanie creates works that are rooted in community and 
highlights the delicate threads that connect us all to one another and our planet. 
She constructs immersive environments with installations ripe in poetic theatrical 
flavors that are emotionally driven.”
 Ms. Harper introduced Company SBB, who performed an excerpt from a 
full-length work titled PATIENT(CE). The dance art piece was accompanied by 
The Burnt Sugar Arkestra Chamber.

 In his remarks introducing the works of Alex Timbers, Jason Eagan, Artistic 
Director of Ars Nova, delivered a message from Oskar Eustis, Artistic Director at 
the Public Theater: “Alex is one of our most brilliant directors. An artist who com-
bines an immersive sense of pop culture with a deep interest in radical, theatrical 
techniques, he recognizes no boundaries between earnest exploration and joyous 
populism. He is a wonder.” Jason Eagan went on to convey his own thoughts on 
Alex: “At a relatively young age Alex’s body of work has been met with great suc-
cess, igniting a new generation of theater-goers who are enthusiastic followers of 
his imaginative ideas and exceptionally creative approach. His innate curiosity and 
intellect combine with a facility for creating highly stylized visual work has already 
made him a leader amongst his peers. Alex is also an exceptional collaborator, 
forming meaningful artistic partnerships, always in awe of the artistic contributions 
of everyone around him — so many of whom are here tonight.”
 Mr. Eagan introduced a series of musical numbers from shows directed by 
Alex Timbers, which were performed by Heath Calvert, Betsy Wolfe, Jose Llana, 
Eric William Morris, and Jo Lampert.  Finally, a video compilation titled “Working 
with Jerome Robbins” was shown, as was the pas de deux (aptly titled “Passage 
for Two”) from the 2010 film version of Jerome Robbins’ N.Y. Export: Opus Jazz. 
 The evening’s final remarks were delivered by lighting designer Jennifer 
Tipton, herself a recipient of the Jerome Robbins Award: “To Stefanie and Alex, a 
few words of wisdom from Jerome Robbins: ‘Every show brings its own problems 
and solutions. All one carries from one job to the next is an increasing amount 
of craft, patience, flexibility and the knowledge that whether one was successful 
or not in the last show has no bearing on the way the current job is going to turn 
out.’ And a few words from all of us here tonight for your continuing journey in 
the arts: May any wounds along the way become wisdom, May the kindness you 
return become a prism, May the next project always rebound you, And may light 
always surround you.”

Jennifer Tipton, Stefanie Batten Bland and Alex Timbers.

Members of Company SBB.

Performers who paid tribute to Alex Timbers.
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Photo taken by Jerome Robbins of a perfor-
mance of The Concert in Brussels (1958). 
From the collection of Jerome Robbins.

Musicians at a Gathering
by Gregory Victor

Whether The Concert or A Suite of Dances, where they share actual stage 
space, or Dances at a Gathering or The Goldberg Variations, where they are 
artistically inseparable, some of Jerome Robbins’ ballets rely just as much on 
the performance of the musician as the dancer. Indeed, this is the case with all 
ballets performed to live music, but in certain Robbins ballets the integral rela-
tionship between musician and dancer is more readily observed. For Robbins, 
who discovered dance after studying piano and violin as a child, the observation 
of the relationship between music and dance, between musician and dancer, 
was a lifelong exploration.
 Although many dancers have shared their experience of performing a 
Robbins ballet, few musicians have. In this article, some members of the New 
York City Ballet Orchestra, past and present, often unseen but definitely heard, 
give their perspectives on the collaborative event.
 Dances at a Gathering, choreographed in 1969, is performed by ten dancers 
and a solo pianist. The dancers grace the stage, while the pianist plays eighteen 
Chopin pieces on a stage apron built for ballets that use a solo piano accom-
paniment. Two years after choreographing Dances at a Gathering, Robbins 
choreographed The Goldberg Variations, another momentous work, set to 30 
piano variations of J. S. Bach that also places the pianist on the side apron. The 
demands of these two ballets on the solo pianist are great; both have perfor-
mance running times of over an hour, unusual for the standard ballet repertoire. 
 Cameron Grant played Dances at a Gathering at New York City Ballet 
for over twenty years. Cellist Ann Kim, a member of the New York City Ballet 
Orchestra since 2001, recently spoke with Cameron about their experiences 
playing Robbins ballets. Their complete conversation will appear in the next 
issue of this newsletter, but here are a few highlights of that interview, along with 
perspectives of some of Robbins’ ballets as seen by other musicians in the New 
York City Ballet Orchestra.

Cameron Grant Gordon Boelzner, the music director, said I should definitely 
start with The Goldberg Variations, because once you learn the tempos, you 
could play the ballet. The Chopin is more rubato specific, so that you have to 
know not just the tempos but all of the in-between stuff — the slowing down, the 
speeding up, the specific music that’s set to the steps — that’s probably not how 
you would play it in concert.

Ann Kim So, for Dances at a Gathering, you would really have to know the 
choreography quite well. 
CG Yes, that’s for sure. So he said to perform Goldberg first, which was fright-
ening enough. That was three and a half months of pure terror.

AK Well, you play it amazingly. How did you feel about your first performance?
CG You know, my first performance of anything is a blur, because I’m usually 
so nervous, and it kind of goes faster than it should go. I remember Jerry saying, 
after one of my performances of Goldberg, “It was too fast!” And I said, “What 
was too fast?” And he said, “The whole thing!”

AK The whole hour and fifteen minutes of it?
CG Yeah! As scared as I was, often, to play that piece — and I did it over the 
course of twenty-one years or something — I kept thinking, Next year, when I do 
it, or a couple of years from now, when I do it, it won’t be so nerve-racking. Then, 
standing backstage for the first performance every time, you’re like “Oh, my God! 
It’s me, only me for the next hour and fifteen minutes!” But I’ll tell you, when you 
get to the end of that piece and you play the Aria for the second time, which opens 
the piece and closes the piece — I would have tears in my eyes sometimes. I just 
felt like that hour and fifteen minutes had changed my life because it’s such an 
incredible piece, you know. It’s really Bach at his best. To me, that ballet pushed 
Robbins. It stretched him and he had to find ways to keep it interesting for an 
hour and fifteen minutes.
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Jerome Robbins in rehearsal for N.Y. Export: Opus Jazz (1958). From the collection of Jerome Robbins.

Conductor Werner Torkanowsky and  
Jerome Robbins during a European  
tour of Ballets: USA (1961). From the  
collection of Jerome Robbins. 

AK So you felt Jerome Robbins really understood the music.
CG He understood the music about as well as, I think, anybody except Balanchine. 
I think Balanchine understood at a deeper level. But Jerry was smart. I gotta hand 
it to him, when we did Berg’s Concerto for Violin, he was in the piano room con-
sulting with Gordon, so Gordon could explain, at a deeper level, what was going 
on in the music. He really went after depth. With Dances at a Gathering, what 
was interesting about my first performance was that it was in the same mold as 
Goldberg, as far as speed and nervousness. The thing that saved me was that 
in the cast were all these old hands, like Damian Woetzel and Kyra Nichols and 
people like that, and at that point, they were fairly familiar with it. So, doing it at 
the speed of light, for them, was like, “Wow! This is a challenge!”

AK Oh, how funny. So they adapted to you.
CG There was no choice. You have to go with the music. So they got done and 
I thought they were going to cut my head off, but they said, “ That was fun! We 
were seeing if we could keep up!” So their talent saved me and then I calmed 
down over the course of performances. It got so that I knew it better and I could 
pace myself. That’s kind of the key to surviving those ballets. When you first do 
them, at least when I first do them, I was dumb enough to just be nervous for the 
entire hour and fifteen minutes, or the Chopin for a whole hour. What you realize 
is that there are big spaces where you can kind of calm down and then really 
strategize a little bit. As it went on, I got smarter.

AK You knew how to pace yourself.
CG I realized that I had to cool out when I could and then be ready for those 
last ten minutes.

AK And how has your experience playing Dances at a Gathering and The 
Goldberg Variations evolved over the years?
CG Well, Dances was really interesting because the better you know it, the more 
you understand what Jerry was going for. The last words that Gordon Boelzner, 
who premiered it, heard from Jerry when he went out onstage were, “Just like 
class, baby. Just like class,” which meant playing it straight, you know. 

AK It’s similar to A Suite of Dances, where it’s all about the moves. You have to 
dance within the constraints of that, of his choreography. And yet once you’ve 
gotten his steps down, it’s all about making it seem casual . . . a sort of effortless, 
casual . . .
CG Right.

