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I

20TH CENTURY STUDIOS
presents

A
STEVEN SPIELBERG

Film

Directed by . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . STEVEN SPIELBERG
Screenplay by . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . TONY KUSHNER
Music by . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .LEONARD BERNSTEIN
Lyrics by . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . STEPHEN SONDHEIM
Based on the Stage Play
   Book by . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ARTHUR LAURENTS
   Music by . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .LEONARD BERNSTEIN
   Lyrics by  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . STEPHEN SONDHEIM
   Play Conceived, Directed and
   Choreographed by  . . . . . . . . . . . . . . . . . . . . . . . . . . JEROME ROBBINS
Choreographed by . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . JUSTIN PECK
Original Choreography by . . . . . . . . . . . . . . . . . . . . . JEROME ROBBINS
Produced by . . . . . . . . . . . . . . . . . . . . . . . . . . STEVEN SPIELBERG, p.g.a.
 KRISTIE MACOSKO KRIEGER, p.g.a.
 KEVIN MCCOLLUM
Executive Producers . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . RITA MORENO
 DANIEL LUPI
 ADAM SOMNER
 TONY KUSHNER
Director of Photography  . . . . . . . . . . . . . . . . . . . . . JANUSZ KAMINSKI
Production Designer . . . . . . . . . . . . . . . . . . . . . ADAM STOCKHAUSEN
Film Editors . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . MICHAEL KAHN, ACE
 SARAH BROSHAR
Music Arranged by . . . . . . . . . . . . . . . . . . . . . . . . . . . . . DAVID NEWMAN
Supervising Vocal Producer. . . . . . . . . . . . . . . . . . . . . JEANINE TESORI
Executive Music Producer . . . . . . . . . . . . . . . . . . . . . . MATT SULLIVAN
Music Conducted by . . . . . . . . . . . . . . . . . . . . . . .GUSTAVO DUDAMEL
Costume Designer . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .PAUL TAZEWELL
Casting by . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . CINDY TOLAN

For DAD

Unit Production Managers  . . . . . . . . . . . . . . . . . . . . . . . . . . CARLA RAIJ
 DANIEL LUPI

First Assistant Director  . . . . . . . . . . . . . . . . . . . . . . . . . . ADAM SOMNER
Second Assistant Director . . . . . . . . . . . . . . . . . . . . . . . JEREMY MARKS

Made in Association with
TSG ENTERTAINMENT

Associate Producer . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . DAVID SAINT

Co-Producer . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . CARLA RAIJ
Visual Eff ects Producer . . . . . . . . . . . . . . . . . . . . . JENNIFER MEISLOHN

CAST
Tony . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ANSEL ELGORT

María . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .RACHEL ZEGLER
Anita . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ARIANA DEBOSE
Bernardo  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . DAVID ALVAREZ
Valentina . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .RITA MORENO
Offi  cer Krupke . . . . . . . . . . . . . . . . . . . . . . . . . . . . .BRIAN D’ARCY JAMES
Lieutenant Schrank  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . COREY STOLL
Riff  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . MIKE FAIST
Chino . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . JOSH ANDRÉS RIVERA
Anybodys . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . IRIS MENAS
SHARKS:
Aníbal . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . DAVID AVILÉS MORALES
Braulio . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .SEBASTIAN SERRA
Chago . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . RICARDO A. ZAYAS
Chucho . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . CARLOS E. GONZALEZ
Flaco  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . RICKY UBEDA
Jochi  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ANDREI CHAGAS
Julito . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ADRIEL FLETE
Junior  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . JACOB GUZMAN
Manolo . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . KELVIN DELGADO
Pipo . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . CARLOS SÁNCHEZ FALÚ
Quique . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . JULIUS ANTHONY RUBIO
Sebas . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . YUREL ECHEZARRETA
Tino . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . DAVID GUZMAN
JETS:
Action . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . SEAN HARRISON JONES
A-Rab. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . JESS LEPROTTO
Baby John . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .PATRICK HIGGINS
Balkan . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . KYLE ALLEN
Big Deal  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . JOHN MICHAEL FIUMARA
Diesel  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . KEVIN CSOLAK
Ice . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . KYLE COFFMAN
Little Moly . . . . . . . . . . . . . . . . . . . . . . . . . . . . .DANIEL PATRICK RUSSELL
Mouthpiece  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . BEN COOK
Numbers  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . HARRISON COLL
Skink . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . GARETT HAWE
Snowboy . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .MYLES ERLICK
Tiger  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .JULIAN ELIA
SHARK GIRLS:
Charita  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . TANAIRI SADE VAZQUEZ
Clary  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . YESENIA AYALA
Conchi . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . GABRIELA M. SOTO
Cuca . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .JULIETTE FELICIANO
Ili . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . JEANETTE DELGADO
Isa . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . MARIA ALEXIS RODRIGUEZ
Jacinta . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . EDRIZ E. ROSA PÉREZ
Luz . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ILDA MASON
Montse . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . JENNIFER FLORENTINO
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Pili . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . MELODY MARTÍ
Rosalía . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .ANA ISABELLE
Tati . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .GABY DIAZ
Tere  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .ISABELLA WARD
JET GIRLS:
Dot . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .ELOISE KROPP
Graziella . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .PALOMA GARCIA-LEE
Gussie . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . LEIGH-ANN ESTY
Karen . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . LAUREN LEACH
Mack . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . BRITTANY POLLACK
Mamie . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . KELLIE DROBNICK
Maxie . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . SKYE MATTOX
Natalie . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ADRIANA PIERCE
Rhonda . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . JONALYN SAXER
Sorella . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . BRIANNA ABRUZZO
Sweden . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . HALLI TOLAND
Tat . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . SARA ESTY
Tessa  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . TALIA RYDER
Velma  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .MADDIE ZIEGLER
Fausta . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ANDRÉA BURNS
Glad Hand . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . MIKE IVESON
Meche . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . JAMILA VELAZQUEZ
Provi . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ANNELISE CEPERO
Lluvia . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . YASSMIN ALERS
Rory . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . JAMIE HARRIS
Abe. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . CURTISS COOK
Streetwalker . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .NADIA QUINN
Puertorriquena #1  . . . . . . . . . . . . . . . . . . . . . . . . . . .ARIANNA ROSARIO
Puertorriquena #2  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . NATALIE TORO
Pachanga Shark Woman . . . . . . . . . . . MARÍA ALEJANDRA CASTILLO
Pachanga Dancers  . . . . . . . . . . . . . . . .MANNELLY GONZALEZ ABREU
 MAYA HAGHIGHI GULIANI 
 TYLER MYERS
 JESSEUDI MARCELINO
 GERMAN M. CASTILLO
 CIARA CALDERON
 AUBREY MILLS
 LEONARDO RO
 ADRIAN CASTILLO
 LUKE JOSEPH FUENTES DUCULAN
 ABIGAIL R. VALDEZ
 NAVIO LOPEZ
Restaurant Owner . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . VICTOR CRUZ
Gym Band (Band Leader) . . . . . . . . . . . . . . . . . . . . . . .ERIK CHARLSTON
Gym Band (Drums) . . . . . . . . . . . . . . . . . . . . . . . . . . . . CLINT DE GANON
Gym Band (Bass) . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . DAVE PHILLIPS
Gym Band (Piano) . . . . . . . . . . . . . . . . . . . . . . . SILVANO MONASTERIOS
Gym Band (Guitar)  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .RIC MOLINA
Gym Band (Sax) . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . DAN PEARSON
Gym Band (Trombone) . . . . . . . . . . . . . . . . . . . . . . . . . HOMMY RAMOS 
Gym Band (Trumpet 1) . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .JOSE RUIZ
Band (Trumpet 2) . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . JUMAANE SMITH
Gym Band (Reed Player) . . . . . . . . . . . . . . . . . . . . . . . . . . DAVE NOLAND
Gym Band (Percussionist 1) . . . . . . . . . . . . . . . . . . .ROLAND MORALES
Gym Band (Percussionist 2) . . . . . . . . . . . . . . . . . . . . . . . . . .JAVIER DIAZ
Female Social Worker  . . . . . . . . . . CHRYSSIE WHITEHEAD-DISBROW
Custodian  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . RON STROMAN
Elderly Man . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . RENÉ OJEDA
Elderly Woman . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . FEIGA M. MARTINEZ
Cop #1 . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . MIKE MASSIMINO

Cop #2 . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .RYAN WOODLE
Fabric Store Owner . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . DAVID BEAN
Gimbels Security Guard . . . . . . . . . . . . . . . . . . . . . . . . . HARVEY EVANS
Detective in Morgue . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .JOE LANZA
Young Girl María . . . . . . . . . . . . . . . . . SAVANNAH RENÉE RODRIGUEZ
Old Lady María  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .DENIA BRACHE
Boxing Promoter . . . . . . . . . . . . . . . . . . . . . . . . . . . LESLEY BILLINGSLEA
Cop in Salt Shed  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ANDY POWERS
Detective #2 . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . REGINALD L. BARNES
Detective #3 . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .PATRICK NOONAN
Grizzled Trainer . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .JEFF WARD
Hardware Store Owner . . . . . . . . . . . . . . . . . . . . . . . . . . PABLO THOMAS
Taxi Passenger . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .PAUL NIEBANCK
Demonstrators . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . IXCHEL CUELLAR
 RICKY GARCIA
 OSCAR A. RODRIGUEZ ROJAS
 JOSÉ RAMÓN ROSARIO
 DOREEN MONTALVO

Stunt Coordinator . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .MARK FICHERA

Stunts
JASON MELLO ADAM SHIPPEY
LUCIANO ACUÑA JR DAVID ARMSTRONG
JUSTICE HEDENBERG EVAN DANE TAYLOR
WARREN HULL SCOTT BURIK
ANTHONY MECCA CHRIS CENATIEMPO
MARIUSZ KUBICKI SHANE GERAGHTY
AARON VEXLER

