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Introduction

[0.1] A thorough understanding of how music and movement synthesize is vital for deeper
exploration of a multimedia artwork. In this article, I demonstrate a choreomusical analytic
technique that links detailed analyses of both music and choreography to a selection from the ballet
Fancy Free. Specifically, I investigate the three solo dance variations to demonstrate how placement
and repetition of rhythmic and choreographic phrases, elisions and metric changes, and
reinterpretation of rhythmic patterns create unique characterizations for each of the portrayed
personalities. My integrated reading of musical scores and original choreography explores the
relationship between music and movement, offering a way to understand how they intertwine.



[0.2] The 1944 premiere of the ballet Fancy Free by the Ballet Theatre (now known as the American
Ballet Theatre) marked the beginning of the creative collaboration between composer Leonard
Bernstein and choreographer Jerome Robbins. Although there are numerous biographical accounts
of Bernstein and Robbins, few scholars have focused on how their creative activities intersect. In
my analysis, I consider music and dance structures both on their own and aligned together to see
how they inform each other. The musical framework focuses on rhythm and meter, paying close
attention to musical accents, phrase lengths, perceived and notated time signature changes, and
larger formal sections. The dance framework examines the original choreography, noting how
dance accents correlate with rhythmic accents and changes in meter, and looks at larger sequences
of steps, which I term “choreographic phrases.” Combining the two frameworks, I explore
correspondences and conflicts in grouping, hypermeter, and accents. This approach proves
particularly fruitful when studying the variations in Fancy Free’s sixth movement; it furnishes
insight into the characters of the three sailors who are the work’s protagonists. I show how
combined creative choices in the music and choreography distinguish each sailor’s unique
personality.

1. Theoretical Context: Choreomusical Analysis with a Rhythm & Meter
Focus

[1.1] The theoretical framework behind this type of choreomusical analysis culls research from two
disciplines: choreomusical scholarship on dance and music-theoretical scholarship concerning
rhythm, meter, and embodied understanding. A focus on the experience of someone listening to
the music without considering the visual or physical input can leave an analyst with only a partial
picture. Incorporating the visual movement element adds a rich perspective to the separate
experience of listening to music alone, especially with music created to be danced to and
encountered in tandem with a staged performance.(l) Conceiving of ballet music as intended
specifically for dance is important because choreography can influence an audience member’s
perception of the meter. The analyses in this article proceed by exploring how the music sounds,
then comparing notated with heard meter, and then adding the choreographic layer. While each
individual observer will necessarily engage with music and dance differently, some generalizations
are possible.(z) Exploration of the various ways music and dance can synthesize is important with
music created to be danced to, whether in a social setting, or choreographed performances.

[1.2] Choreomusical studies is a burgeoning area of scholarship that examines the relationship
between dance and music.(®) While literature from this field includes insightful contributions from
both music and dance scholars, engaging both areas can be complicated; as a result, scholars often
tend to favor one discipline over the other. Some of the problematic issues faced early on by
interdisciplinary scholars combining the fields of dance research and musicology/music theory are
discussed by Jordan (2011).™ Authors have tended to look more at critical theory, performance
studies, or historical musicology instead of analyses that explore music-theoretical concerns.(®)
Scholars with backgrounds in dance often use methodologies that tend towards broad
categorization or description in lieu of detailed musical analyses.(6) More recently, scholars have
devised new tools based on known analytical methods to explore dance,”) and recent scholars
have explored various ways to notate dance and music.® For example, Leaman’s (2021a, 2021b,
2022) choreomusical scores visualize dance and musical elements together, showing vertical
placement of the dancers’ bodies as they occur in time to explore the musical artistry of a specific
choreographer.(g) Simpson-Litke’s (2021) choreographic salsa scores combine detailed footwork
patterns with musical transcriptions, exploring how improvising dancers attend to various musical
features.(10) My work takes a larger, character-driven focus better suited to a constructed ballet
format, incorporating historic and cultural insights and showing how choreomusical analysis—
particularly at the phrase-level —can explain how music and visual elements intertwine to further
the creation and development of onstage characters.

[1.3] My musical analysis begins with a conceptual framework partially modeled after those of
Lerdahl and Jackendoff (1983), Krebs (1999), and London (2012), who explore rhythm and meter,
overlapping hierarchical layers, entrainment concerns, musical accents and phrases, and metrical



dissonance.(11) T expand Krebs’s concept of different layers creating grouping and displacement
“dissonances” in music to include dance groupings as well as musical groupings.(u) As such, my
choreographic analyses supplement recent discussions of rhythm and meter for an embodied
listener by helping to clarify metric construals and delineate formal boundaries.

[1.4] For my choreomusical analyses, I broaden the concept of entrainment—how we internalize
meter in music we hear—to include ways in which the dancers’ rhythmic movements contribute to
the entrainment process of an idealized observer watching a ballet performance. Cox’s (2011, 2016)
explorations of the mimetic hypothesis offer a way of theorizing our embodied experiences of
music, which has particular implications for analyzing meter. London (2012), van den Toorn (1987),

11(13)

and Gjerdingen (1989) see meter as “a mode of attending. To enhance that view, I would fold

in the visual modality: I argue that watching dance can affect an attending strategy, as rhythmic

movement can help to encourage a particular metric interpretation.(M)

Visualizing the additional
accents and groupings created by a dancer’s movements affords an observer more to attend to; this
information may reinforce or obscure insights gained from a solely musical perspective. Even for
an audience member sitting and watching a performance, motor aspects—the bodily activity of the

dancers on stage—may influence the metric entrainment of the observer.(1%)

[1.5] Choreography itself already represents a type of musical analysis by the choreographer and
dancer; in this study, I place movement analysis in dialogue with traditional musical analysis,
reading more deeply into how dance and music can correlate.(10) Beyond noting their
correspondences, I also look at how dance and music can come into conflict, or non-alignment, and
when those shifts happen. Just as metrically conflicting passages in music necessitate greater
attention and can therefore elicit more excitement from audience members, sections where dance
and music are in opposition can generate energy and momentum.(”) These frictions between
music and choreography often produce dramatic effects; in the wake of exertion-filled sections,
sudden correspondences between music and dance can then establish a combined climax or
structural downbeat.(18) T explore changing levels of correlations between dance phrases and
musical phrases—involving higher-level hypermetric groupings and lower levels of metrical
dissonance—to clarify musical ambiguities, inform metrical and thematic elisions, amplify sections
of phrase overlap, and explicate formal structures.

[1.6] Dance critics and analysts have long been fascinated with how choreographic accents and
phrases correlate with musical accents.(19) Unlike their musical equivalents, dance accents can be
points of emphasis that do not necessarily coincide with a step’s onset or duration; often accents
occur at the apex of a jump or turn, the outermost point of a kick, or the lowest point of a bend
(plié).(zo) As well as accents created by visual movement, dance accents can also include moments
of movement cessation, such as a held pose or a break in the dancing, and accents that create sound
by physical means.!) I define “body percussion” as choreographed movement that includes
intentional and meaningful production of sound, such as claps, snaps, or hands slapping against
thighs.(zz) I call larger sequences of linked steps “choreographic phrases.” While individual
creators’ styles vary, the boundaries of choreographic phrases are marked by salient elements
including repetition and parallelism, directional shifts, and conventional step expectations within a
genre. The delineation of choreographic phrase boundaries is a helpful aid for those seeking to
understand choreographic structures, especially in cases when the perceived beginning of
individual steps is not clear. While an observer’s metrical attending can affect their perception of
dance accents, conversely, accents and phrases in choreography can affect one’s metric
understanding. Dance accents can help to clarify aspects of a musical passage that are, as London
would define, metrically ambiguous, or those with disrupted entrainment possibilities.(23) Leonard
Bernstein’s music, as will be shown below, offers an unusual wealth of entrainment possibilities
that can be confirmed or thwarted by choreography.

2. Bernstein, Robbins, and Fancy Free

[2.1] To establish the ballet Fancy Free as a case study for this style of choreomusical analysis, I next
offer a brief contextual history. The account will serve to explore and relate Bernstein’s



understanding of rhythm and meter and to provide critical background information about the
original production and performers.

[2.2] Before music scholars developed modern models of grouping dissonances and other rhythmic

and metric subjects, Bernstein explored analogous concerns in his 1939 thesis.(24)

Certain aspects of
Bernstein’s language and ideas are regrettably nationalistic and outdated; nevertheless, his
discussion highlights rhythmic and metric principles that came to be featured prominently in his
own later works, particularly rhythmic diminution, augmentation, and beat-grouping. In Example
1, Bernstein diagrams what he calls “beat-group distortions”: a) beat-groupings of three and five
beats within four-beat measures and b) beat group diminution, beat group augmentation, and
diminution of a rhythmic figure ([1939] 1982, 64-65).(2%) Some of these rhythmic “distortions” are

forerunners of what Krebs would later call grouping dissonances.