AK . . . that’s so hard to do. I’m sure dancers struggle with that. 
CG His famous words “Mark it, baby. Mark it.” What you want is for the dancers 
to feel totally free to give one hundred percent. But if they’re tense, wondering 
if they’re going to dance fast enough for this lousy tempo that you’re doing, 
then they’re not going to be at their best. With Richard Moredock, once, I was 
obsessing over how scared I was or something. He said, “You know, Cam, it’s 
not a recital.” In other words, it’s about the dance. And it helped me a lot. In my 
years here, I felt very free to play my best in that I wasn’t in the spotlight. I wasn’t 
proving anything to other musicians or to a musical public. It was actually freeing 
to be playing for a ballet public because I could do my thing and I think when I 
was at my best, it was okay. 
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Tiler Peck, Sara Mearns and Brittany Pollack in Jerome Robbins’ Dances at a Gathering.  
Photo by Paul Kolnik, courtesy of New York City Ballet/Communications and Special Projects.

Jerome Robbins, Jean-Pierre Frohlich, and Nancy McDill in rehearsal for Robbins’ Les Noces  
at New York City Ballet (1998). Photo by Danielle Freedman Mehler.

 Sometimes a solo is not always a solo. Such is the case with Robbins’ 
A Suite of Dances, a work created in 1994 featuring a single dancer onstage 
(Mikhail Baryshnikov in the original staging). This relationship, where the audi-
ence sees the music and dance being made together, also appeared in George 
Balanchine’s Duo Concertant, choreographed for the 1972 Stravinsky Festival. 
Although A Suite of Dances is a tour de force for the dancer, it is also a collabo-
ration with the onstage musician, who plays Bach’s unaccompanied cello music. 
When the lights come up, the dancer is sitting on the stage, at the feet of the 
cellist. The music compels the dancer into action. At the end of four Bach pieces, 
the dancer cartwheels toward the cellist, making an exuberant return home. 
 Robbins’ The Concert, set to the music of Chopin, went back to his child-
hood when a musical piece was briefly explained to him or when he was given its 
title, which might explain it all, whether “Butterfly Étude” or “Raindrop Prelude.” 
Such titles were not given by Chopin, and Robbins sought to restore the purity 
of the pieces. He said, “The Concert is my personal expression of an analogous 
experience, one which limits our field of imagination by means of certain special 
musical titles. In listening to a piece of music everyone interprets it in accordance 
with his state of soul, his preoccupations, and in so doing, he adds to its realiza-
tion and fulfillment.”
 Nancy McDill, a pianist at The School Of American Ballet and New York 
City Ballet for many years, described working with Robbins “The Concert is a 
blast to perform if you’re the pianist. There is collaboration between the pianist 
and the dancers because we’re interacting so much. The challenges come when 
something goes awry — page-turning issues, a dancer missing an entrance or 
falling, things like that. Every ballet performance is a collaboration between the 
musician and the dancer. Jerry was always prepared and had listened to many 
recordings of the piece he was to choreograph. He would choose a favorite, 
and that’s what we tried to emulate. I played for the choreography of 2 & 3 Part 

Inventions, a piano solo. He demanded that I play one of the inventions exactly as 
Glenn Gould had done, which was not the norm. Most pianists played the piece 
legato, emphasizing the suspensions in the music. Gould had played it staccato 
and Jerry insisted it must be so. I had no choice but to play it the way Gould had. 
On the other hand, I was given some freedom (within the tempo) for phrasing 
and other personal details. But, generally, there was no autonomy. He once told 
me where his house seat was and that if I wasn’t sure about a tempo, to look at 
him (in the audience) and he’d let me know what to do! I never looked.”
 James Saporito, Associate Principal Percussionist, shared his perspective on 
Robbins’ N.Y.: Export: Opus Jazz, which features a considerable timpani solo: “N.Y. 
Export: Opus Jazz, composed by Robert Prince, uses Third Stream techniques, a 
combination of classical and jazz music pioneered by Gunther Schuller. This style 
of music came to the vanguard in 1957, which is, coincidentally, the same year 
that Leonard Bernstein composed West Side Story. Prince’s score echoes a lot 
of Bernstein’s instrumentation, urban energy and jazz inflection. Robbins’ style 
of choreography in N.Y. Export: Opus Jazz is also similar to his choreography in 
West Side Story. The role of the drummer in these two pieces is central to their 
success. I approach these two pieces with the exact same concept: swinging as 
much as possible within the confines of the orchestra pit and the various tempo 
changes required by the dancers. After all, the drummer’s job is to support the 
dancers on stage even though I have featured solos. This music can really swing. 
Robbins, Prince and Bernstein were all of the same generation that saw the rise 
of Big Bands, the Swing era, and jazz as art forms that featured drum solos as 
an exciting climax to a performance. They incorporated this in their music and 
choreography. The NYCB dancers are very attuned to the drums and percussion 
in these pieces. They love it when I dig in a little more and play out. They react to 
that energy and dance with even more purpose.”
 Titled Opus 19/The Dreamer, after Prokofiev’s numeration of his Violin 
Concerto No. 1 in D Major, Robbins’ ballet was a work for two principal dancers, 
and an ensemble of 12. The most dramatic moments of the ballet arrive through 
the intimate strains of the solo violin that supply the ballet’s landscape.

 “New York City Ballet is  
an extraordinary instrument 
to create on.” —Jerome Robbins
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AK But how did you learn that?
KN By playing the pieces a hundred times. And going to rehearsals.

AK Do you watch?
KN That’s the thing. When I go to rehearsals, I don’t turn away from them. It’s my 
only opportunity to see them. So if I see them, I can see if they’re struggling . . .

AK Because when you’re in the pit, your back is to them.
KN If I see them I can see what they’re doing and know that maybe that’s why 
I can’t take a fermata so long, because they’ll be sustaining that forever; it’s 
uncomfortable for them. Or the steps are so dense, they have so much footwork 
that if I go too fast I’ll beat them to the downbeat. That’s no good. I never in a 
million years would have thought that Berg’s Violin Concerto was dance music. 
It just swims so much. I would wonder, How will they ever feel where the beat 
is? That’s where Robbins’ genius lies. He was able to make a statement with 
music that is rhythmically very free.

AK Good thing you’re not dancing it!
KN Yeah, I don’t know how they do it! You never think about those things — what 
comes before it and what comes after — and how many dancers are involved. The 
first rehearsal is not just for them to hear the music, but I can tell if something is 
difficult. Or I can tell how it would feel to have to stop and change direction or 
momentum. So if the dancer says, “I need an extra comma there,” it really helps 
me to see and understand the reason for that. I’ll even write it in the music. After 
awhile I don’t even have to think about it anymore. It’s funny, because if I go play 
those pieces in concert — 

AK Without dancers…
KN — I’m used to it that way. It makes musical sense. I don’t know about your 
experience playing the Bach for A Suite of Dances, but seeing the dance has 
changed the way I interpret, not the Sonatas, but the Partitas. I feel them much 
more rhythmically grounded. Not slower, but I’m just much more aware of what a 
dance step might feel like going along with it. Dance, in some way, has informed 
everything I do — here and away from here.

AK Interesting, coming from someone who didn’t know anything about chore-
ography before you came to this company.
KN I didn’t know anything and I really didn’t care! But you know, you can’t 
work here and not care. There’s a different kind of satisfaction, when the music 
is right and the dance looks right. I don’t complain anymore that it’s not how it 
would be performed in a concert; it’s how we do a choreographed performance.  
It’s an art form of its own. You just want to make it look its best. That’s how you  
honor Robbins.  

New York City Ballet violinist and Concermaster Kurt Nikkanen spoke with Ann 
Kim about the ballet:

Kurt Nikkanen That’s a piece I have done in concert a lot. I have to say, when 
I first started doing it with this company, I was rather shocked because appar-
ently the choreography required some different tempi than I was used to. Some 
parts much faster or slower than I was accustomed to. But over the years, that’s 
gotten kind of more normalized and now we’re doing it much closer to concert 
tempos, which is nice.

Ann Kim So the dancers have adjusted to your tempos?
KN Yeah, I think so. Over the years, I’ve been nudging them in the direction of 
slightly closer to what I would do in concert and it seems to work fairly well. Maybe 
it’s not exactly what I would do in concert, but much closer. The Berg piece, In 
Memory Of . . . , I don’t really remember it being very different, except for a few 
things that had to line up. We were pretty free.

AK Do you have an idea of what original tempos Jerome Robbins choreographed?
KN It would be interesting to find out who he collaborated with on it first. Like if 
he had a recording in mind that he liked, or a live performer?

AK Which is the case with A Suite of Dances, especially the sixth suite.
KN Exactly.

AK So fast.
KN So fast. Who was he used to?

AK He had a recording by Yo-Yo Ma, and he choreographed it to that recording.
KN Is that a particularly fast recording?

AK Yes! Nobody plays it that fast. That’s why it’s so difficult.
KN That seems a bit different. 