Dance Doubles
KYLEND HETHERINGTON RACHEL HUTSELL
ANDREW VEYETTE MICHAEL SEAN BREEDEN
OLIVIA A. CRUZ JULIET DOHERTY
SCARLETT WALKER

Sound Mixer . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . TOD MAITLAND

Associate Choreographers. . . . . . . . . . . . . . . . . . . PATRICIA DELGADO
 CRAIG SALSTEIN
Production Supervisors  . . . . . . . . . . . . . . . . . . . . . . . . . . LEAH WINKLER
 COREY SKLOV
Production Coordinator . . . . . . . . . . . . . . . . . . . . . . . . . .MICHAEL HALL
Assistant UPM/Supervising Location Manager  . . . ROBERT STRIEM
Supervising Art Director . . . . . . . . . . . . . . . . . . . . . . .DEBORAH JENSEN
Art Directors . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . HINJU KIM
 RYAN HECK
 NITHYA SHRINIVASAN
 DEBORAH WHEATLEY

Assistant Art Directors
MICHAEL AUSZURA STEVE GRAHAM
LAUREN ROCKMAN RACHEL NEMEC
JURASAMA ARUNCHAI LARRY BROWN
MARIE WAGNER TOBIN OST
BRANDON ULOHO

Art Department Coordinator . . . . . . . . . . . . . . . . . . KIRSTIN MOONEY
Set Decorator . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .RENA DEANGELO
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Assistant Set Decorators . . . . . . . . . . . . . . . . . . . . . . . . .PAUL CHEPONIS
 HEATHER PRENDERGAST
 ALYSSA WINTER
Set Decorator Buyer . . . . . . . . . . . . . . . . . . . . . . . . ROXY TOPOROWYCH
Set Decorator Coordinator  . . . . . . . . . . . . . . . . . . . . . . . . . LEAH PALEN
Leadman . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .PHIL CANFIELD
Shop Foreman . . . . . . . . . . . . . . . . . . . . . . . . .PATTIE CANFIELD LONGO

Set Dressers
RICK HOPPE MICHAEL BRUNO
THERESA KELLY CANFIELD DAMON HAHN
BRIAN JONES CHRISTOPHER HEAPS
WILLIAM CANFIELD MEGAN CANFIELD
CHRISTOPHER GRANO JAMES COOK
ROBERT TAYLOR SIARA SCAROLA
MARK LARRICHIA GAIL COSTELLI
ALEXIS MALDONADO WILLIAM ADEE
CHRIS RIBEIRO  JEREMY WELCH
JAKE SPONGEBERG
On Set Dressers . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . TRAVIS WRIGHT
 JAMEL DANIELS
 TERRENCE AYBAR
Illustrators . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ALEX CHRYSIKOS
 HUGH SICOTTE
 STEPHEN TAPPIN
Graphic Designer  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . EDDIE IOFFREDA
Graphic Artists . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ZACH ZIRLIN
 NICOLE ECKENROAD
Model Makers . . . . . . . . . . . . . . . . . . . . . . . . . . . . KATHERINE AKIKO-DAY
 CAROLYN MRAZ
 RACHEL NEMEC
Storyboard Artist. . . . . . . . . . . . . . . . . . . . . . . . . . . . . RAYMOND PRADO
Art Department Researchers  . . . . . . . . . . . . . . . . . . . . EMILY LUTYENS
 DEIDRE BACKS
Art Department Assistants  . . . . . . . . . . . . . . . . . . . . .MADISON PFLUG
 ERIC HAMILTON
 BAILEY KUSHINSKY
 GABRIELLE CAROLL
 HUTCH HUTCHINSON

End Title Design . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . STEVEN SPIELBERG
 ADAM STOCKHAUSEN

A Camera Operator  . . . . . . . . . . . . . . . . . . . . . . . . . . MITCH DUBIN, SOC
A Camera First Assistant Camera . . . . . . . . . . . . . . . . . . . . MARK SPATH
A Camera Second Assistant Camera  . . . . . . . . . . . . .CONNIE HUANG
B Camera Operator/Steadicam  . . . . . . . . . . . . . JOHN “BUZZ” MOYER
B Camera First Assistant Camera . . . . . . . . . . . . . . . . . . . TIM METIVIER
B Camera Second Assistant Camera . . . . . . . . . . . . . CONNY KLAPPER
Loader . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .DAVE ROSS
Libra Head Tech . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . PIERSON SILVER
Still Photographer  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .NIKO TAVERNISE

Boom Operator . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . MICHAEL SCOTT
Sound Utilities . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . JERRY YUEN
 TERENCE MCCORMACK-MAITLAND

Music Playback  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .JASON STASIUM

Video Assist . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . DEVIN DONEGAN 
Assistant Video Assist  . . . . . . . . . . . . . . . . . . . . . . . . . . . DAVID DABNEY

Dialect Coaches . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . THOM JONES
 VICTOR CRUZ

Re-Recording Mixers . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ANDY NELSON
 GARY RYDSTROM
Supervising Sound Editor/Sound Designer . . . . . GARY RYDSTROM
Supervising Sound Editor  . . . . . . . . . . . . . . . . . . . . . .BRIAN CHUMNEY
Music Editors  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . JOE E. RAND
 RAMIRO BELGARDT

Associate Editor . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . PATRICK CRANE

Assistant Editors  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ANDREY RAGOZIN
 KEVIN BIROU
 NICHOLAS LUNDGREN
Editorial Production Assistants  . . . . . . . . . .MOLLY BISCARDI-SILVER
 TIMOTHY QUANE

Original Broadway Production
Co-Choreographed by  . . . . . . . . . . . . . . . . . . . . . . . . . PETER GENNARO
Music Performed by . . . . . . . . . . . . . THE NEW YORK PHILHARMONIC
Additional Music
Performed by . . . . . . . . . . . . . . . . THE LOS ANGELES PHILHARMONIC

Music Supervisor . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . MATT SULLIVAN
Development Music Consultant . . . . . . . . . . . . . . . . . JEANINE TESORI

Music Consultant  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .JOHN WILLIAMS

Additional Orchestrations by . . . . . . . . . . . . . . GARTH SUNDERLAND

Score Recorded and Mixed by . . . . . . . . . . . . . . . . . .SHAWN MURPHY
Score and Song Editing Production . . . . . . . . . . . .DAVID CHANNING
Digital Score Recordist . . . . . . . . . . . . . . . . . . . . . . . . . . ERIK SWANSON

Vocal Recording Engineer . . . . . . . . . . . . . LAWRENCE MANCHESTER
Supervising Copyist . . . . . . . . . . . . . . . . . . . . . . . . . . . . . MARK GRAHAM
Music Preparation by . . . . . . . . . . . . . . . . . . . . . . . . . . . . .GREG JAMROK,
 JOSEF ZIMMERMAN
 & JOSIE BEARDEN 
 FOR JOANN KANE MUSIC SERVICE
Original Orchestrations by . . . . . . . . . . . . . . . . . LEONARD BERNSTEIN
 WITH SID RAMIN & IRWIN KOSTAL
Music Recorded at  . . . . . . . . . . . . . . . . . . . . . . . . MANHATTAN CENTER 
 NEWMAN SCORING STAGE
 JUNGLE CITY STUDIOS
Score Mixing Services Provided by . . . . . . . . . . .ROBERT WISE STAGE
 BARBARA MCLEAN STAGE
 JAZZ AT LINCOLN CENTER
Musicians Contracted by . . . . . . . . . . . . . . . . . . . . . . . . . .SANDRA PARK
 GINA ZIMMITTI
 WHITNEY MARTIN
 PETER ROTTER
Score Reader . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .KRYSTINA NEWMAN
Technical Engineer . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . IAN KAGEY
Additional Engineering by . . . . . . . . . . . . . . . . . . . . . . . JOSH COLEMAN
Scoring Engineers . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ANGIE TEO
 AKI NISHIMURA
 BEN MILLER 
 KEVIN SHAW
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Manhattan Center Scoring Crew
OBIE O’BRIEN  HALSEY QUEMERE 
RICH HILL TAYLOR FUCHS 
ROLAND CESPEDES JANICK MACETA
SHELDON YELLOWHAIR GILBERT
Newman Scoring Stage Recordist . . . . . . . . . . . . . . . . . . . .TIM LAUBER
Newman Scoring Stage Managers . . . . . . . . . . . . . DAMON TEDESCO
 PETER NELSON
Newman Scoring Stage Engineer . . . . . . . . . . ERIN MICHAEL RETTIG
Robert Wise Stage Recordists . . . . . . . . . . . . . . . . . . . . TIM GOMILLION 
 LUKE SCHWARZWELLER
Robert Wise Stage Re-Recording Engineer . . . . . . . . . . CARY CLARK
Vocal Coach  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . JOAN LADER
Vocal Production Associate . . . . . . . . . . . . . . . . . . . . . . CHRIS FENWICK
Vocal Assistant . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . DARREN BIGGART
Rehearsal Percussionist  . . . . . . . . . . . . . . . . . . . . . . . . . . . . .JAVIER DIAZ
Principal Rehearsal Pianists . . . . . . . . . . . . . . . . DANIEL SCHLOSBERG
 JULIE MCBRIDE
 MARCO  PAGUIA

Script Supervisor . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .JESSICA LICHTNER
Second Second Assistant Director . . . . . . . . . . . . . . JOSH MUZAFFER
Additional Second Assistant Director  . . . . . . . . . . . . BILLY BRENNAN
DGA Trainee . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . NUEKELLAR HARDY