[2.3] One important implication of Bernstein’s analysis of beat-group distortions is how rhythmic
elaboration and development in the music often create groupings that contradict the notated
meter.(29) In one instance, Bernstein identified how Sessions used three-beat groups in four-beat
measures; in another, regarding Harris’s A Song for Occupations, Bernstein noted: “A fourness (or
twoness) of meter is common to the whole work, even when the time signature is actually a triple
one.”?”) As he did not always take notated meter at face value, Bernstein often re-barred music in
his analyses to reflect perceptual meters.?8) The rhythmic development and play on metrical
expectations Bernstein noted in his analysis of other composers would influence his own later

compositions, including his score for the ballet Fancy Free.

[2.4] Bernstein, furthermore, had an intuitive understanding of what later theorists would
characterize as rhythmic expectations and metric entrainment. Being interested in the ways a
composer could shape rhythm to manipulate a listener’s expectations, he gave deep consideration
to the listener’s perspective, both with respect to how the music “feels” and how rhythmic and
metric precedents, once created, influence subsequent expectations.(zg) In his discussions of highly
syncopated American music, Bernstein stressed the importance of an underlying beat.(30)
Bernstein’s own music frequently exhibits motivic repetition over a constant pulse, an arrangement
particularly suited for playing with listener expectations. In the narrative ballet Fancy Free, this
rhythmic play in the music combines with the onstage action to tell the story and to establish and
develop its characters.(®!)

[2.5] As a way to explore the unique characterizations resulting from music and movement
working in combination, this article focuses its choreomusical analysis on the only section in Fancy
Free that features individual dancers: the three solo variations for the sailors in the sixth movement.
I point out personality-defining musical and choreographic moments, arguing that the combined
metric and rhythmic choices in the music and choreography produce the unique characterization
in each variation.

[2.6] This collaboration between Robbins and Bernstein was unusually choreographer—centric.(32)
While choreographers usually work with a preexisting score, for Fancy Free Robbins gave Bernstein
a detailed diagram indicating what should happen at each point in the plot. Robbins’s plot outline
follows a story of three sailors arriving in the city for a night on the town during one of their shore
leaves. He mapped the rise of competition between the sailors in the plot layout shown in Example
2.03) In this outline, #6, which denotes the three solo dances, occurs near the apex of the overall
tension. Once Bernstein had composed a musical draft to meet these criteria, Robbins specified
changes he wanted Bernstein to make to the score to fit the narrative.3%)

[2.7] Part of the reason Fancy Free struck a chord with the American public was that it was
something they could relate to, a familiar wartime scene with realistic characters. The characters
portrayed likely came across as even more poignant because they were all based on Robbins’s close
friends, with whom he had an established rapport (see Example 3, Fehl 1944a). Dance historian
Jowitt (2004, 79) notes how “the cast members were all his friends, and he built not only on their
particular dancerly strengths but on how he saw them as people.” The scenario by Robbins
specifies this familiarity between the sailors, stating, “One should feel immediately that the three
are good friends, used to bumming around together, used to each other’s guff . . . that they are in



the habit of spending their time as a trio, and that, under all their rough and tumble exterior, there
is a real affection for each other, a kind of ‘my buddy’ feeling” (Robbins n.d., box 40).0%)

[2.8] The original cast, in turn, realized that he was working to incorporate their individual
personalities into the production. Harold Lang told writer Tobi Tobias in 1980: “I think he took out
of us what would be—not exploitable, but usable. Jerry himself had a good Latin feeling to him, he
saw Johnny as being lyrical, kind of dreamy and sweet—a country boy, and I guess he saw me as a
show-off” (quoted in Gottlieb 2008, 1147).(39) These close working relationships between the
original cast members aided Robbins in choreographing robust onstage characters that resonated
with the audience.

[2.9] The characters are still interesting today, even in a society with evolved views on cultural
stereotypes and interactions between genders. Some now view the piece as a dated period piece,
which romanticizes what likely now would be viewed as harassment and catcalling. In a recent
opinion piece, Cecelia Whalen (2018) wonders, “parts of it have not stood the test of time, yet as a
whole, it remains. Why? Undoubtedly, it has to do with the music. Bernstein’s score can be upbeat
but also touching and Robbins’ choreography plays with every single accent.” An additional
answer is provided by Boston ballet’s principal dancer, Kathleen Breen Combes, who recently
noted: “Ultimately, this piece represents human relationships. Each character is very authentic and
they represent hope and a celebration of a time in our history” (2018). The onstage characters, both
now and at the time of their premiere, remain remarkable and memorable because of the
meticulous mixture of music and dance that created them.

[2.10] At this point in the ballet, the protagonists are “On the Town” (the title of a popular 1945
Broadway musical from the same creative team, which was roughly based on the ballet’s plot), and
the three sailors have already met two women, resulting in an unfavorable ratio for the hopeful
suitors. To impress the ladies and increase their chances, each sailor dances a solo, the only time in
the ballet where their discrete personalities are highlighted by individualized music. The singular
character of each sailor comes through, in both the music and the choreography: Sailor One is an
acrobatic show-off, Sailor Two is shy and unassuming, and Sailor Three is a leader who moves his
hips with flair.

[2.11] While distinct, the three variations manifest some common traits. They are all roughly ABA
form, they all musically trail off at the end, and all feature a title naming a dance style that
corresponds to their different personality: a Galop, a Waltz, and a Danzén (see Example 4). The
overall style of movement is mixed: many steps are recognizable from the classical ballet repertoire,
and Robbins incorporates elements from American vernacular dance, inserting many steps that
hearken to soft-shoe and “tap” moves.

3. Musical and Choreomusical Analysis, Variation 1: “Galop”

[3.1] The character portrayed in the energetic first variation is that of an acrobatic, gregarious sailor.
As Robbins describes the character in the scenario, “The first is the most bawdy, rowdy, boisterous
of the three. He exploits the extrovert vulgarity of sailors, the impudence, the loudness, the get-me-
how-good-I-am” (reproduced in Amberg 1949, 136-37). The animated and enthusiastic
choreography interacts and combines with music to effectively convey this full sense of the
character.

[3.2] The lively disposition of Sailor One is well-matched by the upbeat, steady tempo of the
variation, aptly titled a “Galop.”(37) Comparatively speaking, the music is quite conventional,
exhibiting a steady i meter and presto tempo throughout, making it the first movement in the entire
ballet to stay in one notated meter. Various rhythmic elaborations contribute to the depiction of a
man of vigor. These include anacruses that create confusion as to what is the downbeat and
upbeat, melodic and metric elisions, and grouping dissonances that add to the energy of the
variation.



[3.3] Robbins’s choreography helps portray the acrobatic and gregarious Sailor One through
grandiose leaps, jumps, and turning steps paired with showy gestures. As Harold Lang, the first
dancer in the role, said of the character’s movements, “[Robbins] put in all the things I liked to do:
pirouettes, air turns—a lot of high movements, extensions, and jumps. Jumping on the bar, things
like that: it seems like I'm always on the furniture” (quoted in Gottlieb 2008, 1147). And indeed, the
choreography is full of bombastic movements, such as triumphantly raised arms in a “V” for
victory, gallant bows, forward rolls (somersaults), and multiple spins: the sailor turns around
seven times before the first seven measures are completed. The variation starts off with a bang—a
double tour en I'air (turn in the air) that lands in the splits, shown in Example 5 below ([unknown
artist] 1944a).

[3.4] The variation’s music features frequent anacruses and motivic repetition within a larger three-
part form that is structured as follows: A=534-60, B=561-98, and C=598-641. Example 6a outlines
the formal layout of the variation, showing repetition and combination of motives 4, b, c and 4
within a tripartite form, hypermetric lengths, and elisions between phrases.3®) Main motives are
introduced early: three initial horn blasts are followed by melodic motives with constant eighth-
note motion that I term a-galop and b-peaks, the latter because of the similarity of the melodic line to
a range of mountain peaks (or ocean waves). To begin B (the second large section), c is divided into
two parts: (c1) a simple two-bar trumpeting pattern; and (c2) a lyrical melody with triplet rhythms
that includes a descending third melody familiar from earlier movements. Fragments of a and b are
then interjected in combination with ¢’s rapping trumpets. These motives can be heard in Example
6b.