AK Yes, that seems a deliberate choice.
KN Because the Coda of Opus 19 was almost twice as fast as anybody would 
ever play it. You couldn’t do the double notes. It’s the opening theme music, but 
much slower. The violin solo part is sort of an accompanimental filigree on top. 
It’s muted and they’re double notes, 32nds, for each note of the melody. Not only 
that, it’s tied over and slurred, kind of awkwardly, so it was impossible to do it 
that fast. The first time I did it here was with Maury Kaplow conducting, and I’ll 
never forget it. He said, “I’m sorry, but that’s the way it has to be, and I suggest 
just playing single notes or playing all separate bows or just doing anything you 
can, because they want basically the same tempo as the opening, not slower.” 
He had a conception of what he wanted to see.

AK Maury?
KN No, Robbins. He wanted the choreography to be a certain way, and it wasn’t, 
because the first violinist he ever heard play it did it that fast. They must have 
accommodated Robbins from the start and changed it. Whereas the second 
movement has always been a little bit slower than you might do in concert. I 
always suspected that was because it’s more comfortable for the player. 

AK So over time, you’ve sort of accommodated one another.
KN That’s right. There’s a give and take.

AK It is kind of like a chamber music scenario. 
KN That’s what’s fun about it, too. Maybe I didn’t appreciate that so much in the 
beginning but I do now, having worked with dancers. When I first started in this 
job, I was kind of inexperienced and I felt like I had to tell them how the music 
went. But that was just ignorance.

AK You were coming in there like a soloist.
KN I was coming in there without any understanding, or really concern, for the 
dancer. Now it’s sort of like this performance is not only about the dance or only 
about the music, but helping the music and the dance be at their most beautiful. 
Complementing each other. It teaches you a great deal of flexibility — having a 
sense not just of clicks on the metronome, but of nuance in tempo. I guess that’s 
what a good ballet conductor has as well. They can see what’s going on and 
feel that particular cast and know what they need. It’s always sort of an organic 
work in progress. It’s never about having a fixed concept. That’s what I learned.

From the collection of Jerome Robbins.

Gregory Victor, who edits Jerome Robbins, the  
newsletter, is a theatrical stage manager and 
writer living in New York City and Woodstock. 
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In “How I almost did not become a dancer,” an August 16, 1976 entry in Jerome 
Robbins’ Personal Papers housed in New York Public Library for the Performing 
Arts, the choreographer reflected on how and why he decided to try dancing 
as a child. Robbins wrote, “I knew I had something in that department thru the 
few classes I had taken with my sister’s teacher, Alys Bentley.”1 In the entry the 
next day, he continued, “I liked it — there was no technique of body exercises & 
. . . running taught. We did things like “folding” (slowly collapsing in an embry-
onic heap on the floor), prancing (a deerlike lifting of the feet from the floor). I 
think we did trees, clouds, storms, waves + used silk scarfs, . . . & anything airy & 
diaphanous. What it gave me immediately was the absolute freedom to make up 
my own dances without inhibition or doubts.” Who was this remarkable educator 
over whose teachings Robbins reminisced more than fifty years later? How did 
she teach dance and create a classroom that nourished creativity and freedom 
of expression? 
 Alys Bentley (1869–1951) was born in Chateaugay, New York, in 1869, 
daughter of John and Eunice Bentley, and sister of J. E., George, and Charles 
Bentley. She began teaching music in the Washington, D.C., public school system 
in 1891 and became the Director of Music for the Washington public schools in 
1900. She oversaw music education in more than two hundred schools and gave 
highly successful concerts with children’s choirs. In 1911, Bentley resigned and 
began teaching at the Ethical Culture School in New York, a center of progressive 
education, where she developed “rhythm in connection with the play songs and 
games of little children.”2 She organized summer dance camps at her lodge at 
Chateaugay Lake in Merrill, New York. Camp Owlyout promoted healthy living, free 
movement forms, nutrition, and yoga. The “studio” was a clearing in the woods, 
surrounded by birches. As one critic put it, “There they would dance or improvise 
while Miss Bentley, winding away and shouting encouragement, played Beethoven 
and Brahms on the Victrola. ‘Let go! Let go!’ she would cry, as her pupils moved 
and assumed poses that they thought expressed the rhythms of their feelings.”3 
There was no fixed choreography and group dancing was informal. The camp was 
initially designed for women from the age of sixteen up, although, later, campers 
also included children. Writer Sherwood Anderson and his wife Tennessee Mitchell 
and actor and singer Mary Ellis also studied at Bentley’s camps. 
 In New York, Bentley started offering music and dance lessons at Studio 61 
in Carnegie Hall, where she taught from 1912 to 1938. Martha Graham, Doris 
Humphrey, Ruth St. Denis, Ted Shawn, and Mikhail Mordkin all used Studio 61, 

for years the largest dance rehearsal space in New York City. Ethel Peyser, in her 
1936 account of Carnegie Hall, noted that Bentley called her dance studio a “soul 
laboratory,” a place to develop the mind, body, and soul through dance.4 Peyser 
added, “In her work she has stressed the value of sandals, life, relaxation, and 
even a vegetarian diet!” At this studio Robbins came into contact with Bentley: 
his sister Sonia, who studied ballet with Michel Fokine, took classes with Bentley 
and also attended her summer sessions at Camp Owlyout. Robbins would sit on 
the floor in Bentley’s Carnegie Hall studio and watch his sister practice or take 
classes with Bentley. He also took a few classes himself. 
 Robbins called Bentley “a spin off of Isadora Duncan” but immediately admit-
ted, “how the relationship worked I’m not sure.” In Robbins’ view, Bentley used 
“Duncan’s choice of music, costume, and ‘feel’ dancing, i.e. one ‘expressed’ the 
music as one felt it & it could go joyously or tragically, lightly or monumentally.” 
Sonia excelled in free movement forms and admired Duncan’s work. Robbins 
wrote, “My sister was very good at this pseudo-Duncan technique when she was 
there . . . She had talent, & I’m not sure why she finally stopped unless it was due 
to her maturing into a wonderfully busom [sic] not tall woman.” Duncan might be 
the best-known proponent of expressive or interpretive movement who decidedly 
set herself apart from ballet and popular dances of music hall and vaudeville at 
the beginning of the twentieth century. However, scholars have pointed out that 
she was not the only one. As Rachel Fensham notes, “[T]here were many oth-
ers who embraced notions of the ‘natural’ as an underlying philosophy for art.”5 
Rather than immediately assume that Bentley was trying to imitate Duncan, it is 
more important to figure out what was distinct about her methods. 
 Bentley came to teaching dance through her background and pedagogical 
practice in music. She left behind extensive writings on music pedagogy and 
songbooks for children, as well as articles on dance and movement, offering 
insights into her educational methods. From these writings it is clear that Bentley 
aimed at educating the “whole” person. For example, in The Song Primer (1907), 
she described her songs: “These, then, are not the songs which children may 
or ought to love to sing, but they are the songs which children do delight in, and 
from the singing of which we get the largest spontaneous participation of the 
whole child, of his body, his mind, and his spirit.”6 She taught music through 
embodiment: for example, to develop students’ voices and allow them to physi-
cally experience the musical concepts of crescendo, diminuendo and ritardando, 
she asked them to imitate the wind and the waves in their movement and sounds: 

 “We did trees, clouds, storms, waves”
Jerome Robbins’ Creative Dance Training with Alys Bentley 
by Hiie Saumaa

Self-expression through movement  
and music, from Alys Bentley’s “Some  
Higher Aspects of the Modern Art  
Movement,” in Vanity Fair (April 1914).
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Robbins took classes with Bentley at Studio 61 at Carnegie Hall, which eventually became Ballet 
Arts. In this photo, Yeichi Nimura, with whom Jerome Robbins also studied, stands outside Ballet 
Arts. Photo: Lisan Kaye, Nimura Collection, Carnegie Hall Archives.

Hiie Saumaa, Ph.D., is a postdoctoral fellow 
and lecturer at Columbia University. She writes 
about dance history, somatics, and kinesthetic 
imagination. Her article on Alys Bentley was 
recently published in Dance Chronicle: Studies 
in Dance and the Related Arts, and her article 
on Annie Payson Call is forthcoming in Dance 
Research Journal. Hiie is also a certified instruc-
tor of Nia dance, the BodyLogos® Technique, 
and JourneyDance™ and teaches classes in 
sensory-based dance modalities, meditative 
strength training, and somatic awareness.