Assistant Production Coordinator/
Travel Coordinator . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . BEN GATOLLARI
Assistant Production Coordinator . . . . . . . . . . . . STEPHANIE GOMEZ
Production Secretary . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . WILL LIMPERT 
Production Dance Liaison . . . . . . . . . . . . . . . . . . . MIRANDA PACHECO
Offi  ce Production Assistants . . . . . . . . . . . . . . . . . . . . . . . NICK HEXNER
 DIA GRIFFITHS
 LADY ROLDAN

Production Accountant  . . . . . . . . . . . . . . . . . . . . . . . . . PIETRO LORINO
First Assistant Accountants . . . . . . . . . . . . . . . . . . . . . . . EMILY DAMICO
 LORI KUZMANOVIC
Second Assistant Accountants . . . . . . . . . . . . . . . . WILLIAM O’DWYER
 SHELLEY PATEL
 LUCY MCGEEVER
 HANNAH MEIKLEJOHN
 KATE BRADLEYFULCO
Construction Accountant . . . . . . . . . . . . . . . . . . . . . . . RAMONA WONG
Payroll Accountants . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . SEAN NATTINI
 JASMINE MATOS
Payroll Assistants . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . CINDY LI COX
 DALE PIERCE NIELSEN
 J.P. ARIAS
Accounting Clerks . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . AHMED CHOPRA
 KATRINA PEED
Payroll Clerks  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .BIANCA RICO
 CLIFORD AUGUSTE
Post Production Accountants . . . . . . . . . . . . . . . . . . . .JOHN FLETCHER
 PAULA HOLT

Gaff er  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . STEVE RAMSEY
Best Boy Electric  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . RYAN WEBB
Lighting Programmers . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .RICH PORTA
 JEFF BRINK

Lamp Operators
GREG BANEY JOHN CAMPBELL
JAMES HARKER TIM HEALY
AL PADILLA NOAH PRINCE
JONATHAN ROTBERG JOHN SPICER
Genny Operator . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . BILL MOORE
Basecamp Genny Operators . . . . . . . . . . . . . . . . . . . . . . . . . . . TIM BERG
 LOU CONTRERAS
Rigging Gaff ers  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . JASON LANCI
 STEVEN EDICK
Best Boy Rigging Electrics . . . . . . . . . . . . . . . . . . . . . . . . CARL CASANO
 KEVIN WALSH
Rigging Electrics  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . CRAIG ADDONIZIO
 MIKE BRENNAN
 MATTY HIGHAM

Key Grip . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . MITCH LILLIAN
Best Boy Grip  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . PAUL CANDRILLI
A Dolly Grip . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . BRENDAN LOWRY
B Dolly Grip . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .JOAQUIN PADILLA

Company Grips
TRISTAN ALLEN JOHN BLAZZI
JENNIFER CRAMMER KAI WAI CHENG
PETER CLEMENCE ZACH FRANK
CATHARINE “CHARLIE” PEARSON ANTHONY STRACQUADANIO
ANDREW SWEENEY
Crane Tech . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . CRAIG STRIANO
Assistant Crane Tech  . . . . . . . . . . . . . . . . . . . . . . . . . .RICK MARROQUIN 
Key Rigging Grip . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . JIM BONIECE
Best Boy Rigging Grips . . . . . . . . . . . . . . . . . . . . . . . . KEITH MARSHALL
 JOHN GATLAND

Rigging Grips
KEVIN CALIFANO JACK KENNEDY
MATT LYNCH QUINN MARSHALL
IAN PRATT MATT WILLIAMS

Assistant Costume Designers . . . . . . . . . . . . . . . . . . BRIAN HEMESATH
 CAROLINE SPITZER
 ISABELLE SIMONE
 CHRISTINE FIELD
 CAITLIN DOUKAS

Costume Supervisor  . . . . . . . . . . . . . . . . . . . . . . . . DAVID DAVENPORT
Background Supervisor  . . . . . . . . . . . . . . . . . . . . . . . . . . . .NINA CINELLI
Costume Coordinator . . . . . . . . . . . . . . . . . . . . . . . . . .MICHELLE PFLUG
Set Costumers . . . . . . . . . . . . . . . . . . . . . . . . . . . . . GERALD CRAWFORD
 BRANDON CURRIE
 VERN MALONE
 ANA PERDITA
Background Costumers  . . . . . . . . . . . . . . . . . . . . . . . . . . .MEG EHRLING
 HANNAH HELLER
 TERESA BEACH
Background Shop Supervisors . . . . . . . . . . . . . . . . . . . . MEGAN ASBEE
 WADE SULLIVAN
Background Fitters . . . . . . . . . . . . . . . . . . . . . . . . . . . DANIELLE LANDRY
 KEELY KUYKENDALL
Key Tailor . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . SUE BAKULA
Tailors . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . PIORT CANDELARIO
 CURTIS GARRETT
 DANIEL NEKTALOV
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Agers/Dyers  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . SCOTT COPPOCK
 CHANDRA TELFER
Costume Production Assistants . . . . . . . . . . . . . . . . . .ETAN BARAZANI
 ELIDA BERRY-DONAT
 KAITLYN HARRIGAN 
 ASHLEY HOLVICK

Makeup Department Head . . . . . . . . . . . . . . . . . . . . . . . . . . . JUDY CHIN
Key Makeup Artists. . . . . . . . . . . . . . . . . . . . . . . . .ANGELA L. JOHNSON
 MANDY BISESTI

Makeup Artists
CHRISTINA GRANT JANE DIPERSIO
STELLA SENSEL STAYC ST. ONGE
TOM MOLINELLI NICKI LEDERMANN

Hair Department Head . . . . . . . . . . . . . . . . . . . . . . . . . . KAY GEORGIOU
Key Hairstylist . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . JERRY DECARLO
Hairstylists . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .SABANA MAJEED
 CHRISTINE FENNEL-HARLAN
 LILIANA MAGGIO

NJ Location Manager . . . . . . . . . . . . . . . . . . . . . . .KATHERINE DELANEY
Assistant Location Managers . . . . . . . . . . . . . . . . . . . . . . . .CHRIS SARLI
 ALEX MARTIN
 MALCOLM ALSTON
 CALVIN REDDY
 MIGUEL FERNANDEZ
Location Coordinators. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ALEC BATES
 LEA RUWALDT
Location Scout . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . AARON HURVITZ

Location Assistants
CHARLIE ALBERTO MIGDALIA “MIMI” ALVARADO
MARCO BARATTA RAMON CABRAL
SOPHIE CAPP JESSICA ELENA CHAVARRIA
NICK DEWITT STEPHEN DONOVAN
MALEK HAFFAR LENNY MATIAS
JESSICA NISKAR ELEKTRA OATES
VLAD PIVERGER CHRIS WOS

Unit Production Assistants  . . . . . . . . . . . . . . . GREGORY DIGIACOMO
 JACK HYNES
 MARQUS YOUNG
 DANNY ROSE

Parking Coordinator. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . KERRY CLARK
Assistant Parking Coordinator . . . . . . . . . . . . . . . . . .HECTOR DELUNA
Property Master . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . DIANA BURTON
Assistant Property Master . . . . . . . . . . . . . . . . . . . . . . . . . . . TOM ALLEN
3rd Props . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . GABÚ CAMILO
 RAQUEL CEDAR
 CARTER STANISLAW

Property Master
Production Assistant . . . . . . . . . . . . . . . . . . DESTRY ALLYN SPIELBERG
Picture Car Coordinator  . . . . . . . . . . . . . . . . . . . . . . . . BOBBY GRIFFON
Picture Car Fabricator  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .SCOTT DENIS
Picture Car Mechanic . . . . . . . . . . . . . . . . . . . . . . . . . . . . . BRENT GODEK
Picture Car Production Assistant . . . . . . . . . . . . . . . YDANIA OGANDO

Special Eff ects Coordinator . . . . . . . . . . . . . . . . . . . . . . . . . . MARK BERO
Special Eff ects

MCCAIN BROWN CARMEN CAMPOLO
JOHN GREENE ZACH MAGGIO
EVAN PILERI DUSTIN RIEDMAN

Special Eff ects Production Assistant  . . . . . . . . . . MATTHEW SHERER

Scenic Charge  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ELIZABETH LINN
Scenic Foreman . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .BOB BARNETT
Camera Scenic . . . . . . . . . . . . . . . . . . . . . . . . . . . . .ELIZABETH SCHURRA

Scenic Journeymen
STEPHEN BARTH PHILIPPE BELHACHE
ALES BRODSKY JULIA COLICCHIO
MARC CONNOR MIGUEL DE JESUS
JOHNNE ESCHLEMAN KEVIN GILLESPIE
RAFAEL APACHE GONZALEZ MAX GRAFE
AMANDA HAGY JAMES HOFF
DANIEL JOY LISA KENNEDY
BETH LONERGAN JESSICA MENSCH
ILIAS MOURATOV DAVID NORDINE
CATHERINE OLSON SUSAN PITOCCHI
PENKO PLATIKANOV VITALY TIMERGALEEV
ELAINE SCHINDLER BETH SOLIN

Lead Industrial . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . LUCY ABRAMS
2nd Industrial . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .JUAN DE JESUS

Scenic Industrials
JOHN COURT ENRIQUE DE JESUS
MICHAEL FALOTICO BRANDON MCCAWLEY 
BRETT MCCAWLEY JAMES MORTON

Scenic Apprentice . . . . . . . . . . . . . . . . . . . . . . . . . . . .WHITTNIE DANIELS
Key Greens  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .GINNY WALSH

Assistants to Mr. Spielberg  . . . . . . . . . . . . . . . . . . BRITTANI LINDMAN
 CLAY LERNER
 ELIZABETH NYE