[3.5] Especially when hearing this opening music without a score, a listener is likely to experience
confusion about where the downbeat (or emphatic “1” accent) is; that is, how the two beats fall
within each Z measure. Bernstein manipulates the placement of melodic motives so that some
motives’ internal phenomenal accents align with downbeats, while other motives are displaced —
an ambiguity that invites choreographic interpretation.(39) He also manipulates longer phrase
lengths: melodies that add up to eight-bar phrases have shifting internal subphrase lengths that
confound and muddle the expected two-bar hypermeter. Over the constant, tactus-level pulse that
provides a Z feel, this metric play in the music further serves to represent the sailor’s boisterous,

energetic, and gregarious nature.

[3.6] Example 7 shows Bernstein’s motivic use of anacruses and hypermetric ambiguity at the
beginning of the movement, as repeating motives vary their positions in terms of upbeat/downbeat
(DB) placement. Integers between staves show the underlying hypermeter. The primary
arrangement of two-bar pairs of strong/weak measures is sometimes obscured due to the
placement of the horn’s melodic fragments. The first group of three horn blasts begins on beat one
of m. 534 and spans one and a half measures, which equals “1+2” on the next hypermetric level up;
the galop motive then confirms this hypermetric understanding. Four bars later (m. 537), two
similar horn bleats begin on beat two, or the “+” of the next hypermetric level. This may confuse a
listener who expects an accented attack on “1+2” as before, because this time the attacks begin on
the “+.” The last three horn blasts may be heard either as an anacrusis on “+1+,” or as 1+2, like the
beginning. Either the strong-weak hypermeter is interrupted, or the motivic fragments are
displaced.

[3.7] The elisions in Variation 1 mostly affect the hypermeter; an early example of hypermetric
elision is seen in the last bar of the passage shown in Example 7. Starting at m. 542, analytical blue
slurs show the two-bar subphrases. A vertical line between mm. 552-53 marks where a two-bar
subphrase is only halfway completed when another begins: the three strong chord blasts from a
result in an elision that interacts with the previous downbeat/upbeat confusion. Occasionally,
abrupt changes in orchestration seemingly create potential elisions, but in actuality the two-bar
subphrases continue (for example, at mm. 596 and 633).

[3.8] The choreography interacts in various ways with larger musical phrases. Often, steps are
organized into four- and eight-bar phrases, but these do not always align with the musical phases.
The choreography can help an observer understand hypermetric confusions and elisions, and some



musical additions seem to be added to support longer dance phrases. Yet sometimes the dance
steps further confuse the notated meter, and there are some contradictions: grouping dissonances
between musical and movement phrases create additional tension towards the end of the variation.

[3.9] As shown in Example 8, at the beginning of the variation the choreographic phrase confirms
the larger musical hypermetric eight-bar phrase, smoothing out its irregular partitions this is
indicated with a dotted orange bracket). The dancer begins in silence broken by a drumroll. He
anticipates the orchestral downbeat by circling each foot behind his standing leg, letting the power
build as he prepares to show what he is made of. A brief plié prepares him for a high jump with
multiple turns in the air (four en I'air), until he lands in the splits to correspond with the orchestral
hits that begin the music. Sailor One’s plié preparation for more pirouettes happens on the notated
downbeat of m. 538; while this movement could confirm a downbeat there, its occurrence with the
second of two orchestral hits may further confound the listener. Sailor One completes the pirouettes
with his legs apart to highlight the musical accents over the barline (mm. 540-41), clasping his
hands above his head to pump them twice high in the air in a “victory” gesture (V!). This motion
serves as a seam between the irregular musical subphrases assembling the first eight bars.

[3.10] Measure 542 begins a repeated sequence of dance steps. In the examples, solid orange slurs
indicate choreographic phrases. Here, these phrases are delineated by a parallel sequence of well-
defined movements that are clearly repeated in a different direction. The traveling sequence is
repeated two full times, towards the group at the table then back towards the center. A third
sequence is initiated but cut short by a modified ending: a similar jump from the initial drum roll,
which once again lands in the splits on the downbeat. This shift turns beat two of the two-bar
hypermeter into an understood downbeat after the elision: after the musical repeat, m. 553 = m.
534. The rhythmic confusion caused by irregular motivic placement in the first eight measures of
music is heightened by the dancers’ phrasing, which strengthens the effect of the elision.

[3.11] After Sailor One’s second land in the splits, the initial choreography is replicated during the
repeat of the motive 4 music (mm. 553-60). But the second time through, motive b is accompanied
by new choreography featuring accents that modify the felt downbeat placement (see Example 9,
mm. 559-62). Robbins could easily have opted for an exact repetition of the choreography on the
same beats; the decision to make it offset provides a more boisterous characterization for the
charismatic sailor. Initially, the choreography for the first phase (the repeat of mm. 542-45, shown
with a dotted orange slur) has a downward preparation (plié) on the anacrusis (d) and a kick up (U)
on the downbeat (upper-case letters denote downbeat placement); during the second
choreographic sequence, the lowering plié happens directly on the downbeat (D) with the kick on
the second beat (u). The slightly different rhythmic placements of the physical movements strongly
impact the way the meter is felt, a sensation that resembles the changes in how downbeats are felt
throughout the movement.

[3.12] The music heard and seen in Example 10 from Section C shows an example of how various
orchestral levels interact to generate a phrase-level 3/2 grouping dissonance, with a final orchestral
elision at m. 633.(40) Higher woodwinds, strings, and piano repeat a chromatic leaping pattern that
amasses a twelve-tone series every three-measures: E-C#-D-G C-B-Bb-F F#-A-Eb-Ab, or 4127
OET5 6938. The row repeats five times and begins a sixth time before it dissolves. This causes a
grouping dissonance with the familiar descending triplet melody —heard this time in the
trombones instead of the trumpets—which continues a previously established symmetrical pattern:
four-bar phrases made up of two-bar groups, including the anacrustic pickups common in the
variation. An asterisk marks the place where the series breaks off, and the dotted slur and line
show the disintegration of the three-bar phrase. Layered grouping dissonances between melody
and orchestral accompaniment add excitement as the variation nears its climax.

[3.13] Within this atmosphere of hypermetric play at both larger and smaller levels, “standard”
eight- and sixteen-bar phrases are thrown into relief. The most striking instance of this is in section
B (see Example 6a), where two clear eight-bar phrases combine to form a larger group of sixteen.
Another notable symmetry is found toward the end of the movement (d', mm. 634-41), where a
variant of the three-note chromatic rise from d repeats six times until continuing up to the tonic to
close the eight-bar phrase. These symmetrical phrases signal closing function, highlight the final



acrobatic spinning sequence in the choreography, and gather up hypermetric loose ends in the
variation for a robust finish.

[3.14] While the limited symmetrical music in the movement is matched with symmetrical
choreography (notably, the four-bar phrases in mm. 567-81), much of the music is not symmetrical,
and the choreography does not always clarify the musical grouping and phrasing. Often, the
choreography heightens metric tension, as the steps correspond with and bring out the shorter
musical fragments at the expense of the notated barlines. A case in point is mm. 582-90 (horns and
gallop motives). As shown in Example 11, the music in this section is metrically unclear, as the
interjected melodic fragments of horn blasts and melodic peaks are metrically displaced upon
repetition (blue slur lines under the staff show how the implied two-bar phrases overlap, blue
brackets show motivic placement). This is a metrical conundrum that the choreography clarifies
(orange brackets). On the third horn blast, the dancer’s arms extend in a pose of “V for victory,”
then he bows during the b-peaks. At the end of the larger phrase, the overhead arm pump with
clasped hands gesture returns from the beginning of the movement as filler during the elision until
the next phrase begins at m. 591 (shown with asterisks). The choreographic phrases correspond
with motivic fragments, not with notated downbeats, and the constantly changing metric feel
establishes the energetic character of the sailor.

[3.15] As the first variation nears its end, the sailor jauntily tightens his hat and prepares for a large
circle of leaps and turns known as a “maneége en tournant.” A manege circle was a conventional
climax of male variations in many classical ballets, especially the Russian ballets that the American
Ballet Theatre had recently been performing. In this setting, Robbins brings his distinct “American”
perspective to it. The sailor starts by traveling clockwise with traditional energetic leaping and
turning steps (known as sauté and coupé, respectively). To complete the traditional sequence, a
straight-leg split leap (or grand jeté) is expected next (the entire sequence is known as jetés en maneége
or coupé jeté en tournant). Instead of the traditional straight-leg split leap, Robbins has the dancer
bend both legs and bring them in front, slapping his knees with his hands while turning in the air.
This modified leap is closer to a barrel roll —a colloquial musical theatre step—than the classical
grand jeté. The body percussion of hands slapping thighs also is different from a traditional manége,
where the only sounds would be those of the dancer’s feet as they land on the floor (though note:
professional ballet dancers often attempt to minimize these sounds).