Let the arms, representing tree branches, sway lightly at shoulder height, the 
whole body moving rhythmically back and forward. The nostrils are open, 
and alive. The different sounds of the wind, its sighing, moaning, crying in the 
pines are imitated as accompaniment of the rhythmic swaying of arms and 
body — the arms swaying always upward for the incoming breath, downward 
for the outgoing breath. 
 Then we can imitate the gentle blowing sound of the wind in the poplar 
leaves, and our hands can be the leaves which flutter and move in the soft 
breeze. The sound of the storm in the mighty elm or birch tree, will suggest 
a twisting or bending and swaying of the whole body. This time the tone is 
a whistling sound. The wind will blow some of the trees over, unless their 
roots are firmly planted in the ground. The children will readily catch the spirit  
of this. 
 This exercise will bring poise into the whole body, and will establish 
the habit of constitutional breathing. The feeling and color generated by 
this work may be used in the child’s songs now, and in all his subsequent 
musical training, whether it be vocal or instrumental.7

Bentley underlines that music and movement work together: “The whole child 
enters into this training, and his tone is fed by natural and rhythmic action, the 
motor activity of the big muscles, which action frees the vocal mechanism, mak-
ing it possible for the child spontaneously to express his individuality, day by 
day, according to his own moods and desires. This work need never be con-
sidered as drill but rather as technique, as the artist considers the art of tech-
nique.”8 Attending to the physical self, the self in movement, attentive to music 
and sounds, brought out individuality in children and constituted an art in itself. 
Robbins highlighted in his autobiographical notes that in his early experiences 
with acting, writing, painting, and dancing, he was encouraged to create. He said, 
“It was important to understand that I was always led toward creating — in dance 
with Bentley . . . and all the modern dance teachers with whom I studied.” Bentley’s 
choice of music was also influential. Sonia later thought that in Bentley’s classes, 
Robbins came to admire the mazurkas and waltzes by Chopin that audiences for 
The Concert (1956) and Dances at a Gathering (1969) would later laud.9 The 
fact that Robbins felt encouraged to pursue dance classes because he knew 
he had “something in that department” through “the few classes” he had taken 
with Bentley is a testament to the impact of Bentley’s teaching. With just a few 
classes, Bentley was able to engage Robbins’s creative imagination and give 
him confidence in his abilities with movement. This type of physical, imaginative, 
and emotional connection is not to be taken for granted in a creative movement 
class, as children might often “go through the motions” without the assignments 
and movement explorations being meaningful and imaginatively engaging to them. 
Bentley must have built an environment in which students felt vitally and fully 
connected to what they were doing. “Playing” and “imitating” must have felt real 
to them. Alys Bentley, this inspiring educator who has been largely neglected in 
the history of dance, gave Robbins a gift most valuable to a choreographer — “the 
absolute freedom to make up my own dances without inhibitions and doubts.” 

1. All quotations by Robbins come from Jerome Robbins Personal Papers, New York Public Library for the 
Performing Arts, Jerome Robbins Dance Division. 2. “An Unusual Treat to Be Given in City Opera House,” 
Chateaugay Record and Franklin County Democrat, August 15, 1913, 1. 3. Kim Townsend, Sherwood 
Anderson (Boston: Houghton Mifflin Company, 1987), 127. 4. Ethel Peyser, The House that Music 
Built: Carnegie Hall (New York: Robert M. McBride, 1936), 137. 5. Rachel Fensham, “Nature, Force 
and Variation,” in Dancing Naturally: Nature, Neo-Classicism and Modernity in Early Twentieth-Century 
Dance, eds. Alexandra Carter and Rachel Fensham (New York: Palgrave Macmillan, 2011), 1. 6. Alys 
Bentley, The Song Primer: Teacher’s Book (New York: A. S. Barnes Company, 1907), Preface. 7. Alys 
Bentley, Tone Plays for Children (New York: A. S. Barnes Company, 1910), 2. 8. Ibid. 9. Deborah Jowitt, 
Jerome Robbins: His Life, His Theater, His Dance (New York: Simon & Schuster, 2004), 5. 

Dancing in nature, from Alys Bentley’s “Some Higher Aspects of the Modern Art Movement,” in Van-
ity Fair (April 1914).
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Jesse is a treasure lost, like so many gifted people who die too young. He achieved a lot, and was beloved of many people. 
His life kept taking him in unexpected directions, as when his parents divorced and his mother took him and his brother 
Aram to France. This seems to have opened Jesse’s eyes to uniqueness and beauty, in people and places, two themes 
that run through his photography.
 His ambition was to make beautiful pictures, and his achievement is a body of work that shows his talent, as well as 
the unusual situations he gravitated towards. At 16, he left his home in France and travelled to Egypt and Italy. At 18, he 
returned to New York and became an assistant to Richard Avedon, introducing him to the world of fashion. At 20, he opened 
his own studio, continuing to work for elegant clients like Tiffany & Co and Oscar de la Renta.
 All of this experience, gained at an early age, prepared Jesse for a great adventure: He met the choreographer Jerome 
Robbins and they quickly became very close. They belonged to different generations, but they had much in common. Both 
knew how to, and took great pleasure in, making beautiful images — Jerry for the stage and screen, Jesse for the page. 
 They loved each other, and Jerry trusted Jesse. Through this love and trust, Jesse was able to see and photograph 
Jerry in places and modes where he was never seen by the public: at home, and most remarkably, in the studio and on 
stage. Jerry was famous for his intense desire to work completely in private, speaking only to the dancers he was making 
his ballets on. Jesse was allowed to photograph Jerry in these situations, as these images show. Jesse also recorded 
Jerry backstage at showtime, as seen in the remarkable picture of him talking to Lincoln Kirstein, the founder of the  
New York City Ballet.

An archive of the photographs of Jesse Gerstein (1957–1991) is kept by his mother Cassandra Einstein, at her home in 
Camon, France. Many of his images are also in the Jerome Robbins Division for Dance at the New York Public Library for 
the Performing Arts at Lincoln Center. To view Jesse Gerstein’s photographs online, please go to http://cassandraeinstein.
com/artsiteobjetsantiques.html

Randall Bourscheidt was a friend of both Jerome Robbins and Jesse Gerstein. He founded the Estate Project for Artists with AIDS in 1990.

Lincoln Kirstein, Jerome Robbins, and Helene Alexopoulos

Photographer Jesse Gerstein

JESSE GERSTEIN by Randall Bourscheidt

All photos on pages 10–15 by Jesse Gerstein
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In April 2016, The Bang Group celebrated their twenty-one year anniversary, and 
with nearly 30 present and former company members in attendance, they com-
memorated the occasion with a gala celebration. Highlighted by a film, perfor-
mances of four works (three by resident choreographer David Parker and one by 
Robert Alton and Fred Astaire), The Bang Group honored two of the Company’s 
most esteemed supporters: Allen Greenberg (President of The Jerome Robbins 
Foundation) and David White (Artistic Director of The Yard). In addition, the Bang 
Group also gave special recognition to Laurie Berg and Aynsley Vandenbroucke. 

The following are excerpts of remarks by some of the celebration participants.

David Parker (Founder of The Bang Group)
 “We are a little older than twenty-one, in fact. I actually started to make a dance 
called ‘Bang’ twenty-five years ago, for Jeff and me. It made kind of a splash — it 
connects us to David White, actually — and its life at Dance Theater Workshop 
and its success gave us enough momentum to incorporate in 1995. Hence, the 
21 year lifespan of The Bang Group, since incorporation. ‘Bang’ gave us our 
name, and it kind of gave us our mission, which is that we believe that dance 
rhythm can convey the contours of intimacy, and that the dancing body can stand 
alone and make its own kind of music, both visually and aurally.”

Jeffrey Kazin (Director of The Bang Group)
 “As many of you know, when Allen [Greenberg] is in the position that I’m in, he 
likes to begin with a tradition passed down from Floria Lasky, which is to begin 
with a quote . . . So. Einstein says that ‘Logic will get you from A to B. Imagination 
will take you everywhere.’ Allen is the perfect marriage of logic and imagination. 
On the logic side, we all know how he likes his numbers to add up. ‘But,’ as Allen 
says himself, ‘the numbers don’t dance.’ For almost twenty years now, Allen 

Allen Greenberg, David Parker and Jeffrey Kazin. Photo by Peter Sutin.The Bang Group performs. Photo by Peter Sutin.

William Earle, Murray Ralph,  
Aidan Mooney, Deborah  
Jowitt and Victoria Iannuzzi.  
Photo by Peter Sutin.

The Bang Group Honors Allen Greenberg

has been at the Jerome Robbins Foundation and the Robbins Rights Trust —  
imagining. He has imagined with dancers, lighting designers, directors, produc-
ers, presenters, funders, educators, colleagues, advisors, and more . . . Allen’s 
respect for, and championing of, the imagination of others is boundless. I might 
guess that when Allen was first dragged to a Bang Group performance, at the 
behest of Chris Pennington, he thought, ‘Another Nutcracker? (audience laughs) 
I’ll go for Chris. He says it’s short.’ I don’t know if that was the game changer 
for Allen, but his encouragement and support for The Bang Group has never 
waned. Whether it’s downtown, uptown, on Broadway or Off, Allen remains a truly 
unsung hero, working tirelessly to make things happen or to connect the people 
who will make others’ imaginations fly. Can The Bang Group really be the first to 
honor Allen Greenberg, for his support, his contributions, his encouragement? 
If this is the case, I hope that we launch a new trend here this evening.”