Assistant to K. Macosko Krieger . . . . . . . . . . . . . . . . . . . . .EMMA MOLZ
Assistant to K. McCollum . . . . . . . . . . . . . . . . . . . . . . . . . . JACK EIDSON
Dramaturg to T. Kushner  . . . . . . . . . . . . ANTONIA GRILIKHES-LASKY
Assistant to T. Kushner  . . . . . . . . . . . . . . . . . . . . . . . . . . . . EMILY BREEZE
Assistant to J. Tesori . . . . . . . . . . . . . . . . . . . . CHRISTOPHER ANSELMO
Filmmakers Production Assistants . . . . . . . . . . . . . . . .DAN NOVARRO
 MARIANA ANELL
 JACK SENTELL
 JACK CRAYMER

Set Production Assistants
DREW HUDSON MIA BRUNO
ISABELLA DEL VALLE CAMERON LAWTHER
RAY PERSAUD JOE SPINELLI
KRISTINA “KC” WENSON MEREDITH WENSON
DAVIS WOODALL EMILY MARROQUIN
BILLY QU GENC TAIRI
JULIA SMITH

Assistants to Cinematographer . . . . . . . . . . . . . . . . . TRUMAN HANKS
 LUKASZ DZIEDZIC
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Casting Associate . . . . . . . . . . . . . . . . . . . . . . . . NICHOLAS PETROVICH
Casting Assistants . . . . . . . . . . . . . . . . . . . . . . . . . . . . . SHANNON COREY
 ARI RUDESS

Amblin Casting Executive  . . . . . . . . . . . . . . . . . . . . . LESLEE FELDMAN
Extras Casting . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .GRANT WILFLEY
 SABEL
Extras Casting Associate . . . . . . . . . . . . . . . . . . . . . . . . FAITH MACIOLEK
Extras Casting Assistant . . . . . . . . . . . . . . . . . . . . . .THOMAS HARGETT

Transportation Captain . . . . . . . . . . . . . . . . . . . . . . . . .KEVIN HARRIGAN
Transportation Co-Captain . . . . . . . . . . . . . . . . . . . . . . .THOM AQUINO

Unit Publicist  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .LARRY KAPLAN
Publicity Production Assistant . . . . . . . . . . . . . .NATHAN RODRIGUEZ
Physical Therapist . . . . . . . . . . . . . . . . . . . . . . . . . . . . . MARIKA MOLNAR
Medics  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . GINA MAGGIO
 CHRIS BALZAMO
 BILL DUNKLEY
 JON ELLIS

Caterer  . . . . . . . . . . . . . . . . . . . . . . . HENRY’S INTERNATIONAL CUISINE
Craft Service . . . . . . . . . . . . . . . . . . . . . . . . . . . . . WILSON RIVAS CRAFTS

Acting Coach . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . LARRY MOSS

Consultant on Puerto Rican Culture & History . . . . . .JULIO MONGE
Historical Consultant . . . . . . . . . . . . . . . .VIRGINIA SANCHEZ-KORROL
Timelapse Photography by . . . . . . . . . . . . . . . . . . . . .ANDREW GERACI

Construction Coordinator . . . . . . . . . . . . . . . . . . . . . . . .JOE ALFIERI SR.
Head Carpenter . . . . . . . . . . . . . . . . . . . . . . . . . . HENRY ANTONACCHIO
Carpenter Foreman . . . . . . . . . . . . . . . . . . . . . . . . . . . . .JOE LOMBARDO
Key Construction Grip . . . . . . . . . . . . . . . . . . . . . . . . . . . .MIKE SCAROLA
Best Boy Construction Grip . . . . . . . . . . . . . . . . . . TIM MONTGOMERY

Construction Grips
CLIFF ALPHONSE PRINCE BARNES
JARED BLOCKER SAL BRENHUBER
BRIAN CACACE VIN CARACIO
JON CSUKARDI NICK D’ERRICO
RALPHAEL ELBAZ JASON FALLON
RICK FORNSECA DAVE GRANT
SHAWN GREENBURG JOSE GUTIERREZ
DAN JASINSKI DAN KENNEDY
GAMON KERRON MARTIN LOWRY
NEIL NOVICH KEVIN ONDRIECKO
MIKE PASSERO JOHN RAMIREZ
JIM REID DENNIS ROJKOV
SPENCER RUBIO NAT RUSSEL
RICH SANTIAGO CHRIS SCHAIT
MAX SEIGLE MIKE SHAW
GREG SOLLISCH KEVIN SUNDERMEYER
RICH SYNIEC JAMES WALSH
KEVIN WHITE JOSH WILLIAMS
ANTHONY WILTSE

Carpenters
ADAM ANDERTON FRANCISCO ANDRACA
DREW BIASE MIKE BLOECKER
FRANK BOCCIA ANDREW BURGH
KEVIN BURNS AL CARBONE
JAYME CARBONE JAMES CERRETTA
GREG DELGIORNO JOHN DEVITO
CHRIS ETSEL TOM JEAN BAPTIST
TOM KEAN ROB LEWIS
JAMES LINK KEVIN MCKEOWN
MOISE NUEVES OLIVER O’REILLY
TIM PALMER MIKE RICH

Shop Electric . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . KURT KROLL
2nd Shop Electric . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . JANET SAETTA
Key Welder  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . DAVE MCALLISTER
Best Boy Welder . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .BEN WHITE

Welders
MIKE BOLGER MIKE BUZZONE
BRANDON CALGOERO DAN CASEY
RYAN GALLAGHER MARTIN JASKA
MATT JONES MAX RARRICK
MIKE SURDEZ

Construction Crane Operator . . . . . . . . . . . . . . . . . . . . . . TOM VAUGHN
Construction Purchaser  . . . . . . . . . . . . . . . . . . . . . . . . .NICK PHILIPPOU
Construction Production Assistants . . . . . . . . . . . . . . . DYLAN RABITO
 CAROLINA ABREU

Executive in Charge of Post Production . . . . . . . . MARK GRAZIANO
Post Production Executive . . . . . . . . . . . . . . . . . . . . .JUSTIN OSTENSEN
Post Production Coordinator . . . . . . . . . . . . . . . . . . . . . . JOSH WOOLF

Visual Eff ects Production Supervisors . . . MONICA CELIS BARRAZA
 JENNIFER MIZENER
Visual Eff ects Coordinator . . . . . . . . . . . . . . TENNYSON SEBASTIAN III
Visual Eff ects Production Assistant . . . . . . . . . . . . . . LIAM O’CONNOR
Data Wrangler  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . SUZANNE HILLNER

Visual Eff ects by
lola | VFX

VFX Supervisor . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . EDSON WILLIAMS
Compositing Supervisors . . . . . . . . . . DAVID MORENO HERNANDEZ
 RUSSELL MACK
 CHRIS HANEY
CG Supervisor. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . DAVID MICHAELS
On Set Photographer  . . . . . . . . . . . . . . . . . . . . . . . .PATRICK FLANNERY
VFX Executive Producer . . . . . . . . . . . . . . . . . . . . THOMAS NITTMANN
VFX Senior Producer  . . . . . . . . . . . . . . . . . . . . . . . . ALLISON GLENNON
VFX Producer . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .AILEEN MU
VFX Coordinator . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . JACK DORST
VFX Editor . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . JOHN POLYSON
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Digital Artists
SCOTT BALKCOM WILLIAM BARKUS
ARI BROWN SARAH MARIKAR
RYLAND JOHNSON NATSUKO YAMASHITA
JONATHAN WEST JEFF PENICK
YUKI UEHARA NATALIA MATVEENKO
CHRIS CABRERA SARAH CANALE
SUZANNE HILLNER CHIEH DENG
JAMISON MCCORD CODY BRUNTY
ANDREW COLLINS CHRIS RADCLIFFE
YUJI YAGASAKI JEREMIAH SWEENEY
LUBOMIR KOCKA ROB OLSSON
SUN LEE CHRISTIAN SALVADOR
LEE MAR GREG SOUERS
GREG MEADOWS JASON MULYADI
TAKAHIDE NAKAMURA YONGHWAN KANG
DAMON ERVIN MARLON COLLINS
RICARDO MARQUES HUASCAR TORALES
MIKE PUGH LOUIS MACKALL
MARVIN YANEZ MATT CORDERO
MONIKA BATCHELOR SI DI TANG
CHRIS LEHMAN NICOLE ARNELL
TIM WILSON JASON GANDHI
SCOTT JEPSON

Production Support . . . . . . . . . . . . . . . . . . . . . . . . . . . . JAIMIE LEFEBVRE
 KATHARINE MEADOWS
 GABRIELLA PLACOURAKIS
 HALEY MCCARTHY
 ALI ALIMI

Visual Eff ects by
MPC

Visual Eff ects Supervisors . . . . . . . . . . . . . . . . . . RICHARD STAMMERS
 NICK DAVIS
 JÉRÉMY ROBERT
Visual Eff ects Producer . . . . . . . . . . . . . . . CLÉMENT ZVEGUINTZOFF
Supervision . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . BRIAN GOSSART
 ANTHONY DURAND
 ANDY CHANG
 LUCIE BORIES

Visual Eff ects Production
BEN HARRISON MADHURI REDDY
NATHANAEL ROBINSON DAVID DE SOMMA
AMOL GADKAR E’MYA GREENE
AYUSHEE KHUDANIA JENNIFER PLOUZNIKOFF
ANGE LABBE-DULUDE JONATHAN LINCHET

Lead Digital Artists
VISHNU C S JONATHAN FRIEDMAN
DAMIEN GARRIGUE DINESH GUDIMETLA
MAXIME GUILLEMIN RAMEES HAMEED
VIRENDRA JADHAV NABEEL K
NOUSHAD KALLINGAL SHARAN KUMAR
VADIRAJ KUPANESHI ERIC MALTAIS
RAMAKRISHNA MEDI SREELAL P S
GIUSEPPE PAGNOZZI SACHIN SHANTARAM PATEKAR
VENKATESH RAMU KAPIL SONI
KABIR VERMA WINEETH WILSON 