[3.16] Building on prior metric uncertainty, the music for the manége circle illustrates Bernstein’s
hypermetric play with larger phrase groups (see Example 12a). At mm. 596-97, abrupt changes in
orchestral accompaniment in the middle of an established two-bar pattern seemingly create an
elision, yet the melodic phrases quickly assure the two-bar hypermeter is still in place. Further
hypermetric play begins at m. 598, which starts a chromatic melody d in call-and-response style
with an ascending antecedent and descending consequent. A three-note chromatic motive is
repeated three times during the phrase’s initial ascent and only twice on its initial descent, which
creates uneven hypermetric phrases of four and three bars. On its repeat, the pattern is reversed,
resulting in an overall <4334> arrangement before a short, two-bar “outro” transitions into the next
section. At m. 614, the hypermetrically strong measure of the next phrase of d begins on the weak
measure of the last phrase.

[3.17] Tension in the large manége circle mounts through the combined impact of the dancer’s
continued energetic leaps, the inherent drive of the traveling manege, and a grouping dissonance
that pits the irregular layers in the music against layers of four in the dance, as shown in Example
12b. The dancer repeats a four-bar sequence four times (orange slurs), counted “1-2-3-4-5-6-7-8,”
with the step sequence sauté, coupé, “jump-with-knees-in-the-air.” This creates a grouping
dissonance when layered against the irregular melodic phrases (blue slurs: <4334> plus the added
two bars at the end). The strongest grouping dissonance occurs at the end of the second eight-beat
choreographic sequence of steps, as indicated with two exclamation points. The choreographic
phrasing also explains the extra two-bar phrase. Though musically extraneous, it is required so that
the musical section ends with the dance sequences (4+3+3+4+2=16=4*4). The video excerpt
accompanying Example 12b illustrates how metric correspondences and conflicts between music
and dance in the manége circle create a uniquely energetic character for Sailor One.



[3.18] Robbins ends the sequence by positioning the sailor in a challenging, angled balance, left leg
high to the side, foot flexed, and hands clasped above head as he winks and smiles triumphantly at
the ladies. This choreographic choice ends the variation as rambunctiously as it began. For
spectators, the choreographed dance steps during the cocky variation alternately aid and
complicate their navigation of the music’s metric confusions. Sometimes, dance phrases explain
musical elisions and clarify musical additions. At other times, the grouping dissonance produced
by layering choreographic phrases onto musical phrases—such as the big turning and jumping
manege circle close to the final climax— creates energy and forward momentum. The amalgamation
of these creative choices presents the sailor’s character as a force to be reckoned with, a challenge to
the other two sailors.

4. Musical and Choreomusical Analysis, Variation 2: “Waltz”

[4.1] In a striking contrast, Sailor Two in the second variation is depicted as lyrical, dreamy, and
playful. This portrayal is achieved through a combination of gracefully curving, elegant steps along
with sweet and fluid music. Entitled “Waltz” by Bernstein, the majority of the variation has a waltz
feel, despite the relative rarity of music notated in steady Z meter.*!) In the outer sections of the
movement'’s ternary form, Bernstein links together bits of waltz-like motives; the music, first
featuring woodwinds and violins, is then gently expanded through the addition of more
instruments, larger ranges, developing motives, and increasing metric confusion. The
choreography alternately confirms and contradicts the waltz topic, serving as a playful
reinterpretation of rhythmic patterns in the dance steps that fits with the sailor’s romantic and
jocund character. Even in the middle i section, the dance steps confirm the metrical displacement,
as both music and choreography work together. In one particular passage, the same musical phrase
is set with two different sequences of steps, leading to a different metrical understanding the
second time through the phrase. The light-hearted character comes through in the various ways the
dancer moves to the repeating musical motives.

[4.2] John Kriza, shown in Example 13 (Van Vechten 1949a and 1949b), originated the role of Sailor
Two. Kriza was described by his friends as “lyrical, kind of dreamy and sweet—a country boy,” a
far cry from the boisterous energy of the first sailor (Gottlieb 2008, 1146). Muriel Bentley reminisced
how “Jerry really caught Johnny in that role . . . . Johnny was the sweet one” (Gottlieb 2008, 1147).
In stark contrast to the jumpy acrobatics of the first variation, Robbins’s choreography portrays the
tender sailor with smooth movements, creating a character that is good-humored and slightly
timid, yet sure enough of himself to dance a solo variation to impress the female companions.

[4.3] Bernstein uses a variety of rhythmic effects to increase metrical interest, including shortened
or clipped beats, frequently switching meters, and waltz-like grouping effects that belie the notated
meter. These rhythmic effects help to create motivic development, so that this seemingly simple
and repetitive piece is full of development and change. Example 14 provides a formal summary of
musical motives, rhythmic effects, and the larger ternary form of A-B—(transition)-A. Bernstein
develops familiar motives in various ways: adding and changing instruments, inserting smaller
motives to enlarge familiar motive chains, and combining neighboring motive pairs into novel
sequences.(42) The nominal tonal center of G major is constantly in flux. Clear-cut cadences are
limited, as most sections transform and transition into succeeding ones with elided melodic
phrases. Tension builds to a central apex, then releases going into the final section. While all three
variations are in tripartite form, with both the second and third in rough ABA form that musically
trails off at the end, the sizable transition section between the B and final A sections in the second
variation is distinct in the way it layers and interjects echoes of familiar motives. Due to these
echoes, the delineation between sectional breaks during the musical transition is somewhat blurry,
allowing the choreography to provide section-parsing clues.

[4.4] The relationship between Bernstein’s music and the waltz topic is complex. The notated meter
often does not match the felt, or entrained, meter, and the three-beat waltz is often cut short, a
rhythmic effect I term “clipped” rhythm.(43) Example 15a shows this metric play, as the music is
not always felt or heard as one might expect from the meter as notated. As I indicate with blue



slurs, the repeated “waltz” motives are heard in roughly three-beat groups, although some overlap
the notated barlines. The slur line over the g and i measures illustrates a clipped rhythm, as the
expected three-beat grouping is cut slightly short to 2.5 beats long. Blue brackets show larger
motivic groups often supported by bass-line repetition, and numbers contained in each bracket
show the quarter-note beats from each smaller motivic group. While the waltz motives are
occasionally truncated or syncopated and there are potential 2-groupings, the variation’s title,
downbeat accents and articulation, motivic repetition, and the rocking feel invite a listener to hear
this music as a waltz.

[4.5] In the first three measures, the choreography playfully corresponds to music at some, but not
all, of the musical levels. The larger, two-bar musical phrase that reaches over the barline is
confirmed by the dancing, while the smaller, internal waltz topic is not. The second sailor’s
movement is quite repetitive; the first four dance phrases begin with the same steps. These steps
confirm larger musical phrases that keep increasing in length, yet the smaller “waltz” three-
groupings (including clipped rhythms) are not always corroborated by the movements. Example
15b redraws the barlines to reveal the chorographic phrases, each consecutive one growing in
length: observe the eighth-note groups of 11, 12, 15, and 18.4%) Solid orange slurs show middle-
level choreographic subphrases, and dotted orange slurs show smaller groups of steps. Note also
how ascending and descending contours in the bass line support the first two phrase groups,
before fragmentation increases the intensity.

[4.6] The first three choreographic phrases (a1-b1-a2) feature steps grouped in two-quarter-beat
pairs that contradict the musical “waltz” idea—which is not confirmed until the b-echoes. The
pendulum motions of the sailor’s front to back leg-swings gently accent groupings of two quarter-
notes. The phrases end with either a common back-side-front ballet step called a pas de bourrée or an
outside turn. The fourth phrase, three b-echoes in i measures, features turns whose gentle rises
accent the notated downbeats naturally; these turns set the sailor’s softer personality apart from the
other sailors, who create sharp dance accents with their high leaps and kicks. Each measure has a
plié preparation before accenting the apex with three turns of various types, naturally accenting the
motivic repetition.(45)

[4.7] In the next section, although the music repeats, the choreography is completely different; this
time it does contribute to a “waltz” feel.40) As shown in Example 16a, the first quarter note of each
roughly three-beat grouping coincides with the apex of a leap or the beginning of a typical three-
step waltz movement (termed a balancé, with down-up-down motions). Even during the clipped
rhythm of the g measure, the steps still confirm a musical waltz topic. Example 16b allows a side-
by-side comparison of different choreographic treatments of the musical a1 motive, which—by
grouping the steps in either three beats (as in mm. 652) or two beats (mm. 642) —highlight the
diverse metric feel the different choreography creates. And again, neither of these exactly match
the notated meter. The video clip of these sections exemplifies how the choreographic phrasing
confirms or contradicts the notated and felt meter, and how the metrical play between music and
dance portrays the second sailor’s unassuming, easygoing playfulness.