Allen Greenberg (President of the Jerome Robbins Foundation)
 “We are here to honor this wonderful company. Jeff is right — I was introduced to 
the Bang Group by Jeff’s partner and my colleague, Chris Pennington. I first saw 
The Bang Group at a performance of ‘Nut/Cracked,’ and I told everyone I knew 
who loved dance that they had to come see the group. From ‘Nut/Cracked’ to 
‘Hind Legs’ to ‘ShowDown’ to ‘Slapstuck,’ The Bang Group continues to amaze. 
Led by David and Jeffrey and a wonderful group of dancers, the works performed 
are unique, funny, exhilarating, unique, sensitive, unique. I think you get the idea. 
The work, and the dancers, touch us all . . . The Bang Group is not here by acci-
dent. To quote Merce Cunningham: ‘You have to love dancing to stick to it. It 
gives you nothing back. No manuscripts to store away, no paintings to show on 
walls and maybe hang in museums, no poems to be printed and sold, nothing 
but that single fleeting moment when you feel alive.’ The Bang Group has made 
us all feel so alive and for that, we are grateful.”
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The following comments are from an interview with Marvin Hamlisch, conducted 
by Bernard Carragher for the Jerome Robbins Foundation’s Oral History Project. 
The interview took place March 10, 2010.

I got the job, originally, because I knew Ray Stark and also I had made a name for 
myself, to a degree, as a pianist and as a rehearsal pianist. The man who was the 
vocal arranger was a fellow by the name of Buster Davis. I was his assistant, so 
that’s how I got onto the show. What happened was that the show was in trouble 
after we went out of town. One of the reasons it was particularly in trouble — not 
only because it felt a little long and a little bit unwieldy — was that there was this 
other show called Hello, Dolly! in front of us, and they were doing spectacularly. 
Of course, we were doing very well at the box office because of Barbra Streisand.
 Jule Styne had worked with Jerry Robbins, so they were very good friends. 
Garson Kanin was the director of the show and Jule Styne beckoned Jerry Robbins, 
which for all of us was a great thrill because Jerry Robbins is God when it comes 
to Broadway. So we were all looking forward to that moment. I think Jerry Robbins 
was very wise in knowing that he wasn’t going to do a total . . . He wasn’t going to 
do everything that he probably could have done, had he had enough time. There 
was a very big push on trying not to delay the opening too much, because everyone 
felt that if you delay the opening, it already tells the critics, “Boy, are we in trouble!” 
It was enough to say we brought in Jerry Robbins, but let’s not go too far. I think 
Jerry Robbins’ focus was “Let’s make the show work enough, and obviously not 
only work enough, but highlight Barbra Streisand even more. That’s what we’re 
gonna ride on . . . that’s the engine we’re gonna put our money on.” 
 What I found astounding about him was that I remember that the first time 
he gave notes, he actually didn’t speak as much as hand out cards to certain 

people. He would look at me and say, “What do you do?” And I said what I did 
and he would hand me a card and on it would be the direction of something we 
had to change. I thought it was an interesting way of doing it, because obviously 
he was going to be talking much more to Barbra and to Sydney [Chaplin] and 
to Jule and to all those people. The other thing that was interesting about him 
was he remembered songs that Jule had written — melodies. And I remember he 
wanted Jule to bring back a particular melody. I don’t remember which it was, 
but he remembered those kinds of things. As I recall, the major thing that Jerry 
instigated was making sure that Bob Merrill wrote a funny lyric for the apartment 
scene — the dinner scene. I recall that he said to Bob something like, “We’re going 
to lock you in your room until you come out of there with a really hysterical lyric!” 
 If Jerome Robbins said two plus two is five, we’d all agree. 
 I didn’t see the vicious side that everyone talks about. I didn’t see any of that. 
I saw a very, almost like, I would imagine, a general who comes in and says, “This 
is what we’re going to have to do.” Very cut-and-dried and very soft-spoken. You 
have to understand he didn’t cast the show. I’m sure he would have done other 
things, choreographically, had he had the people to do it.
 I was the rehearsal pianist mostly for the numbers with the chorus in it than 
I was for the principals, because Barbra had her own pianist at the time, Peter 
Daniels. One time when we were waiting for rehearsal to begin, waiting for some-
one to come in or something, I was with Jerry. We were just in the theater, waiting, 
and I remember him saying, “Play me that music . . .” I don’t know, something to 
do with the Danny Meehan part. And there was a piano on the stage, and you 
could see him, like, almost dancing with the brooms, so to speak. You could see 
him getting the ideas of what he would have done, if he would have done that 
number, how he would have done it. 

 “It was enough to say we brought in Jerry Robbins”
Marvin Hamlisch remembers Funny Girl

Photo courtesy of the Marvin Hamlisch Estate
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In the spring, dance ambassador Jody Gottfried Arnhold received the 2016 Floria 
V. Lasky Award. Ms. Arnhold is the sixth recipient of the award, named for the 
extraordinary lawyer and advisor who served as president of both the Jerome 
Robbins Foundation and the Frederick Loewe Foundation. The award acknowl-
edges exemplary service in championing the theater and dance. Past recipients 
are Paul H. Epstein, New York City Center (accepted by Arlene Shuler), Cora 
Cahan, Matthew Goldstein and Karen Brooks Hopkins.
 For 62 years, Floria Lasky served the arts community as a highly regarded 
entertainment attorney, putting her legal genius to work for such clients as Jerome 
Robbins, Tennessee Williams, David Merrick, and Jule Styne. One of her most 
important positions was that of President of the Jerome Robbins Foundation, 
which she assumed after the choreographer and director died in 1998. She 
served in that capacity until her passing in 2007.
 At the ceremony, Dara Altman, one of Floria’s daughters, spoke about her:

Floria Lasky spent every day of her life ensuring that it was the artist’s vision 
that mattered — that saw the light of day. And those artists might not be able 
to stand up for themselves and defend themselves. But she could. She 
would slay the dragons, on their behalf. Her clients were her friends, and her 
friends were her family. She loved us ferociously. She never, ever understood 
why we all thought she was so spectacular — which probably made her even 
more spectacular. She’d be thrilled, but probably not surprised, that some 
of us — her friends — are still here tonight, as family.
 There’s a little known story that I particularly love. A very, very powerful 
man from a very, very powerful movie studio came to see her. They wanted to 
animate West Side Story, with mice as the Sharks and the Jets. She thought 
this was a fantastic idea. She thought it could bring Jerry’s choreography to 
a whole new generation of viewers. And then he said to her, “And it has to 
end happily.” And the meeting was over.

 Jody Gottfried Arnhold is a passionate dance advocate and educator. She 
taught dance in NYC public schools for over twenty years, founded Dance 
Education Laboratory 92Y (DEL), supports the dance program at NYC Dept. of 
Education, created the Arnhold Graduate Dance Education Program at Hunter 
College, and supported and mentored countless dance teachers many of whom 
now lead the field. She champions and supports NYC dance companies includ-
ing Ballet Hispanico where she is Honorary Chair. Ms. Arnhold serves on the 
Board at 92Y, Harkness Foundation for Dance, Hunter College, Chairs Hunter’s 
Dance Advisory Committee, and is on Dance/NYC’s Advisory Committee. 
 Heather Watts, former principal ballerina with New York City Ballet, teacher, 
lecturer, and ardent champion for the arts, spoke about her friend Jody Gottfried 
Arnhold: 

I’ve never known anyone with a kinder heart, and a fiercer one. It’s an extraor-
dinary combination of personality traits and beauty and it is something that 
inspires so many of us. Everything Jody does is firmly planted in getting 
access to every child. When she and her husband, John Arnhold, fund Fall 
For Dance, it’s access for those who might not see dance. When Jody funds 
programs, it is to raise a new generation of dance teachers who will flood 
into the elementary schools, the junior high schools, and the high schools —  
starting here in New York, but across the country — and teach dance to all 
children. She’s not gonna stop, so we might as well all just sign up!”