Digital Artists
SANKET AGASE PANNEERSELVAM ARUNACHALAM
SERGEY BURDUKOV PAIGE DE VANNY
SÉBASTIEN DESNOYELLES IVANA GOMEZ DE LEON EDIS
TIM GORANSSON MIGUEL HIJAR
ANTONY JOHN VICTOR MAYURESH JOSHI
BJÖRN KÄHLER AJESH KANAKKANTHODIYIL
KONSTANTINOS KOUTSOLIOTAS MOHIT KUMAR
BHARATH KUMAR CHARLES LAPIERRE-PROULX
ISTIAQUE MOHAMMED SHYAMCHAND MOHANDAS
SURENDRAN NARAYANAN GOUTAM PAL
BENJAMIN PATTERSON VICTOR PEREZ CARRERA
SURESHKUMAR PUPPALA SRIKANTH REDDY
RAJASRI REDDY THALLA SHAKEELUR REHMAN
HARIHARAN S SUBHASISH SAHA
THOTA SAIKUMAR ANJUM SAKHARKAR
GABRIEL SCHMITT SAJITH SETHUMADHAVAN
VISHAL SHANKARCHAUHAN SHINTARO SHIMAMOTO
ROHAN SHRIDHAR SILIMKAR AARTI S SHUKLA
AMIT SIKARWAR RAJAT SINGH
VIJAYKUMAR THIRUNAVUKARASU SEIYA TOKUDA

Software and Technology Support . . . . . . . . . . . .JAMES BOURGEOIS
 SAM HOLLOWAY
 NAVEEN KUMAR R
 ANTONY LAFORTUNE MORIN
 GUILLAUME CHIAVASSA

Visual Eff ects by
Mr. X

Visual Eff ects Supervisor  . . . . . . . . . . . . . . . . . . . AARON WEINTRAUB
Visual Eff ects Producer . . . . . . . . . . . . . . . . . . . . . . . .WENDY LANNING

DIVYANSH MITTAL PAUL WISHART
ESTHER GONZALEZ FLORES BRENDAN GRADY
EZRA WADDELL CRAIG CHAPLIN
KARTHIKSWAMY SANGUMANI MAX VAN LEEUWEN
BRIANNE WELLS JAIME FOK
HAYLEY FROMSTEIN NANCY WANG
LIJO KURIAPPILLY BABY VIJAYASARATHI KALAIAHGARA
SUMON CHOUDHURY P SRIKRISHNA
AKSHAY KUMAR KUNAL DHAWAN
SHEETAL SUDHAKAR SHINDE HARIPRIYA RAVIKUMAR
BALAJI P GOPIMANI B
NISHOK RAJALAKSHMI SARAN KUMAR
GOVIND KALBURGI

Pre-Visualization by
Digital Domain

SCOTT MEADOWS MATT MCCLURG
CHRIS STAEHLER TODD THORNLEY
GRETCHEN BANGS
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Post Production Sound Services by
SKYWALKER SOUND

a Lucasfi lm Ltd. Company
Marin County, California

Sound Eff ects Editors . . . . . . . . . . . . . . . . . . . . . . . . . . . STEVE BISSINGER
 ANDRÉ FENLEY
 TERESA ECKTON
 E.J. HOLOWICKI
Dialogue Editors . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . MARSHALL WINN
 RICHARD QUINN
 MARILYN MCCOPPEN
Foley Editors . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . DUG WINNINGHAM
 JEREMY MOLOD
Assistant Dialogue Editor . . . . . . . . . . . . . . . . . . . . . . . . . . SARAH SHAW
Foley Artists  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . MARGIE O’MALLEY
 KIMBERLY PATRICK
Foley Mixer . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . FRANK RINELLA
Sound Eff ects Recordist . . . . . . . . . . . . . . . . . . . . . . . . . . . ANDY AARON
Assistant Re-Recording Mixer . . . . . . . . . . . . . . . . . . . . . . LIZ MARSTON
 DANIELLE ADAMS
Engineering Services . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .SCOTT LEVINE
Digital Editorial Support . . . . . . . . . . . . . . . . . . . . . . . . . . . . . NOAH KATZ
Post Production Sound Accountant . . . . . . . . . . . . . . . . .CATHY SHIRK
Post Production Finance Manager . . . . . . . . . . . . . . . . . . MIKE PETERS
Client Services . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . EVA PORTER
Scheduling  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .CARRIE PERRY
Head of Engineering . . . . . . . . . . . . . . . . . . . . . . . . . . . . . STEVE MORRIS
Head of Production . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . JON NULL
General Manager  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . JOSH LOWDEN

Post Production Services Provided by
FOX STUDIO LOT

Recordist  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . LUKE SCHWARZWELLER
Re-Recording Engineer . . . . . . . . . . . . . . . . . . . . . . . . . . . . . TOM LALLEY
FOX Executive Sound Staff  . . . . . . . . . . . . . . . . . . . STACEY ROBINSON

ADR Services Provided by
SOUNDTRACK NEW YORK

ADR Mixer . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . BILL HIGLEY C.A.S.
 THE WALT DISNEY STUDIOS, BURBANK
ADR Mixer . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . DOC KANE
ADR Recordist  . . . . . . . . . . . . . . . . . . . . . . . . . . JEANNETTE BROWNING

HARBOR PICTURE COMPANY

ADR Mixer . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . BOBBY JOHANSON
ADR Recordist  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . MICHAEL RIVERA
ADR Producer . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .TRICIA SCHULTZ

Additional Dialect
Support  . . . . . . . . . . . . . . . . . .MARÍA GABRIELA ROSADO GONZÁLEZ
 EDGAR GARCÍA
Voice Casting . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . BARBARA HARRIS

Digital Intermediate by . . . . . . . . . . . . . . . . . . . . . . . . . . . TECHNICOLOR
Supervising Digital Colorist . . . . . . . . . . . . . . . . . . . . MICHAEL HATZER
Second Colorist . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .CHRIS JENSEN

Assistant Colorist. . . . . . . . . . . . . . . . . . . . . . . . . . . . . .KEVIN SCHNEIDER
Digital Intermediate Editor . . . . . . . . . . . . . .EVERETTE JBOB WEBBER
Senior Digital Intermediate Producers  . . . . . JULIAN MCDOUGALD
 BOB PEISHEL 
Project Manager . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .LADD LANFORD
Color Science . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . JOSHUA PINES
 CHRIS KUTCKA
Scanning  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . TODD MITCHELL 
 ERIC CHILPA
Restoration . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ZACH SMOTHERS
 JOHN HEALY
 GRANT BEAUDETTE
 BEN RODRIGUEZ
 GORAN TECIC
Dailies by . . . . . . . . . . . . . . . . . . . . . . . .TECHNICOLOR POSTWORKS NY
Dailies Colorist . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . JOHN VLADIC
Dailies Color Assistant . . . . . . . . . . . . . . . . . . SARA CINTRON-SCHULTZ
Dailies Producer  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . MICHELLE MORRIS
Scanning Operators . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . NATE DAVIS 
 ANTHONY CORREIA 
 JAKE CAFFERA
 PATRICK ROSSI
Technical Operations Manager  . . . . . . . . . . . . . . . CARLOS MONFORT
Data Managers . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . SCOTT ETTIN 
 SERGEY ZONTAK
Engineers . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ERIC HORWITZ 
 MATT O’SHAUGHNESSY
 JONATHAN CATT
SVP of Theatrical Services  . . . . . . . . . . . . . . . . . . . CLARK HENDERSON
Head of Operations . . . . . . . . . . . . . . . . . . . . . . . . . . .RALPH COSTANZA

Negative Processing by  . . . . . . . . . . . . .KODAK FILM LAB NEW YORK
Lab Consultant. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . DOMENIC ROM

Logistics Coordinators. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ALEX FORD 
 CHRISTOPHER HERNÁNDEZ
Logistics Production Assistant . . . . . . . . . . . . . . .JAMES LIMEGROVER
IT Specialist . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .ALFRED AMARKARIAN

Titles Development . . . . . . . . . . . . . . . . . . . . . . . . . . . EDWARD BURSCH
Title Sequence Finishing  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .THE MILL
End Crawl by . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . SCARLET LETTERS

Camera Cranes Provided by  . . . . . . . . . . . . . . . . .MONSTER REMOTES
Dollies Provided by  . . . . . . . . . . . . . . . . THAT CAT CAMERA SUPPORT
Grip and Lighting Equipment
Provided by . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . INSIGHT EQUIPMENT

All Songs Produced by  . . . . . . . . . . . . . . . . . . . . . . . . . DAVID NEWMAN
 MATT SULLIVAN
 JEANINE TESORI
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SONGS

PROLOGUE
Music by Leonard Bernstein

LA BORINQUEÑA (Sharks Version)
Music by Fèlix Astol i Artés

Words by Lola Rodríguez de Tió
Arranged by Jeanine Tesori

Performed by David Alvarez, Sharks

JET SONG
Music by Leonard Bernstein
Lyrics by Stephen Sondheim

Performed by Mike Faist, Kyle Coff man, 
Kevin Csolak, John Michael Fiumara, Patrick Higgins, Jets

SOMETHING’S COMING 
Music by Leonard Bernstein
Lyrics by Stephen Sondheim

Performed by Ansel Elgort

THE DANCE AT THE GYM: BLUES, PROMENADE,
MAMBO, CHA-CHA, MEETING SCENE, JUMP

Music by Leonard Bernstein

MARIA
Music by Leonard Bernstein
Lyrics by Stephen Sondheim

Performed by Ansel Elgort

BALCONY SCENE (TONIGHT)
Music by Leonard Bernstein
Lyrics by Stephen Sondheim

Performed by Rachel Zegler, Ansel Elgort

TRANSITION TO SCHERZO/SCHERZO
Music by Leonard Bernstein

AMERICA 
Music by Leonard Bernstein
Lyrics by Stephen Sondheim

Performed by Ariana DeBose, David Alvarez, Ana Isabelle,
Jennifer Florentino, Natalie Toro, Arianna Rosario, Ilda Mason, 