[4.8] The majority of the second variation features elegant steps that are seamlessly linked together,
matching how the musical phrases are elided into each other. The dancer’s body is open, and his
limbs sweep the air with many slow and long extensions (developés). The frequent choreographic
repetition throughout the number makes the times when the steps are changed stand out all the
more. Even in the i section B where the music is less smooth, the sailor’'s movements are playful
and inviting instead of showy, as he moves around the stage by way of foot slides. During the
musical transition section that blends motives from the A and B sections, the choreography
likewise alternates between smoother steps and rhythmic steps, including use of rhythmic body
percussion (hand-calf slaps and stomp-claps).

[4.9] During the last A section (mm. 716-36), the music’s final repeat features a more elongated feel,
which is matched by languid, fluid dancing from the sailor. Many steps are similar to the second
time through (mm. 668-81), but with wider lunges, expanded arm reaches, and curving turns to
emphasize musical curlicues and high notes. The musical phrasing is complemented by flowing



dancing without sharp accents. These dance steps include smooth turns with gently bent legs, an
unusual off-kilter turn, gently sauntering strides over to the females at the table, and a final
graceful slide as he unfurls down to the ground. Even the sailor’s last pose is reserved and sweet:
as he ends on the ground in a small arabesque push-up, he gazes and smiles at the females with his
head resting on his hands.#7)

[4.10] Overall, in the second variation the music and choreography together establish the character
of a cool, easygoing man, who can perform complicated steps to changing musical meters in an
effortless manner. The choreography puckishly brings out different elements in the highly
repetitive music as different step sequences alternately highlight either the musical motives or the
notated meter. The easygoing and romantic waltz topic, while often clipped musically, is “felt” in
the music and confirmed by the choreography as the dancer’s moves smooth over the shifts of the
notated meter.*8) Taken together, the unbroken chain of rolling turns and mellifluous steps that
supplely merge one onto the other interlace with the almost “waltz” meter in the music to create
the sweet and playful characterization of the second sailor.

5. Musical and Choreomusical Analysis, Variation 3: “Danzon”

[5.1] Turning now to the third and last variation, we find a portrayal of the group’s suave leader.
This solo number exhibits the strongest corroboration between music and steps in the three
variations—the choreography accents the Latin-inspired rhythms in the music, and together they
project a compelling and confident character. Sailor Three was originally danced by Robbins
himself and he can be seen doing so in archival footage at the New York Public Library. Example
17 shows poses from a signature, hip-accentuating move (Fehl 1944c and 1944d). This “Danzon”
was an initial foray into the Latin rthythms for which both Bernstein and Robbins would become
very well known, most notably in the next decade when adapted to great success in the musical
West Side Story.(49) The third variation has an important place in the ballet, as it is the last of the
three solos and leads to the ballet’s climatic ending. It excels in its own way, in part because of the
seamless way the music and the choreography work together.

[5.2] While Jowitt (2004, 85) calls the variation the most “rhythmically sophisticated” of the three,
on the surface it is the most metrically simple: it has i meter, two-bar hypermetrical units, and
four-bar melodic phrases in abundance, making variation 3 exceptional in the context of the entire
ballet, where more complicated structures predominate. The few extended six-bar phrases and the
three measures of Z notably stand out against the local backdrop of symmetry. Within the
boundaries of this regularity, Bernstein adds unique rhythmic elements to characterize the smooth
third sailor. These include developing contrasting rhythms within the straightforward metric
framework, providing musical space by incorporating rests, and using un-pitched rhythmic
percussion. The most common of the rhythmic complexities is a pattern of eighth notes in groups
of 3-3-2, a jazzy rhythm Bernstein termed “rhumba with a small r”’; this is shown in Example 18.(50)
[5.3] The overall formal layout of the variation shown in Example 19 indicates phrase lengths,
hypermetric groupings, and comments on the motivic material. The variation creates momentum
by developing and overlapping familiar rhythms and melodic themes. These include what I call the
“seven” motive, because of its elided seven half-note beats; rhythmic ostinatos a and d; and the
melodic themes a (ascending melodic arc), b (descending melodic arc), ¢ (octave leaps and
descending triplets), d (squarely in i in a new key), and e (developed from the descending triplets).
Looking at the overall form illuminates the abundance of four-bar phrases with two-bar
hypermeter. The only stand-alone two-bar phrases are linking sections: the transition at m. 753 and
ostinato a fragments (mm. 774 and 814). The two six-bar phrases are also linking passages. The first
longer phrase (mm. 804-9) layers ostinato 2 under melody e, providing a transition between two
large sections. The last six-bar phrase is an extended echo of melody a to transition into a
dwindling percussion section.

[5.4] The musical excerpt heard and shown in Example 20 is an illustration of internal syncopated
rhythms: a 3-3-2 ostinato a in the bassoon bubbles underneath the more square melodic phrases on
top (melody b). This type of syncopated rhythmic pattern —often accompanied with an initial focus



on beats one and four—underlies much of the variation. Example 21 shows how the rhythmic feel
varies in the different larger sections. The first part of the example, Rhythm Group A, encapsulates
the main rhythms in the outer A sections. The common 3-3-2 rumba division often causes a
syncopated accent on the “+” of beat two (shown underlined). Later variants in the snare drum and
bass drum (S.D./B.D.) also accent similar rhythms. Bernstein uses contrasting, less syncopated
rhythms to underlie the middle B section, accompanied with a strong change in orchestration.(®1)
Shown as Rhythmic Group B, the core ostinato places strong, square accents on beats one and
three, while the second and fourth beats are evenly divided (1 2+ 3 4+). In the transition to the final
A section, thythmic groups A & B are layered simultaneously. These add rhythmic complexities

into the simple metric context, intricacies that are substantiated by choreographic details.

[5.5] Robbins displays an acute musical sensibility in this variation in the way he fits his smooth
choreography to the main rhythmic motives. Not merely matching dance steps to musical notes,
Robbins thematically links choreographic space to Bernstein’s musical space. At certain times,
physical pauses coincide with musical rests and silence; at other times, music and dance separately
generate areas of space, a concept they both share. Musical space offers the dancer places to fill
with physical manifestations of the sailor’s character, be they smiles, winks, or seductive poses.

[5.6] The third variation also features the greatest use of body percussion, a movement style
embedded in the motivic sequence of steps that repeats along with the “seven motive” three times;
the first presentation begins the variation (mm.737—-44). The first few notes of Example 22 show this
sequence of quarter notes and rests and the choreography that corresponds with them. The onset of
the first musical accent is accompanied with a choreographic accent; the sailor’s legs and arms
sharply slide wide apart with palms facing to the back. His feet then go together for a preparatory
knee bend (plié); then the legs again accent “out” while his arms reach up high above his head. The
musical space of quarter rests in the second measure is accented with postured claps (a body
percussion reminiscent of some Flamenco dances). The wavy eighth-note melodic motion in m. 739
is complemented by an undulating physical motion: the sailor’s feet are stationary as his bent knees
swerve from one side to the other.

[5.7] The most striking marriage of music and dance occurs on beat one of the motivically elided Z
measure. For the quarter-note rest in the music, the sailor brings one arm over his head to clap his
other hand, which is held fixed. His body and face have turned away from the audience, while the
moving leg is bent behind his body. The loud clap and highly raised leg sharply accent the space
provided by the musical rest. After the clap, he brings his raised foot down to the floor, and the
eighth-note rest on the next beat is filled with more body percussion: a bursting finger snap that
initiates “jazz hands” exploding to the sky. Coming directly after the Z elision, the choreographic
accent on the downbeat helps the audience reorient to the returning i meter. The choreography
complements many of the musical accents occurring on beats one and four, and the musical bass
line is accentuated by the spatial “up/down” body movements.

[5.8] Example 22 provides a case of choreographic space that contrasts with steady musical motion.
In the last two measures shown, the dancer takes four beats to straighten up and collect his arms
into his center; this is followed by four beats of movement cessation as he holds, breathes, and lies
in wait for his upcoming hip-swivel section. This pose is seemingly motionless, yet holds the latent
power of imminent, expected movement. As musical rests can provide space for dance, here,
dance, in return, allows space for music. The clip of this excerpt allows one to see how the
choreography matches the notes and rests, the music and dance entwining and giving each other
space as together they create a unique portrayal of the sailors’ confident leader.