 I think he decided, “Let’s not go for broke here and do a total one-
eighty.” I’m sure that what he tried to do with Funny Girl was make it respect-
able, and I think, more than that, make it professional. Make it so that it was 
good enough to be accepted by the audience. One of the things I’ve never 
forgotten is when we were in Boston, at a quarter to twelve at night, you 
would see like 600 people walk out of the theater at the same time. Jule 
Styne said to me one day, “You know, the best way to find out why people 
are leaving is to ask an usher. Those people know everything.” So I went to 
an usher and I asked why people were leaving and he said it was because 
the MTA closed at midnight. So there was this real problem of somebody 
needing to trim the show quickly, because it was way too long. People were 
starting to second-guess Garson Kanin and particularly his wife, who was 
also there at the time. And that became a kind of a crazy feeling at the time, 
like “I love Ruth Gordon, but what was she doing here? What’s going on 
here, you know? I mean, we’re getting direction by committee.” 
 There is something wonderful that happens when you get a real director, 
who is making decisions, rightly or wrongly, and you say, “I’m following this 
guy.” Well, if it’s Jerry Robbins, you would follow him into the dark. It doesn’t 
matter. So it was wonderful to finally get a true . . . your basic pilot — the “Sully” 
Sullenberger of then, who would say, “We’re going to put this ship down. 
Here’s where we’re going to go. We’re going to land this baby. And this is 
what we’re going to cut. The end. Do it. Done. Finished. Let’s not discuss it.” 
That gave the whole show so much more optimism. Suddenly it was, “We’ve 
got Jerry Robbins. We’ve got Barbra Streisand. We’re coming. We’re doing 
it.” What he fashioned was exactly what they wanted, which was, finally, not 
the perfect show, not the precise brilliance of a Fiddler on the Roof, but a 
show that people could say they got their money’s worth. They got enough 
laughs and, as only he is able to do, he focused the story.
 Jerry Robbins was the greatest director/choreographer that’s ever been. 
One of the things my father said, which I think is true about Jerome Robbins, 
is that there is something truly great when somebody from one field takes 
his expertise into another field. For instance, when Jerry, as a ballet artist, as 
a chore ographer of ballet . . . For that brain, for that mind, to then bring that 
artistry to a West Side Story is something very exciting because it fuses 
two totally different art forms. That brainpower is so much greater than the 
brainpower of someone who only does theatre, or who only does films. It 
brings a totally new dimension to it.
 We didn’t need Jerome Robbins on eight cylinders for Funny Girl. Six 
cylinders were plenty. Four cylinders were plenty. But the difference was, 
there is something great knowing that even though the Porsche is in the 
garage, it can go one hundred and eighty when you need it. It can. So 
what you knew about Jerry Robbins is he may not have used all of his skill 
on Funny Girl. He didn’t need to. But you also knew that the skill he was 
using came with so much brilliance and so much experience. People revere 
him — correctly, it’s right to revere him — that just his walking in takes you out 
of the fear category. When you get someone like that in the room, everybody 
else can do better work, because they’re confident. They just are. “He’s 
coming. He’s coming. He’s here. Thank God. Let’s breathe. Let’s do it.” The 
confidence level goes up and, for us out of town, that was tremendous.  
 When you are a rehearsal pianist, you probably learn more from a show 
in trouble than you learn from a hit show. There were so many songs that went 
in and out of Funny Girl that, truthfully, I think they had enough songs that 
went out, that they could have made another show. But if you have somebody 
who knows precisely what he wants, there’s such a different feeling. I think 
because Jule Styne and Jerome Robbins had worked together, and had really 
good collaborations, it made Jule less restless and more able to just get it 
done. And that’s exactly what happened.
 The only way I can explain it is to say, if you’ve ever been in a New York cab . . .  
There are two types of rides you get in a New York cab. One ride is by a 
driver that you don’t even want to open your eyes because you think you’re 
going to have a crash any minute and you don’t want to look. The other is a 
totally one-eighty degree difference, of a person who knows exactly where 
they’re going. You can sit there, read the New York Times, and you know 
when you look up, you’re going to be at your address. That’s Jerry Robbins. 
That’s the guy you want driving the car, you know? “You sit back, you do 
what you’re supposed to do, I’ll do what I do, and I’ll meet you on opening 
night.” And that was the beauty of it all. 

Composer Marvin Hamlisch (1944–2012) won virtually every major arts award that exists: three 
Oscars, four Grammys, four Emmys, a Tony, a Pulitzer, and three Golden Globes. A child prodigy, 
he began studying piano at the Juilliard School of Music when he was only seven. In1964, he was 
hired as the rehearsal pianist for the Jule Styne/Robert Merrill musical Funny Girl, where he met  
Jerome Robbins.

Jody Gottfried Arnhold  
Receives the 2016  
Floria V. Lasky Award
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working on it ever since. In 1994, I founded Dance Education Laboratory 
92nd Street Y (DEL). In 2004, an enormous effort of the New York City 
Department of Education saw the creation of the blueprint for dance educa-
tion, ‘Pre-K to 12: What every child should know and be able to do in dance.’ 
Then came the rollout of the extensive program of professional development 
for all dance educators. From these efforts, a community of professionals, 
from education and cultural organizations has developed and is changing the 
landscape of dance education in our schools. In 2008, in collaboration with 
the D.O.E., the Arnhold Foundation began a program to mentor and support 
first- and second-year dance teachers. We saw the need for a pipeline of 
dance educators prepared and certified to teach in New York City public 
schools. In 2010, the Arnhold Graduate Dance Education program was 
established at Hunter College to realize the pipeline. But too many people 
were still asking, “What is dance education? Why is dance in our schools 
important?” We made a film, PS DANCE!, to answer those questions. To 
watch the film is to understand the importance of dance to transform stu-
dents, their classrooms, their schools, their communities . . . New York City is 
the arts and arts education capital of the world. We must expand the notion 
of what is important and continue to build a web of arts education where no 
child is forgotten.
 I’m truly humbled that somehow my life is reflected in Floria’s legacy. 
I realize I am being held to a very high standard and I consider it a call to 
action. Floria was known for doing battle and winning. She is a role model. 
Together we make dance strong. To Floria’s family, the Jerome Robbins 
Foundation, the dance community, my friends and family, especially my hus-
band John, thank you for this honor.

 In addition to the previously mentioned achievements, Jody Gottfried Arnhold 
is also the Executive Producer of PS DANCE!, an inspirational film about dance 
education in New York City Public Schools. The film turns a spotlight on dance 
education, as it explores how dance transforms the lives of children and teens. 
Nel Shelby directed and produced the film, and Joan Finkelstein served as Dance 
Education Consultant. PS DANCE! debuted on public television on THIRTEEN/
WNET in May 2015 and has been broadcast on public television channels across 
the nation. 
 Upon receiving the award, Jody Gottfried Arnhold spoke eloquently on the 
role that dance has played in her life and the role she has played in bringing dance 
to others. Here are some excerpts:

I am sincerely humbled to receive this award. I grew up on Jerome Robbins. 
I saw West Side Story in 1957 at the National Theatre in Washington, DC 
before it came to Broadway. I remember what I wore; it was taffeta, blue 
and white checked, with a duster. We were in awe of Jerry Robbins. I’ll 
never forget the first time I saw N.Y. Export: Opus Jazz. I was in high school. 
There was an electric connection. A curriculum for students has been cre-
ated based on the movie so that future generations can have that same 
experience. Jerry established his Foundation to support dance and theater 
and to give back. Allen, Ellen, Christopher, you continue to strengthen his  
legacy.
 I had a brainstorm in 1977. I was teaching dance at P.S. 75 and Ballet 
Hispanico was in residence. I saw firsthand the impact of dance education 
on a school with a certified dance teacher, supported by a premier cultural 
organization. I said to myself, “This should happen in every school.” I’ve been 

Jody Gottfried Arnhold Jody Gottfried Arnhold and Allen Greenberg Dara Altman

Scenes from PS DANCE! Photo by Michael Kerr & Christopher Duggan.



NEWS FROM THE JEROME ROBBINS FOUNDATION20

Enchanted Evening by Wendy Lesser

The Goldberg Variations, choreographed by Jerome Robbins to music by J. S. Bach. New York City Ballet, Lincoln Center, May 2015.

This review appeared in the Fall 2015 issue of The Threepenny Review.