Jeanette Delgado, Annelise Cepero, Tanairi Sade Vazquez,
Jamila Velazquez, Edriz E. Rosa Pérez, Melody Martí, Gaby Diaz, 

Juliette Feliciano, Isabella Ward, Maria Alexis Rodriguez,
Yesenia Ayala, Gabriela M. Soto, Sebastian Serra,

Julius Anthony Rubio, Ricardo A. Zayas, Yurel Echezarreta,
Kelvin Delgado, Ricky Ubeda, Carlos Sánchez Falú, Adriel Flete, 

Jacob Guzman, Carlos E. Gonzalez, David Avilés Morales,
Andrei Chagas, David Guzman

GEE, OFFICER KRUPKE
Music by Leonard Bernstein
Lyrics by Stephen Sondheim

Performed by Kevin Csolak, John Michael Fiumara, 
Jess LeProtto, Ben Cook, Myles Erlick,

Patrick Higgins, Kyle Allen

ONE HAND, ONE HEART
Music by Leonard Bernstein
Lyrics by Stephen Sondheim

Performed by Ansel Elgort, Rachel Zegler

COOL
Music by Leonard Bernstein
Lyrics by Stephen Sondheim

Performed by Ansel Elgort, Mike Faist

TONIGHT (QUINTET)
Music by Leonard Bernstein
Lyrics by Stephen Sondheim

Performed by Mike Faist, David Alvarez, Ariana DeBose,
Ansel Elgort, Rachel Zegler, Jets, Sharks

THE RUMBLE
Music by Leonard Bernstein

I FEEL PRETTY
Music by Leonard Bernstein
Lyrics by Stephen Sondheim

Performed by Rachel Zegler, Ilda Mason, Ana Isabelle,
Andréa Burns, Tanairi Sade Vazquez, Yassmin Alers, 

Jamila Velazquez, Annelise Cepero

SOMEWHERE
Music by Leonard Bernstein
Lyrics by Stephen Sondheim
Performed by Rita Moreno

A BOY LIKE THAT / I HAVE A LOVE
Music by Leonard Bernstein
Lyrics by Stephen Sondheim

Performed by Ariana DeBose, Rachel Zegler

MAMBO (REPRISE)
Music by Leonard Bernstein

FINALE
Music by Leonard Bernstein

Soundtrack album available on
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NYC Mayor’s Offi  ce of Media and Entertainment
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New Jersey Motion Picture and Television Commission
City of Paterson, NJ
City of Newark, NJ

The Metropolitan Museum of Art
NYC Economic Development Corporation

The Paterson Parking Authority
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 Agger Fish Corp.
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‘HEAVEN KNOWS, MR. ALLISON’, ‘APRIL LOVE’, ‘BIGGER THAN LIFE’, 
‘D-DAY THE SIXTH OF JUNE’, ‘ON THE THRESHOLD OF SPACE’, 

‘HILDA CRANE’, ‘THE LIEUTENANT WORE SKIRTS’,
‘THE RIVER’S EDGE’, ‘STOPOVER TOKYO’, ‘THREE BRAVE MEN’

and ‘WILL SUCCESS SPOIL ROCK HUNTER?’ 
Courtesy of Twentieth Century Fox. All rights reserved. 
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Use of the New York Post courtesy of NYP Holdings, Inc.

American Humane monitored the animal action
No animals were harmed®. (AHD 10335) 

Approved #52829



XI

© 2021 20th Century Studios and TSG Entertainment Finance LLC.

20th Century Studios did not receive any payment or other 
consideration, or enter into any agreement, for the depiction of 

tobacco products in this fi lm.

The events, characters and fi rms depicted in this photoplay are 
fi ctitious. Any similarity to actual persons, living or dead, or to 

actual events or fi rms is purely coincidental.
                                                                        

Ownership of this motion picture is protected by copyright 
and other applicable laws, and any unauthorized duplication, 
distribution or exhibition of this motion picture could result in 

criminal prosecution as well as civil liability.

The making and authorized distribution of this fi lm
supported over 15,000 jobs  and involved hundreds

of thousands of work hours.



Directed by Academy Award® winner Steven Spielberg, from a screenplay by Pulitzer Prize and Tony Award® winner 
Tony Kushner, “West Side Story” tells the classic tale of fi erce rivalries and young love in 1957 New York City.

This reimagining of the beloved musical stars Ansel Elgort (Tony), Ariana DeBose (Anita), David Alvarez 
(Bernardo), Mike Faist (Riff ), Brian d’Arcy James (Offi  cer Krupke), Corey Stoll (Lieutenant Schrank), Josh Andrés 
Rivera (Chino), with Rita Moreno (as ValenƟ na, who owns the corner store in which Tony works) and introducing 
Rachel Zegler (María). Moreno—one of only three arƟ sts to be honored with Academy®, Emmy®, GRAMMY®, 
Tony® and Peabody Awards—also serves as one of the fi lm’s execuƟ ve producers.

Bringing together the best of both Broadway and 
Hollywood, the fi lm’s creaƟ ve team includes Kushner, 
who also served as an execuƟ ve producer; Tony Award® 
winner JusƟ n Peck, who choreographed the musical 
numbers in the fi lm; renowned Los Angeles Philharmonic 
conductor and GRAMMY® Award winner Gustavo 
Dudamel, who helmed the recording of the iconic score; 
Academy Award®–nominated composer and conductor 
David Newman (“Anastasia”), who arranged the score; 
Tony Award–winning composer Jeanine Tesori (“Fun 
Home,” “Thoroughly Modern Millie”), who supervised 
the cast on vocals; and GRAMMY-nominated music 
supervisor MaƩ  Sullivan (“Beauty and the Beast,” “Chicago”), who serves as execuƟ ve music producer. The fi lm 
is produced by Spielberg, p.g.a., Academy Award®–nominated producer KrisƟ e Macosko Krieger, p.g.a., and Tony 
Award–winning producer Kevin McCollum.

“West Side Story” has been adapted for the screen from the original 1957 Broadway show. Original choreography 
by Jerome Robbins, based on the stage play, book by Arthur Laurents, music by Leonard Bernstein, lyrics by 
Stephen Sondheim, play conceived, directed and choreographed by Jerome Robbins, lyrics by Stephen Sondheim, 
music by Leonard Bernstein. 

From 20th Century Studios, The Walt Disney Company will release “West Side Story” in U.S. theaters on December 
10, 2021.
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ABOUT THE FILM

“This fi lm is probably the most daunƟ ng of my career. ‘West Side Story’ is arguably the greatest score ever 
wriƩ en in the theater, and that’s not lost on any of us,” Steven Spielberg says.

“It’s very inƟ midaƟ ng to take a masterpiece and make it through diff erent eyes and diff erent sensibiliƟ es without 
compromising the integrity of what is generally considered the greatest music ever wriƩ en for the theater,” he 
says. “But I believe that great stories should be told over and over again, in part to refl ect diff erent perspecƟ ves 
and moments in Ɵ me into the work.

“I love the original fi lm made by Robert Wise with Jerome Robbins. Wise was a close friend of mine for many, 
many years, and I talked to him about the movie ad nauseam. And Walter Mirisch, who produced ‘West Side 
Story’ [1961], is another dear friend who told me all kinds of great stories of making the fi lm.

“You have to demand of yourself, over and over again, jusƟ fi caƟ on for treading on what feels like sacred ground. 
We all did that. The riskiness of this enterprise was not lost on any of us. But everyone involved entered this 
project with tremendous love and respect, bordering on reverence, for the show and obviously for its legendary 
creators. But we also knew we had to make a movie for our Ɵ mes and make it with a contemporary understanding 
and with contemporary values that we subscribe to.

“What is so wonderful about this story is that, no maƩ er 
how much the world around us changes, the lessons 
and insights it off ers us do not. It’s a story that has 
capƟ vated audiences for decades because it is not just 
a love story but also a culturally signifi cant work with 
a central premise—that love transcends prejudice and 
intolerance—that hasn’t lost its relevance over Ɵ me.

“‘West Side Story’ means so much to so many, and I’m 
thrilled to have this chance to give it new life and share 
it with a new audience.”

THE MUSICAL’S ORIGINS

The musical “West Side Story” is more than just a classic fi lm and an historic, seminal Broadway producƟ on. It’s 
an American cultural symbol, beloved by a wide internaƟ onal public: since it hit Broadway in 1957, it has been 
conƟ nuously revived both professionally and in amateur producƟ ons in countries throughout the world.

Spielberg emphasizes, “In the theater, ‘West Side Story’ has been performed all over the world, from high schools 
to community theaters to Broadway revivals. Part of its power is its ability to be restaged and reimagined.”

“West Side Story”—created by four undisputed geniuses: director and choreographer Jerome Robbins, composer 
Leonard Bernstein, lyricist Stephen Sondheim and playwright Arthur Laurents—premiered on Broadway on 
September 26, 1957, at the Winter Garden Theatre and ran for 732 performances.

The show had a long gestaƟ on period. Robbins fi rst conceived such a musical in 1949, working with a plot he and 
Bernstein outlined that concerned the confl ict between an Irish Catholic family and a Jewish family living on the 
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Lower East Side. In 1955, a  er a mee  ng with Laurents, so the story goes, the playwright and screenwriter put 
forth a scenario of two teenage gangs in New York, one of them being newly arrived Puerto Ricans and the other 
working-class descendants of European immigrants.