[5.9] The section that follows explores its own version of choreographic space as it matches the
music by alternating choreographed motion and pauses. The two flutes’ sinuous melody evokes
swiveling hips from the sailor (Example 23). The dancer’s movements create accents with left and
right hip swivels (L, R) that match the syncopated accents in the clarinet and bassoon pitches, and
subsequent suspensions of movement match the musical rests. In the first phrase, swivels to the L -
R, L, R! are followed by three beats of movement cessation (!). The second phrase begins the same
way, but the pausing rest begins earlier with a full beat of choreographic holds: the movements



occur on beats 1-34 1--- |1-34 ----| (the video portion of Example 23 includes both examples shown
in this section; the beginning “seven motive”; the Z measure; and the choreographic space during
the swivels). The four-beat pause (!!) is full of character as the sailor looks towards the women at
the table enticingly. During all the swivels he keeps his arm position steady from the prior pose,
with wrists slightly bent in front of his chest. This keeps the focus on the isolated body parts—his
swaying hips. Choreographic rhythms are less syncopated in the third and fourth phrases, but still
occur with svelte and slinky steps.

[5.10] While including some familiar movements, the choreography of the final section further
develops these recognizable steps and features the most pronounced use of body percussion.
Instead of big leaps or traveling around the stage as in a typical finale section, the ending
choreography highlights isolated and controlled movements. As seen in Example 24, the body
percussion leads to the climax to emphasize the coolly confident character of the third sailor. He
taps on stools with alternating hands, then sits on a barstool (on the downbeat) to tap on the bar
with his upstage hand. He next climbs up on the stool and slaps his thighs. The second foot joins
on the stool so he can stand up on top; with head lifted slightly back, he pounds proudly on his
chest. For the climax, he leaps high off the barstool, clapping in mid-air before he lands on the
ground for his final pose on one knee.

[5.11] The rhythmic motions provide an exciting close to the character-filled variation. Indeed, it

seems the females watching from the table appreciate this sailor’s solo the most. Set to Robbins’s

individual strengths as a dancer as well as choreographer, the third sailor’s musicality and use of
space combine with sultry and rhythmic music to create a strong character for the group’s leader
(Example 25, [unknown artist] 1944b).

Closing

[6.1] In each of the three solo variations, the music and choreography combine to create a distinct
personality for each dancing sailor: acrobatic and flashy for Sailor One, coy and playful for Sailor
Two, and suave and controlled for Sailor Three. The individual characterizations in the variations,
emerging directly out of the matchless way the dance and music work together, likely helped make
Fancy Free the hit that it became. Reviews from the initial production indicate that the three solos
were the highlight of the entire ballet. New York Times critic John Martin described the variations
this way:

The kids who dance it dance it like mad. Robbins has devised a solo for Harold Lang
in which he is called upon to do everything but climb the asbestos curtain. At this
point some of us wiseacres began to shake our heads. This was only the first of three
solos, and it seemed impossible for the other two boys to do anything that would not
look sick by comparison. But Robbins knew what he was about. For John Kriza and
himself he designed dances that leaned not on technical stunts but made their points
on characterization and individuality of style. (Martin 1944a)

[6.2] Other reviewers agreed with Martin, noting the variations as particularly effective standout

moments.(52)

Later that year, Martin recognized Robbins as the year’s most outstanding debutante,
noting how in Robbins’s choreography, “his people emerge with lives and wills of their own”
(1944b, 172). In doing so, Martin again highlighted the individual characters provided by the
choreography in the variations. I have shown in detail how the highly individualized music and

choreography work together in different ways for each of the three variations.

[6.3] As this article demonstrates, choreomusical analysis helps show how the intertwining of
music and dance can create different characterizations. It is not only through correspondence of
music and dance, but also by conflict and counterpoint between them, that the characterizations
emerge. These nuanced observations are made possible by taking each art form as a subject for
detailed investigation —both independently and together. Choreomusical analysis provides a lens
through which we can explore the essential and expressive relationship between music and dance
and is essential for a thorough understanding of entrainment of movement designed for specific
music. While particularly appropriate to the metric dissonance in Bernstein’s musical language,(53)



this approach has further applications outside of ballet: film music and staged operas, music videos
and TikTok choreography, and synchronized rhythmically flashing lights at a concert (see Lucas
2021). Other musical experiences merge auditory events with visual movement that is not carefully
crafted and prescribed, and modified analytical methods can help explore those situations. Our
bodies are involved in encountering music, particularly as we experience rhythm and meter, and
multifaceted analyses can help us understand how.

Rachel Short
Shenandoah University
1460 University Drive
Winchester, VA 22601
rshort@su.edu
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Footnotes

1. Cook 1998 uses ballet as an example of interaction between two separate elements, music and
dance, “and the aesthetic effect of ballet emerges from the interaction between the two.” In
addition, McMains and Thomas (2013) explain how related arts can act in amplification of each
other. As an example of past scholarship, music theorists have written at length on rhythmic
matters in the first few measures of the Rite of Spring; however, they often overlook potential
insights provided by broadening the analyses to choreographic aspects of the ballet (see McDonald
2010, van den Toorn 1987, and Pasler 1986). As Pasler describes, the creators of the Rite all worked
together in a collaborative process to create a total artwork. While the ballet aspect was disowned
by Stravinsky for a time, it was initially written for ballet, as a collaboration between the arts, or
synchronization between the senses.

Return to text

2. See Leaman 2021b for an example of “sketch-dancing,” following Jordan’s (2015) “sketch-
learning” analyses that invite readers to consider moving along with the choreography. Phillips-
Silver and Trainor 2007 explores how rhythmic movement can affect auditory encoding. Sterbenz’s
2017 analytical discoveries hinge on her embodied experiences as she considered “what it might
feel like to move as Tyler moves” [46].

Return to text

3. I use the term “choreomusical studies” to refer to the variety of ways scholars approach music
and dance, and “choreomusical analysis” to describe a methodology that 1) integrates dance
analysis with rhythmic and metric analysis and 2) is based in part on music-theoretical concerns.
Return to text

4. Among the issues Jordan raises is the “fundamental differences in practice and conceptual
frameworks” between the disciplines of music and dance (2011, 43). See also McMains and Thomas
2013 for further discussion of the disparity between disciplines.

Return to text

5. For example, Foster (1988; 1996) and Banes (1998) discuss the desire inherent in ballet’s
narratives and how onstage female dancing bodies are viewed through the male gaze. Morris
(1996) provides further examples of other interests combined with dance scholarship; these include
postmodernism and poststructrualism, a focus on the gendered, racialized body, class, and cross-
cultural exchanges. As Jordan notes in 2011, “There are relatively few analyses of dances . . . [with]
surprisingly little formal analysis (detailed research into the operations of dances as structures
within pace and across time).” Cook (1998) similarly bemoans the lack of attention ballets have
received by analysts, compared to analysis of the related genres of song and opera.

Return to text

6. Dance researcher Hodgins (1991, 1992) delineates two broad categories of “choreomusical
relationships” —intrinsic and extrinsic—and fits sections of ballets into those lists. For him,
rhythmic and structural elements fall under the intrinsic relationship category.

Return to text

7. An early example of this is Pasler 1982, which discusses how the dance scenario for the ballet
Jeux inspired the rhythmic motives and temporal elements that create formal coherence in



Debussy’s music.
Return to text

8. Jordan (1996, 17) argues that dance scholars should include formal analytical structures from
music research, because the “particular power of musicology for dance scholars” is a “formalist
tradition of analysis to be used or unmasked.” Specifically, Jordan analyzes Humphrey’s
Passacaglia and Fugue in C minor, looking at thythmic counterpoint and hypermetrical incongruence
between music and dance, as well as “music visualization” (Humphrey’s term), which she calls
“concurrence.”

Return to text

9. In her case studies on Balanchine ballets set to Stravinsky’s music, Leaman’s method is
historically grounded in Balanchine’s own aesthetic view. Other scholars have also focused their
analytical tools on the Balanchine and Stravinsky partnership, including Jordan (2007), whose close
analyses are concerned with the “musical/choreographic connections” that occur when
Balanchine’s choreography mirrors Stravinsky’s music. Irene Alm’s 1989 analysis of Agon uses
archival evidence to explore the collaborative process between Balanchine and Stravinsky as a way
to understand its structure and cohesive unity. See also Horlacher 2018, Jordan 1993a and 1993b,
and Jordan 2000.

Return to text

10. See also Simpson-Litke and Stover 2019, which looks at the basic structural connections
between salsa music and footwork patterns, using overlaid musical scores to analyze social dance
interactions.

Return to text

11. Other potential systems include the flexibility of processual methodologies, as discussed by
Horlacher (2001) and Hasty (1997). While Yust (2018) also has a processual exploration of temporal
structures, his tonal focus with Schenkerian underpinnings and the related complex hierarchical
networks do not align with the aims of this project.