It starts with the curtain lowered. To the left of the stage, spotlit, a single musi-
cian sits at her piano and begins to play the first of the thirty-two sections that 
make up Bach’s timeless masterpiece, the quiet, delicate “Aria” that functions 
as the theme from which all the subsequent variations derive. Midway through 
this initial theme, the curtain rises on two dancers, male and female, who are 
fancifully garbed in eighteenth-century-style costumes. In slow, stately steps, they 
move downstage toward us, at first exactly mirroring each other’s gestures but 
then adding in small modifications and rhythmic variations of their own. The tiny 
differences are a warning: what we are looking at will change before we even 
have time to register what we have seen, and seeming repetitions will never be 
exact copies of what came before.
 The dance that comes forth over the next hour-and-a-quarter is far too 
complicated to grasp fully — you would have to see it a hundred times to notice 
everything, and even then parts of it would escape you — but though it begs for 
close attentiveness, The Goldberg Variations is never a chore to watch. New 
felicities arise at every moment; Robbins’s inventiveness feels unmatched, except 
by Bach’s. It is one of those rare cases (Mark Morris’s L’Allegro, il Penseroso, ed 
il Moderato is the other that springs instantly to mind) when a choreographer’s 
genius does full justice to the great piece of music on which it builds. It took tre-
mendous chutzpah for Robbins to tackle the Bach, and I would have predicted, if 
asked beforehand, that his sensibility would have been insufficient to carry it off.  
I’d have been dead wrong, and the piece itself taught me why. Prior to watching 
The Goldberg Variations, I tended to class Jerome Robbins with his musical 
collaborator Leonard Bernstein, as the kind of brilliant creator who aspired to 
high-art forms but whose talents actually lay in the demotic mode. But after seeing 
what he did with the Bach, I almost think the opposite. Nothing Robbins ever did, 
not even the wonderful West Side Story, can touch the intensity and delirious 
excitement of this piece.
 If you own a recording of the music, you may wonder how the dance can last 
nearly eighty minutes when even Glenn Gould’s glacial pace results in a perfor-
mance time of about half that. Suffice it to say that Robbins takes every possible 
repeat — and in the hands of the excellent pianist Susan Walters, who accompa-
nied both the performances I saw last May, that length nonetheless managed to 
convey a feeling of sprightliness. Walters paused just enough between sections 
to indicate the transitions, but not long enough to accommodate applause, which 
had the lovely side-effect of instilling silence (for the most part) in the otherwise 
overly demonstrative ballet audience.
 The seamlessness of the performance was helped along by the way Robbins 
deployed his successive waves of dancers. For instance, before the Baroque 
couple had even finished their theme, a trio of dancers in modern dress had wan-
dered onto the stage to watch. As the first variation sounded on the piano and the 
initial couple drifted off, the modern trio in turn began to dance. Such transitions 
were key to this piece: unlike the downtimes that punctuate many traditional 
ballets, the transitions here were part of the dance. Sometimes a single dancer 
continued from one segment into the next; occasionally three or even four stayed 
on, thus blurring the distinction between movements at the same time as they 
emphasized differences in mood. As the dance progressed and the variations got 
more complicated, you couldn’t even say for sure how many dancers occupied 
each of the separate parts, because a group of six might suddenly be doubled 
by another six, or a soloist be joined by a trio, or a set of four augmented to ten 
and then diminished to four again, all while the music swept onward.
 Pleasing symmetries vied with equally pleasing asymmetries, as when a solo 
woman danced before six men, or three male dancers successively partnered 
four females. At one point fifteen dancers separated into five intertwining trios, 
then broke apart into gendered groups of seven and eight. Yet these constantly 
shifting numerical patterns never felt rote or imposed, because the dominant 
force behind every step, every arm gesture, every inclusion of a new dancer was 
the music itself. It was all perfectly in keeping and at the same time continually 

surprising. The steps and gestures derived from ballet but not solely from ballet: 
there were also discernible elements of courtly dance, Russian folk dance, mime, 
jazz, and all sorts of other things. The profusion was never excessive; the bravura 
dancing was never just showing off. It was all necessary, though in a way that felt 
like a free and unforced gift.
 There was no distinct break at any point in the dance, but just past the 
middle things began to alter. Somewhere around variation sixteen or seventeen, 
a new form of costuming entered in, and the men — who up to then had been 
wearing casual, modern T-shirts and tights, to go with the women’s light, sim-
ple skirts — began to appear in ruffled shirts. The eighteenth century, banished 
since the opening number, was starting to seep back in. A little while later the 
women’s clothes too started to change, with firm V-shaped bodices defining their 
upper bodies. And then came the seeming finale, a gloriously thrilling passage 
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Dancers of New York City Ballet in Jerome Robbins’ The Goldberg Variations. Photo by Paul Kolnik, courtesy of New York City Ballet/Communications and Special Projects.

for twenty-eight dancers dressed in full eighteenth-century mode, a dance so 
complicated that it appeared to touch on everything that had come before — from 
full-circle celebration to male-female partnering to crossing, weaving diagonals 
and jointly coordinated high lifts — and so satisfying that this time everyone 
applauded at its end. And yet it was not the end, for it was followed by a final 
movement featuring the first couple, now dressed in modern clothes, who reca-
pitulated the initial theme in a recognizable but slightly different way. The circle 
had closed, and we had all arrived at the meeting point: of past and present, of 
Bach’s music and Robbins’s choreography, of everything that makes dance at 
its best eternally alive and yet hauntingly ephemeral.
 When the dance was over, that first time, I turned to my husband and he turned 
to me and both of us wore expressions that said: Where has this dance been all our 
lives? I have been going to dance for my entire adulthood—a period which began 
at just about the time this work premiered, in May of 1971—and yet I had never 
before seen The Goldberg Variations, never even heard a word about it. Granted, 
it takes a major ballet company to put it on, one with a very deep, strong corps as 
well as enormously talented soloists. (Tiler Peck was particularly outstanding in 
the cast I saw, but really, everyone onstage performed beautifully.) Obviously not 
every season can accommodate an eighty-minute piece involving thirty dancers. 
Still, cost can’t be a major factor. The New York City Ballet has the dancers, after 
all, and only needs to hire the one musician. There are no sets whatsoever, and 
the costumes, though evocative, are not at all elaborate. So why hasn’t this brilliant 
piece of dance been appearing with some regularity at Lincoln Center?
 I asked some dance-going friends about it, and the ones who had seen The 
Goldberg Variations — mainly way back in the Seventies — remembered liking it 
a great deal. But some of them also recalled feeling slightly abashed about their 

Wendy Lesser, the founding editor of The 
Threepenny Review, has published nine works 
of nonfiction and one novel. Her forthcoming 
biography of the architect Louis Kahn, You Say 
to Brick, will be out from Farrar, Straus & Giroux 
in March 2017, and after that she will turn her 
attention to finishing a brief biography of Jerome 
Robbins for the Yale Jewish Lives series.

affection, as if they had fallen for something slightly louche. At first I attributed 
this to Robbins’s reputation as a Broadway song-and-dance man, or perhaps to 
his lower-on-the-totem-pole relation to the sainted Balanchine. But then (thanks 
in large part to Deborah Jowitt’s and Amanda Vaill’s informative biographies of 
Jerome Robbins) I discovered the dirty truth: the exceedingly influential Arlene 
Croce panned The Goldberg Variations when it first came out, calling it “ninety 
minutes of hard labor” and accusing Robbins of having “wrestled every last 
musical repeat to the mat.” This response so misreads the actual experience of 
being at the dance — so misses what is thrilling and uplifting and tremendously 
moving and above all hugely pleasurable about it — that I can only conclude she 
was in a very bad mood the night she saw it. Or else she had a tin ear for Bach. 
Or else she hated Robbins.
 Not my problem, anyway. As a critic myself, I have long since learned to 
disregard what other critics say about the things I love. In this case, I immediately 
got myself another pair of tickets and we went back a week later to see the whole 
thing again. It was at least as wonderful the second time, but the repeat, far 
from satisfying me, only whetted my appetite anew. Even if I saw The Goldberg 
Variations every year for the rest of my life, I doubt I could ever tire of it. 
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To begin, I should clarify that I do not personally have a strong opinion as to 
exactly what length of copyright term would be optimal; or to be more accurate, 
I don’t have the legal expertise to account for the various implications of moving 
the needle by a specific value in one direction or the other. Of course, this can 
also be said about many of the voices who insist that terms are now unreasonably 
long, so take that for what it’s worth.
 Even in academia, few copyright skeptics who bemoan term length tend to 
offer much insight beyond the tautological assertion that copyright terms are too 
long because they’re too long. For example, on the occasion of the new year in 
2014, the Duke University Center for the Study of the Public Domain published a 
blog post sorrowfully presenting a list of various classic and mediocre-but-famous 
works from 1957 that might have entered the public domain on January 1 had it 
not been for the term extensions codified since the Copyright Act of 1976. Among 
the works listed by the Duke center was West Side Story, a show comprising 
multiple copyrights including those still managed by the Robbins Rights Trust. 
To cite the post …

Current US law extends copyright for 70 years after the date of the author’s 
death, and corporate “works-for-hire” are copyrighted for 95 years after 
publication. But prior to the 1976 Copyright Act (which became effective 
in 1978), the maximum copyright term was 56 years — an initial term of 28 
years, renewable for another 28 years. Under those laws, works published 
in 1957 would enter the public domain on January 1, 2014, where they 
would be “free as the air to common use.”