The project took shape and began to coalesce, and, 
though fi nancing was not easy to obtain, rehearsals 
got underway in July 1957. A  er a Washington, D.C., 
tryout, the show opened on Broadway in September of 
that year to excellent reviews, winning Tony Awards® 
for Robbins and set designer Oliver Smith.

According to Alexander Bernstein, the composer’s son, 
the show wasn’t a giant hit, however. “That happened 
when the movie came out three and a half years later.”

The 1961 Robert Wise–Jerome Robbins fi lm of “West 
Side Story” was a monumental success. It went on 
to win 10 Academy Awards®, for the direc  on by Robbins and Wise, for ac  ng by Rita Moreno and George 
Chakiris, and for cinematography, edi  ng and more. It was the beginning of the musical’s emergence as a cultural 
phenomenon.

As Bernstein’s daughter Jamie Bernstein recounts, in addi  on to the 1961 movie there have been four Broadway 
revivals and countless regional produc  ons in theaters throughout the country and abroad, as well as produc  ons 
in movie houses, high school and college auditoriums, a punk-rock version, a one-woman retelling by Cher and 
a produc  on in Milan’s renowned La Scala opera house.

The  me had long come for a reimagining on fi lm by a master of cinema.

Word that Spielberg was interested in remaking the fi lm had been circula  ng in Hollywood and on Broadway for 
several years, as it was widely understood how much the director loved the property.

“My mother played the piano, and music was a great love of both my parents,” Spielberg says. “My sisters and I 
grew up listening to my mom’s repertoire: Schumann, Beethoven, Brahms, Chopin and Shostakovich.  I think it 
was her love of music, combined with my insa  able appe  te to understand everything about movies and movie 
making, that led me to start collec  ng mo  on picture soundtrack albums when I was young, around ten or 
eleven years old. I’m not sure who got the soundtrack album for ‘West Side Story,’ or if my parents had already 
bought the Broadway cast album before the fi lm was released, but I know I loved it the fi rst  me I listened to it. 
As a kid I could sing every one of its songs by heart—and I did sing them, at dinner,  ll I wore out the pa  ence of 
everybody in my family. The score feels like it’s always been part of my DNA. I didn’t know how, exactly, but it’s 
always seemed inevitable to me that eventually I’d fi nd some way to work on ‘West Side Story.’”

At the same  me that it was becoming clear that Spielberg was seriously interested in direc  ng a new adapta  on 
of the fi lm, Broadway producer Kevin McCollum (“Rent,” “In the Heights”) was also eager to produce a new fi lm 
version. When McCollum met the fi lmmaker on the set of the NBC television series “Smash”—which Spielberg 
execu  ve produced—McCollum broached the subject of the fi lm.

At that point Spielberg’s desire to reimagine “West Side Story” had only increased; he had already discussed 
working with one of his long  me collaborators, the Pulitzer Prize–winning drama  st Tony Kushner, to write the 
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screenplay. Kushner had wriƩ en the scripts for two of Spielberg’s previous hits, “Munich” and “Lincoln.” The 
involvement of Kushner only added to the buzz.

“I was obsessed with the original cast album of ‘West Side Story,’” Kushner says. “I was only four 4 when the 
fi lm came out, so I’m not sure when I fi rst saw it, probably in college. It’s a great fi lm, immensely infl uenƟ al, and 
I loved it a lot. I saw it on stage for the fi rst Ɵ me in Arthur Laurents’ revival. There’s no other musical quite like 
it; it’s inarguably among the best ever wriƩ en. ‘West Side Story’ redefi ned the form as much as Rodgers and 
Hammerstein had redefi ned it a generaƟ on before.

“I knew that Steven’s mother was a pianist, and he’d played the clarinet since he was a kid, and I knew he 
loved musicals. AŌ er we made ‘Lincoln,’ he told me that he wanted to make a fi lm of ‘West Side Story,’ and he 
asked me to do the screenplay. I was really intrigued by his interest in taking it on, amazed as I oŌ en am by his 
chutzpah, his appeƟ te for risk.

“And I was moved by how many of our current struggles Steven felt could be explored in this sixty-year-old 
masterpiece—I guess moved and troubled, in a good way, because the racism, xenophobia, the legacies of 
colonialism, the eff ects of poverty, the evils that catalyzed the creaƟ on of the musical, are sƟ ll very much with 
us,” Kushner conƟ nues. “Steven felt the Ɵ me was right to take a new look at ‘West Side Story,’ and he’s always 
been remarkably aƩ uned to the zeitgeist. As we talked, we both came to believe that, proceeding from our 
shared love and respect for this musical, we could fi nd new and exciƟ ng things to try, new ways of bringing this 
story and this score to the screen.”

Producer KrisƟ e Macosko Krieger says, “Tony Kushner 
is a longƟ me friend and trusted collaborator. What 
made Tony perfect for this parƟ cular project is his sheer 
brilliance as a playwright, and as a screenwriter—few 
can work and live in both worlds, but that’s what, and 
who, ‘West Side Story’ needed. Steven and I couldn’t 
think of anyone beƩ er suited to translate the stage 
script for the big screen, while also preserving the 

elements that make seeing it as a live producƟ on so memorable.”

“Those four guys [Leonard Bernstein, Arthur Laurents, Jerome Robbins and Stephen Sondheim] created a 
masterwork for the theater,” Spielberg says. “It redefi ned Broadway musicals, it was the fi rst of its kind, uƩ erly 
original, and no one can capture that kind of lightning-in-a-boƩ le twice. We understood that, but while we 
worked to honor this masterwork, to live up to its demands, we also hoped to try to fi nd our way into the energy 
it took to make something that new, that fresh. ‘West Side Story’ is both incredibly assured, and also incredibly 
young. And also, it’s deeply true—about love and life and death. I wanted everyone on the creaƟ ve team to feel 
part of bringing the profound and beauƟ ful truths of this story to contemporary audiences.”

“I realized when we spoke at the Ɵ me just how much Steven loved ‘West Side Story,’” McCollum says. “The show 
was, as he said, in his DNA, and it was then I got the sense a new movie could really happen. Especially aŌ er 
speaking to David Saint.”

David Saint, the executor of Arthur Laurents’ estate as well as associate director of the 2009 Broadway producƟ on, 
was all ears when McCollum brought up the subject of a new fi lm.

“Arthur always said we didn’t need someone who understands stage musicals to make another version. We 
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really needed a genius of fi lm,” Saint says. “Arthur added, ‘I want a screenwriter who will respect the essence 
of what I wrote, not the parƟ culars. He’ll recreate the cake, not the frosƟ ng.’ So, when we heard there was a 
possibility that Steven Spielberg was interested, I went, well, check that off . That’s a cinemaƟ c genius. And that 
Tony Kushner—another genius whom Arthur loved—would be wriƟ ng the screenplay! Then several years later 
when I met with Steven Spielberg to discuss the fi lm, I was knocked out by him.”

Indeed, several years had elapsed since those early conversaƟ ons between Spielberg and McCollum, and 
McCollum and Saint, so the idea of a reimagining of the fi lm had stalled a bit, unƟ l the subject of a new fi lm 
adaptaƟ on of “West Side Story” arose during a meeƟ ng McCollum took with Emma WaƩ s, the head of producƟ on 
for TwenƟ eth Century Fox at the Ɵ me.

“I was meeƟ ng with Emma when the subject of ‘West Side Story’ came up. We knew that Steven was interested, 
but there was an issue with rights. I said, ‘If you can get me on the phone with Steven Spielberg, I am confi dent 
I can get the rights,’” McCollum says. “Emma listened. And the following day, one of Steven’s associates called 
me. I knew we were on our way.”

THE NEW MOVIE

AŌ er compleƟ ng his fi lm “The Post,” Spielberg felt the moment was right to embark on “West Side Story.” 
Although it was sƟ ll very much in the planning stage, the director’s vision was cohering: a fresh, original, unique 
perspecƟ ve on the material.

“We needed to discover our voice so that [the new fi lm] would be the same but disƟ nctly diff erent. We didn’t 
want to fi x what wasn’t broken, but we did want to jusƟ fy why we were telling the story again,” Spielberg says.

“Part of that is the cast. On stage the actors have largely not been Hispanic, and in the 1961 movie they’re in 
their thirƟ es, and many who were portraying the Puerto Ricans are white. I wanted to cast it authenƟ cally, to 
ensure that the actors playing the Shark boys and girls were one hundred percent LaƟ nx, and young.”

The director also wanted to make clear in the fi lm 
the context and landscape in which these rival gangs 
endured.

“The same wrecking ball was obliteraƟ ng the turf of 
each facƟ on, enƟ re neighborhoods being torn down, 
populaƟ ons being displaced. All of these kids—Jets 
and Sharks—were subjected to that upheaval. These 
kids are fi ghƟ ng for territory that’s disappearing before 
their eyes.”

This was an issue the fi lmmakers would emphasize in 
their new version, even if, as Spielberg notes, it only increased the enmity between the gangs. Kushner, on the 
same page, dove into the project with immense enthusiasm, conducƟ ng research into the background of the 
story, especially the destrucƟ on of an enƟ re secƟ on of the Upper West Side.

The acƟ on of the new fi lm occurs in the summer of 1957 on the streets of adjoining Upper West Side 
neighborhoods, Lincoln Square and San Juan Hill. Together the neighborhood encompasses the area west of 
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Broadway from West 60th Street to West 70th Street to the very edge of the city at the Hudson River.

In the early 1950s, Robert Moses—the New York City Commissioner for Public Works—razed the enƟ re stretch 
of land for the construcƟ on of Lincoln Center for the Performing Arts and Fordham University, among other 
projects.