Return to text

12. “Dissonance” refers not to traditional musical dissonances, but conflicts or non-alignments in
rhythm and metric patterns. Recent dance scholars who explore similar concepts include Bell 2021,
Leaman 2022, and Simpson-Litke 2021.

Return to text

13. London (2012, 22) presumes “that listeners do not normally have access to other, nonauditory
information.” While this is true for a general musical listening, the audience of a ballet
performance, however, needs to consider more than just the metric audition to aim for a
multimodal metric understanding. While London discusses meter primarily from a listeners’
perspective, he also mentions that somehow as a listener we are bodily involved in listening as
entrainment “engages our sensorimotor system.” See also Eitan and Granot 2006, who explore “the
ways listeners associate changes in musical parameters with physical space and bodily motion”
(221); Juchniewicz 2008; and Vuoskoski et al. 2016.

Return to text

14. Following Imbrie’s terminology, Lerdahl and Jackendoff (1983, 25) and van den Toorn (1987, 67)
designate “conservative” and “radical” as two different possible hearing strategies. When faced
with metric conflicts, a listener can attempt to hold on to the erstwhile meter, or promptly shift to a
new metric understanding, disrupting the established meter.

Return to text

15. See London et al. 2016, which explores how visual cues can affect judgement of musical tempo,
and Guttman et al. 2005, which explores how visual sequences affect auditory encoding.
Return to text

16. Possible correlations between musical and visual elements function on a varied continuum
instead of a simple binary, and changes between various modes of connection deserve



consideration. White 2006 examines the use of discussing the relationship with the metaphor of a
marriage, and advocates for the often negatively used term “mickey-mousing,” or copying,
arguing for the effectiveness of strong mirroring congruencies between music and movement. Read
2020 problematizes the racial stereotypes interwoven with negative connotations of mickey-
mousing. Damsholt 2006 also discusses the polemical term. Lehman 2013 discusses “phrasal
mickey-mousing,” where there is cadential synchronization between the film score and visual
elements.

Return to text

17. See also Biamonte’s (2014) argument that metric dissonances in pop/rock music can play an
“expressive role in heightening tension.” McMains and Thomas (2013) similarly explore the effects
of “isolated conformance” vs. “isolated opposition.” Patty 2009 offers an alternate view of how
melodic pacing can affect an experience of musical climax, Malin 2008 discusses the metaphor of
energy with in-time interpretations, and Short 2023 explores how tap dance choreography works in
tandem with musical elements to delineate formal sections and create climaxes.

Return to text

18. For further discussions of structural downbeats, see Cone 1968, Lerdahl and Jackendoff 1983,
and Butler 2006.
Return to text

19. Critical discussions during the time of Fancy Free’s inception furthered this exploration. As
contemporary dance critic Denby observed (1986, 62), even strong music and dance
correspondences are not exact equivalences. Denby expanded on how correlations between dance
and music are viewed by some choreographers: “The rhythmic interest in ballet dancing isn’t fixed
on the beat or on the dancers’ relation to it; the interest is in their relation to the musical phrase, to
the melody, to the musical period . . . you follow the rhythm not by separate steps but by the rise
and fall of extended phrases” (quoted in Gottlieb 2008, 388-89). While I agree with Denby that
patterns of steps can clearly be chained together, I also appreciate the collective power of smaller
accents on individual movements. In my view, the imprecision noted by Denby is due to the
differing nature of musical and dance accents, which one must consider when exploring their
intersections. Dance accents can also be affected by the unique timbres of different steps (see Short
2023).

Return to text

20. Regarding music, Lester (1986, 15) argues that “an accent is a point of emphasis” or “initiation,”
and he sees musical accents as marked points in time, a conception that must be extended when
broadened to dance accents. Following Cooper & Meyer (1960, 8), London (2012, 19) asks a similar
question, “What then is a metrical accent?” arguing that it is related to our metrical entrainment
and attending: “an event that is marked by consciousness.” See also Schachter 1998 on metrical
accents without duration. The notion of “units” of time has also been problematized —see the
discussion of beat as a point in time, or as a more circular, processual feel, in Hasty 1997 and 1999,
London 1999, and Horlacher 2011. As Jordan (1996, 19) notes regarding dance, “We perceive time
in dance as divided into units (events) that begin with an impulse or onset of stillness, regardless of
the beginning of a movement.” Jordan’s (2021, 5) discussion of the problematic differences for
ballet dancers and musicians regarding terminology of “counts” and “beats” also points to longer
phrases as a key link between the two disciplines: “dance counts (which are often marked in dance
scores alongside bar lines and musical time signatures) often span multiple notated measures (e.g.,
four dance counts might cover a four-bar span).” Simpson-Litke and Stover 2019 discuss the
analytical challenges of notating dance movements, particularly mentioning the “subtle but
significant differences in the timing of steps versus weight shifts” that dancers acknowledge. They
explain further: “While it is true that the directional ramifications of the breaks are not seen in the
steps right away, these changes of direction are felt more immediately in the body than is
suggested by these comparatively static footwork diagrams” (Simpson-Litke and Stover 2019, 80).
They also summarize various perspectives on this, especially in regards to salsa partner dancing.
Analytical terms vary: Abrahams’s (2020, 51) exploration of movement through mimicry uses
terminology including the “ictus” (the outermost point of a movement) combined with the “locus”



(the internal originating body point of a movement), which together create the movement
“trajectory”; see, in particular, Fig. 4.
Return to text

21. Similar to “loud rests” in music (London 1993), these accents draw attention to cessations of
movement during marked times when movement is omitted or paused.
Return to text

22. The body percussion Robbins uses in Fancy Free are quite different from those standard in
classical ballet vocabulary of the time. The body percussion steps come more from his modern
influences, from Isadora Duncan and others.

Return to text

23. London (2012, 99-100) speaks of unclear musical meters in two variants: metric malleability and
metric ambiguity. He discusses how potentially ambiguous metric contexts are usually clarified by
expressiveness of an individual musical performances. Knowles (2022) discusses a spectrum from
clearly metrical to completely non-metrical, focusing on recurring rhythmic gestures in Crumb’s
music. See also Knowles 2020. Elsewhere, London (2010) discusses cognitive aspects of disrupted
entrainment possibilities from a listener’s perspective.

Return to text

24. In a 1939 thesis on musical nationalism, Bernstein’s analyses of contemporary American
composers’ music show his early understanding of rhythmic and metric issues (1982). Bernstein
writes about how rhythms stemming from jazz are “distorted” and developed, often to thwart
expectations, and how they eventually enter a composer’s personal (or “American”) style. Geoffrey
Block (2008) discusses further continuities between Bernstein’s thesis and his subsequent public
lectures, teasing out the personal historical significance of Bernstein’s views on American musical
identity.

Return to text

25. Following Kreb’s notation, (a) includes G4/3 and G5/4. The diminutions Bernstein shows in (b)
are not always exact in each iteration.
Return to text

26. Using examples from Copland to discuss grouping-based metrical dissonance, Bernstein states
that Copland’s “essential practice is to contradict the i beat in the case of those themes that are
primarily based on it,” arguing developments in Copland’s innovative rhythms were constructed
to disguise, or alter, a simple i beat (1982, 78).

Return to text

27. He highlights Session’s Piano Sonata (1931) as well as Three Chorale Preludes for Organ (1934).
Regarding Harris, Bernstein continues: “The feeling Harris intends is one of g time (for he has

established it regularly in the preceding section) so that the shift of accent is felt as syncopation.”
(1982, 89).
Return to text

28. In one example, he sets a section from Copland’s Piano Variations in i meter, instead of the

notated g meter. In some cases, barline contradictions occur due to alternate conceptions of melodic
fragments; e.g., rephrasing a repeating melodic fragment over barlines (Bernstein [1939] 1982, 85).
Return to text

29. He shows his sensibility to a listener’s entrainment in his discussion of Copland’s Piano Concerto
noting, “up to this point all is regular. But whereas in the first few measures the measure feeling of i

had been practically destroyed, it suddenly pops up again in m. 4, with the preceding one and a
half beats acting as Auftakt. Thus, mm. 4 and 5 feel like i time” (Bernstein [1939] 1982, 76).