As is often the case in the larger debate over terms, the Duke center presents 
an emotional plea based on the apparent obviousness of the shame that so 
many beloved works are still under copyright; but they fail to cite anything more 
than vague, hypothetical advantages if these works were to fall into the public 
domain any sooner. 
 Meanwhile, some of the works Duke chose to highlight make for a rather 
puzzling thought exercise, if one is trying to infer some thesis from their article. 
What, for instance, do the Duke folks think might be done with Ingmar Bergman’s 
film The Seventh Seal other than to watch it? And because we can watch it in a 
variety of ways — including at least four streaming services — the Duke center’s 
claim cannot possibly be that copyright is somehow preventing consumer access 
to this classic film. What they must be implying, therefore, is that “something else” 
could be done with Bergman’s movie. But what is a big question?
 Perhaps the researchers at Duke were imagining some sort of YouTube 
mashup comprising The Seventh Seal, Leave it to Beaver, and “Great Balls of 
Fire” (all listed in their article), and mourning the loss to culture if this Chimera 
were to be prevented by the boundaries of copyright. I don’t mean to be flip — at 
least not entirely — but if one is going to assert that copyright terms are contrib-
uting to a general loss of social value, then the premise needs to be supported 
with some evidence.* And after four years of involvement with copyright issues, 
I have yet to see any clear evidence that current terms are doing us a disservice, 
though there seems to be no end of random speculation.

 In a similar vein to the Bergman reference, the Duke post lists Samuel 
Beckett’s play Endgame as another work they’re sad to see still under copy-
right. As a Beckett fan, I am again trying to imagine without wincing what might 
be done with any of his plays other than to produce them in the manner in which 
they were intended. In fact, the Beckett estate supposedly enforces strict control 
over the production of these shows; and if you know the plays, you know why. 
 Beckett’s minimalist masterworks are conceived as a whole, with very pre-
cise direction, timing, and stagecraft written into the script. Stray too far from the 
author’s instructions and you may have a play, but you won’t have a Beckett play. 
This example emphasizes a point about rights management that has nothing to do 
with money and certainly nothing to do with any modern technological arguments 
for amending terms. In fact, Beckett may be one of the best examples the Duke 
center could have chosen to make a purely artistic case for infinite copyright. Those 
who denounce copyright terms as a self-evident negative should have to prove the 
cultural value to be gained by curtailing the Beckett estate’s stewardship of these 
works. Note: The silence that follows is fair use (nerdy Beckett/copyright joke).
 Moving onto the dramatic antithesis of Beckett, the Duke post also rather 
typically invokes the works of Shakespeare, whose plays were largely, but not 
exclusively, based on prior works. Shakespeare is a favorite citation among copy-
right skeptics — although not a well-examined one — and few skeptics ever pro-
duce an example other than Romeo & Juliet. In the simplest terms, if one asks 
the hypothetical question What if Arthur Brooke’s estate had a copyright in The 
Tragicall History of Romeus and Juliet, and Shakespeare couldn’t use it?, the 
answer is obvious: Shakespeare would have written something else. And possibly 
something even better. 
 This is the problem with most hypothetical questions about the creative 
process when they are posed by academics and pundits who are not particularly 
creative: they forget that the experiment works in more than one direction — that a 
creative individual will always make something, and that working around barriers, 
including copyright, often produces the most unexpected and marvelous results. 
Perhaps the most famous, modern example of this is the fact that George Lucas 
produced Star Wars because he couldn’t get the rights to Flash Gordon.
 In a strictly copyright context, the Shakespeare-citing skeptic also over-
looks the fact that the lineage of star-crossed works from Ovid to Brooke to 
Shakespeare to West Side Story actually emphasizes an essential aspect 
of copyright law which enables multiple variations on a theme without risk of 
infringement. The idea/expression dichotomy, first affirmed in the Supreme Court 
in 1865, establishes the rule that ideas may not be protected, but only unique 
expressions may be. So the idea of two lovers, each from a warring tribe, family, 
gang, etc. is not in itself copyrightable. 
 West Side Story’s book is clearly an adaptation of Shakespeare’s play, which 
would make it a derivative work and, therefore, would require a license from the 
hypothetical Shakespeare estate if copyright terms lasted several centuries. But 
in such a scenario, one of two things would happen that would enable the show to 
go on. The first is that West Side’s producers would simply license the material, 
which is something that happens all the time in professional show business. 
 Or the second option would be for Arthur Laurents to have taken the theme 
itself, written a different book for the show, and avoided Shakespeare’s major plot 
choices altogether. West Side Story is a musical, after all, and what endures is 
not necessarily the ways in which the scenes adhere to Shakespeare’s play but 
the ways in which Bernstein’s music, Sondheim’s lyrics, and Robbins’s chore-
ography conspire to do with sound and movement what Shakespeare had done 
with language — to express something that transcends mere plot or idea.
 Comparable to the Beckett example, the primary reason Jerome Robbins 
formed a trust to control the rights of his choreographic works was to keep 
them intact as artistic expressions. As with Beckett, one can have dance that is 
Robbins-like without being Robbins, so in these contexts, copyright plays a con-
servation role, which we see in other media, including classics like The Seventh 
Seal. Additionally, the near-constant licensing of the West Side Story chore-
ography alone generates funds that are redistributed by the Jerome Robbins 
Foundation to a diverse group of organizations producing new and classical 
dance and theatrical works. Again, this win-win example would be another argu-
ment for long, if not perpetual, copyright terms.
 In truth, I don’t advocate perpetual copyright or terms that continue to expand 
indefinitely; and I don’t know any expert colleague who feels otherwise. Most of 
the copyright term critics are either academics who don’t operate in the world of 
professional, creative production or technology companies with a financial interest 
in exploiting works without licensing. Regardless of what the ideal copyright term 
should be, neither of these perspectives should, in my view, be given much weight. 
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THE BUSINESS OF SHOW

Shorten Copyright Terms   
and Then What?
by David Newhoff

David Newhoff is a writer and artists rights 
activist who lives in New York’s Hudson Valley. 
He revised this article for us from his original 
2014 post on his blog The Illusion of More: Dis-
secting the Digital Utopia. 

*  The Duke post does cite as “empirical evidence” studies by University of Illinois Law Professor Paul 
J. Heald, who argues that copyright “makes works disappear.” I have reviewed at least one of these 
studies in depth and found his data—for instance, on the availability of books — fails to account for 
important factors other than copyright that would produce his findings.
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On occasion, one artist reaches out to another in hopes that they might work 
together on a future project. In 1971, Jerome Robbins proclaimed his admiration 
for film director Ingmar Bergman and communicated his hope that the two might 
someday create together. 

It does make us wonder, however, just what the result might have been.

As is often the case, their schedules did not permit such collaboration. 
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With respect for  
his tremendous knowledge and unerring taste,  

we dedicate this issue in memoriam to 

AIDAN MOONEY

A longtime friend to Jerome Robbins and  
the Jerome Robbins Foundation,  

he served admirably on the Robbins Rights  
Trust Advisory Committee.

A SELECT LIST

January 11–13, 2017
OTHER DANCES

Royal Danish Ballet, The Old Stage, Copenhagen 

January 13–15, 2017
GLASS PIECES

Miami City Ballet, Adrienne Arsht Center, Miami

January 20–22, 2017
GLASS PIECES

Miami City Ballet, Kravis Center, West Palm Beach

February 4–5, 2017
GLASS PIECES

Miami City Ballet, Broward Center, Fort Lauderdale

February 21 & 25, 2017
GLASS PIECES/MOVES/THE CONCERT

New York City Ballet, David H. Koch Theater, New York City

February 22–23, 2017
IN THE NIGHT

Tokyo Ballet, Orchard Hall at Bunkamura, Tokyo

March 10–12, 2017
AFTERNOON OF A FAUN

City Ballet of San Diego, Spreckels Theater, San Diego

March 19 & 21–24, 2017
THE CAGE

Bolshoi Ballet, Historic Stage, Moscow

March 24–26, 2017
FANCY FREE

Orlando Ballet, Dr. Phillips Center, Orlando

March 31, April 2 & 5–8, 2017
THE CONCERT

Rome Ballet, Teatro Costanzi, Rome

April 14–15 & 20–23, 2017
WEST SIDE STORY SUITE

Pacific Northwest Ballet, McCaw Hall, Seattle

April 19–20 & 22, 2017
FANCY FREE/MOVES/THE CONCERT

New York City Ballet, David H. Koch Theater, New York City

April 28–30, 2017 
FANCY FREE

Sarasota Ballet, Sarasota Opera House, Sarasota 

ongoing
FIDDLER ON THE ROOF

Broadway Theatre, New York City 
(closes December 31, 2016)

ongoing
THE KING AND I

National Tour

Upcoming Performances  
of Jerome Robbins Works