Return to text

30. In a Copland example, Bernstein notes how octave doubling and unexpected upward skips
“established the regular beat, so that the accented syncopation is felt” (1982, 86). Gretchen



Horlacher (2001; 2011) is one of many theorists who argues that a regular beat is necessary to feel
metric displacements. She describes how we base our expectations on immediately prior
experiences and discusses how coming to metrical understanding is an “emergent” process.
Return to text

31. The story, or narrative ballet, exhibiting both narrative and non-narrative elements, became
popular early in ballet’s history. Homans traces the burgeoning popularity of story ballets, and
“the idea that dance could tell a story better than words” (2011, 67-68). Cook (1998), Davison
(2003), and Zbikowski (1998, 2005, 2009) discuss various ways to conceptualize how elements of
various art forms can interact. Block (2009) and McMillin (2006) explore how music combines with
other elements for the narrative through-line in musical theatre.

Return to text

32. This choreographer-centric collaboration is quite different from partnerships between
Balanchine and other composers (especially Stravinsky) that Jordan (2010), Leaman (2022), and
others have discussed. See Jowitt 2004, Baber 2019, and Redfern 2021 for further discussion of the
Bernstein/Robbins collaboration, historical context and creation of Fancy Free.

Return to text

33. JRPP, 40, reproduced in Conrad 2000. The primary source for my musical analysis is the
published score for the ballet (Bernstein 1968). I have worked predominantly from the 1986 New
York City version, supplemented with archival footage from the original production with no sound
(where Robbins dances the role of the third sailor). Under the eagle eye of Robbins and his
sanctioned répétiteurs, reproductions of Robbins’s ballets, although of course not exact, are still
quite close to the original choreography. The 1986 NYC version stars Joseph Duell, Jean-Pierre
Frohlich, and Kipling Houston as the three sailors, and Passers-By are Lourdes Lopez, Stephanie
Saland, and Florence Fitzgerald, with the Bartender as Shaun O’Brien.
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34. The scenario by Robbins describes the solo variations thus: “None of them is long, but each is
full enough to be a complete variation in itself, practically a tour-de-force dance.” Robbins’s
original scenario of the ballet is found in “Jerome Robbins Personal Papers, (S)*MGZMD 182"
(Robbins n.d.), box 40, The New York Public Library for the Performing Arts, accessed August 14,
2013 (JRPP); and was published in Amberg, 1949, 135.
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35. When asked about his casting choices, Robbins explained, “I wanted to work with the ones I
picked. The ballet wasn’t meant for ‘stars” (Tobias, quoted in Gottlieb 2008).
Return to text

36. The female roles were based on the dancers as well; as Muriel Bentley said, “That role is me—
the first girl . . . she was sharp, she was knowing . . . Jerry used to describe that girl as patent
leather,” and Janet Reed noted how “I guess my girl was a little softer, sweeter . . . I never really
thought of that girl as anyone but myself” (quoted in Gottlieb 2008, 1148). Jowitt (2004, 77) notes
that since redheads were not common in the company then, Robbins must have imagined Reed
from his first scenario. Interestingly, in JRPP, box 40, the scenario is typewritten first, with
handwritten edits in ink, which include details of the female’s hair color.
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37. A Galop is traditionally “a quick, lively dance in i time” that began in the ballroom and moved
to the ballet genre, often as an ending finale (Lamb 2015). It was included in 20th-century Russian
ballet scores, such as Khachaturian’s Masquerade (1939) and Prokofiev’s Cinderella (1945).
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38. Studies that discuss hypermeter include Lerdahl and Jackendoff 1983, Rothstein 1990, Brower
1993, London 2012, Temperley 2008, Mirka 2009, Stevens 2021 and Cohn 2021. Alison Stevens in
particular explores alignment of choreography and music over multiple hypermetric levels in
eighteenth-century contredanses. My use of the term considers hypermeter as constituting a



relatively local phenomenon of strong and weak measures, hierarchically related to longer phrase
groupings.
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39. London, Himberg, and Cross 2009 explores the strong effect of rhythmic figures on perception
of anacrusis.
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40. This, and other examples like it, are shown in a normalized middle register, with various
orchestral doublings combined. Another potential hearing could start the ‘21 groupings at the
beginning of the trombone melody, and not with an anacrusis as it occurs earlier. This would still
create a grouping dissonance and continue hypermetric play with the prior metric feel and motivic
placement.
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41. The sailor never does waltz with a female—it is a solo variation throughout—but this is the
sailor usually featured in the sweetly romantic duet in Movement IV, Pas de Deux. In the original
cast, Robbins performed in the duet.
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42. For example, while mm. 642-52 featured the chain of motives a1-b1-a2-b1-b-echo—-b-echo, a close
repetition at mm. 668-82 adds another pair of the rocking motives al b1 to the beginning, becoming
al-b1-al1-b1-a2-b1-b-echo-b-echo (added measures in bold). An example of added instruments is m.
657ff., where al repeats at a higher range and adds a bassoon and cello ostinato. While motives a
and b are quite rhythmically similar, their ending pitch contours vary.
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43. Although there are some i measures and many with a i feel, those are often cut short while the

meter switches between Z and g Speaking to inherent tendencies of some listeners, Butler (2006, 89)

discusses a 3+3+2 as having an “almost triple” sensation.
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44. This could also be read as =6, 6, =8, and 9 quarter-note groups.
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45. Although a rise in movement often highlights a downbeat, music theorists can conflate this
when they perceive meter as a virtual gravitational field. See Still 2015 for more on this
interdisciplinary understanding.
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46. See Bell 2021 (120) for a detailed discussion of metrical dissonance created by various ballet
steps that “articulate a pattern of three footfalls (similar to a traditional waltz step).”
Return to text

47. Compare this to the acrobatic pose in the first variation: balancing on top of the bar with one leg
lifted high above the head.
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48. Although waltzing was known as a partner dance, here the females are never directly involved.
While dance moves are sometimes directed towards them, the overall effect is not as “showy” as
the other sailors” dances. Even the “tap” influenced steps in the middle section are not as flashy as
they could be and are rather self-referential.
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49. While this foray was new to him as a choreographer, Robbins was already well versed in
Spanish-style movements from other roles he had recently performed, including as a soloist
dancing a similar ethnic role in Leonide Massine’s 1943 ballet Capriccio Espagnol (Jowitt 2004, 53).
Return to text



50. See Bernstein (1982, 68). While his use of language may today seem to veer toward
appropriation, his admiration for the rhythms is clear in their frequent occurrences. Rumba (or
“rhumba”), a dance of Afro-Cuban origin, was often derived on one-bar rhythmic ostinatos, with
characteristic rocking hip motions from the dancer(s) (Gradante and Root 2001), while the Cuban
Danzon was generally binary form, incorporating syncopated footwork and pauses (Gradante and
Fairley 2001). For an exploration of tresillo rhythms, especially their various interpretations and
relation to the 3:2 pattern, see Pefialosa and Greenwood 2009. See also Simpson-Litke 2021, which
explores interactions between pmusical patterns in clave rhythms and salsa dance patterns. Here,
the linking of this sailor’s seductive movements with Latin-style rhythms fed into contemporary
cultural stereotypes. Garcia noted how in the 1940s and 1950s, “histories of whiteness as racially
consolidating phenomena in North America and Europe further enabled the consolidation of black
Others as either primitive or modern Negroes in Africa and in the so-called New World” (2017, 24).
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51. The variation does have quite a large sectional break between sections A and B. The obvious
changes are many, especially the change in key signature and orchestration (B features horn and
trumpet on melody with trombone and tuba ostinato adding to the strings, then woodwinds come
in later for the climax).
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52. E.g. Cassidy 1944, Denby 1998, Martin 1944b, Zolotow 1945. While Chicago Daily Tribune’s
writer Cassidy complained in 1944 that “nothing much happens in Fancy Free,” the variations were
the only part of the ballet she described in her review. New York Herald’s critic Denby (1998) also
focused his appraisal on the variations and the characters. He preferred the first, writing that the
“most effective of them was the first dance of the three, Harold Lang’s brilliant acrobatic turn, with
splits like those of the Berry Brothers. It was in this number that the house took fire, and from there
on the ballet was a smash.” Also see Zotolow’s (1945) perspective on how the sailors” characters
contributed to the show’s popularity.
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53. As one of many possible extensions to my methodology, the choreomusical analysis techniques
I have developed here could be applied to other works in Bernstein and Robbins’s oeuvre. This
may reveal how their collaboration changed over time—indicating challenges in their less-
successful and failed projects, and pointing out highlights from their popular works. For example,
scholars have singled out the instance in West Side Story’s “dance at the gym” during Tony and
Maria’s initial meeting. The music signals something special as they first dance together: a pair of
finger snaps to reduced orchestration. McMillin (2006) mentions this moment as heralding the
“voice of the overture.” He starts a discussion on how various art forms can interact in narrative
musical theatre, a dialogue regarding artistic collaborations that necessitates choreomusical
analysis for further understanding.
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