At the Ɵ me, Lincoln Square was populated by the descendants of peoples who had immigrated to the U.S. during 
the 19th century, mostly from Europe. The residents of San Juan Hill were for the most part Puerto Ricans who 
were part of the mass migraƟ on from the territory to New York in the wake of World War II. The destrucƟ on of 
the neighborhoods drove most of the area’s inhabitants from their homes. Mostly the city relocated descendants 
of the early immigrants from Europe, as well as the recent Hispanic arrivals, elsewhere.

The displacement of these populaƟ ons and its impact on the neighborhoods form a crucial element of Kushner’s 
screenplay. He describes the area at the start of the fi lm as “a vast wasteland of rubble, demolished and parƟ ally 
demolished tenements, crisscrossed by streets, all the way to the Hudson River.”

Faithful to Laurents’ original libreƩ o, and with the blessings of David Saint, the Leonard Bernstein estate, the 
Robbins estate and Stephen Sondheim, Kushner dug deep into not only the history of the destrucƟ on of Lincoln 
Square and San Juan Hill but also how it would aff ect the characters in “West Side Story.” In his retelling, Kushner 
portrays each character in the story as mulƟ dimensional with individual backstories that moƟ vate their acƟ ons.

Kushner says, “The story is both big and poliƟ cal, yet at its heart it’s as private and personal as can be, two young 
people who fall fi ercely in love; but the love that blossoms between them is murdered by the big poliƟ cal world 
surrounding them. The story is a warning: racism and naƟ vism and poverty are democracy’s anƟ theses, and if 
not resisted and rejected they will atomize the bonds that hold us together as a society. Love, as they say, is the 
answer—love can transform the world, it can transform malevolent reality, but love doesn’t conquer all, or at 
least not all threats in the immediate moment. In a context of hatred, love is in danger. And that is tragic, that’s 
the tragedy of ‘West Side Story.’”

Going even further, Spielberg and Kushner reconceived one character 
altogether—the kindly druggist Doc—transforming him into his widow, a 
nurturing Puerto Rican woman who befriends young Tony. From the start, the 
role was intended for Rita Moreno, who also joined the project as an execuƟ ve 
producer.

Spielberg was immensely excited by Kushner’s screenplay.

“Tony called me early on and told me that his husband, Mark, had had a great 
idea: ‘What would you think if Doc is deceased? We sƟ ll have Doc’s Drugstore, 
but his widow, a Puerto Rican woman, is the proprietor, and we ask Rita Moreno 
to play her.’ And I said, ‘What a good idea!’ And that began our conversaƟ on 
with Rita Moreno. Rita got so involved in the producƟ on, not just as an actor 
playing Doc’s widow, ValenƟ na, but also as our execuƟ ve producer. She has 
a completely unique perspecƟ ve, one that bridges the generaƟ ons between 
movies, and makes a living connecƟ on between the fi rst fi lm and ours.”

Kushner says, “ValenƟ na’s backstory is twenty-fi ve pages long. It’s like a liƩ le novel, starƟ ng with her early life 
in Puerto Rico, and it includes how Tony came to live in the basement of her drugstore. It spans the fi rst half 
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of the twenƟ eth century. While I was wriƟ ng it, I fantasized that I was watching an epic miniseries starring Rita 
Moreno.”

“What we wanted to do was basically reinvent, explore the characters much more deeply, give them reasons 
for being who they are,” Spielberg says. “For example, when we meet Tony, he’s just goƩ en out of prison. It has 
changed him, right from the start of our fi lm.”

“Arthur Laurents wrote Tony as a good kid from a nice, intact family who’s trying to keep his life on the straight 
and narrow; he’s somehow innately diff erent from the members of his former gang,” Kushner says. “I wanted to 
explore what consƟ tuted that diff erence, what had happened to Tony that made his path diverge from Riff  and 
the Jets.”

Spielberg says, “Tony Kushner has really provided depth and color and moƟ vaƟ on, much more interplay among 
the characters. In musicals the audience already comes in with a suspension of disbelief because the genre 
allows it. Here we’re telling a real street story with real street characters.

“This is ‘Romeo and Juliet,’ but it’s also a very relevant 
allegory for what’s happening along our borders and 
for the systems in this country that reject anyone who 
isn’t white. That’s a big part of our story. The characters 
say and do things in our ‘West Side Story’ they didn’t 
say or do onstage or in the 1961 fi lm, and much of that 
diff erence came from our determinaƟ on to explore the 
story, its historical context, and what the young people 
of Lincoln Square and San Juan Hill were really like—the 
Sharks and the Jets. The Puerto Rican community that’s 
involved in ‘West Side Story’ existed at that Ɵ me mainly 

between West 64th and West 72nd Streets. There’s a rich and important history of that community which we 
wanted to incorporate in our version of the musical,” Spielberg says.

With the screenplay in place, and the studio fi rmly behind the project, Spielberg and his producer KrisƟ e 
Macosko Krieger prepared to move forward on mulƟ ple interconnected fronts. They assembled a producƟ on 
team, engaged a choreographer to create new dances for the fi lm, iniƟ ated a massive worldwide casƟ ng search 
and began an ambiƟ ous locaƟ on scout.

Joining Spielberg on “West Side Story” are many of his longƟ me collaborators, including director of photography 
and Academy Award® winner Janusz Kaminski (“Saving Private Ryan,” “The Post”) and Academy Award®–winning 
producƟ on designer Adam Stockhausen (“The Grand Budapest Hotel,” “Bridge of Spies”). Academy Award–
winning editor Michael Kahn (“Saving Private Ryan,” “The Post”)—who has worked with Spielberg for more than 
four decades—was also on board, as was execuƟ ve and line producer Daniel Lupi (“Bridge of Spies,” “Phantom 
Thread”) and execuƟ ve producer and fi rst assistant director Adam Somner (“Bridge of Spies,” “The Post”).

New to the team are fi lm and stage casƟ ng lead Cindy Tolan (“Straight OuƩ a Compton,” “If Beale Street Could 
Talk”) and noted Broadway costume designer Paul Tazewell, a Tony Award® winner for “Hamilton” and an Emmy® 
Award winner for “The Wiz Live!” On the music side, Tony-winning composer and arranger Jeanine Tesori (“Fun 
Home,” “Caroline, or Change”) came on board as supervising vocal coach, and execuƟ ve music producer and 
music supervisor MaƩ  Sullivan (“Hairspray,” “Beauty and the Beast,” “Chicago”) joined the team.
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Another addi  on to the assembled forces was the Tony Award®–winning choreographer Jus  n Peck (“Carousel”), 
New York City Ballet’s resident choreographer and ar  s  c advisor.

Gustavo Dudamel—renowned music director of the Los Angeles Philharmonic, the Na  onal Youth Orchestra of 
Venezuela and the Paris Opéra—was engaged to conduct the orchestra for music recordings. David Newman, a 
celebrated arranger and conductor who has worked on more than 100 movies, would handle both arrangements, 
as well as some conduc  ng.

Dudamel says, “‘West Side Story,’ for me, as for all of 
us in the music world, is part of my DNA. Every single 
melody in it is so natural and easy for anyone to 
process. Naturally, it felt right to work with the New 
York Philharmonic, Bernstein’s own orchestra, and 
have the musicians be part of the new chapter of this 
masterpiece.”

Jus  n Peck, one of the foremost choreographers of his 
genera  on—who has created more than 35 ballets—
was honored and thrilled to be approached by director 
Spielberg and his team. But he faced a dilemma.

“‘West Side Story’ is a very special musical and dance work for me personally. It inspired me growing up and 
con  nues to inspire and infl uence me as a New York City Ballet dancer and as a choreographer,” Peck says. “New 
York City Ballet was one of Jerome Robbins’ homes, and in performing his choreography for the piece, I know it 
inside out.

“I had to think long and hard to see if there was room for me to take my own approach to this material. And 
obviously I found a way to say yes. One of the reasons was because of Tony Kushner’s script, which is both 
reverent and respec  ul to the original, while also having its own point of view, its own language and its own 
dis  nc  on. It helped me understand that I could do something similar with the dance and the movement.

“And the chance to work with Steven Spielberg, Kushner and the whole extraordinary team. I couldn’t possibly 
say anything but yes, and be thrilled about it.”

CASTING

With the crea  ve team in place, Spielberg and the producers undertook the crucial task of cas  ng.

Cindy Tolan—who led cas  ng—says, “Steven said to me, the only way we’re going to make this fi lm is if we can 
cast it appropriately, and he and Kris  e gave me everything I needed to do it properly. I also had an incredible 
group backing me up, especially my associate Nicholas Petrovich, who worked very closely with me.”

Audi  ons got underway in January 2018, a full year before fi lming began.

“I felt my mandate was pre  y clear, that all of the Sharks, María, Anita, Bernardo and Chino—everyone needed 
to be La  nx,” Tolan says. “And they also had to be triple threats, meaning they needed to be able to sing, dance 
and act. A quadruple threat, really, because there was a fourth dimension: the camera had to love them.”
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Tolan says, “We literally undertook a worldwide search for all of them. We cast our net as far away as Australia, 
but we targeted four main areas in addiƟ on to New York: Florida, California, Puerto Rico and the LaƟ n American 
countries.”

Tolan and her crew sent out fl yers for an open call in each region, set up satellite casƟ ng offi  ces in various 
locaƟ ons and used social media to spread the word far and wide. Eight of the actors playing Sharks were found 
at San Juan casƟ ng calls, and in total 20 members of the cast—including Moreno—are Puerto Rican or of Puerto 
Rican descent.

Spielberg and Macosko Krieger were also deeply involved and off ered guidance throughout. According to Tolan, 
the director was very clear about authenƟ city, not only for ethnicity but also in terms of youth.

“He wanted to consider real teenagers. In the case of Patrick Higgins, who plays Baby John, Talia Ryder, who plays 
a Shark girl, and JulieƩ e Feliciano, who lives in Puerto Rico and plays a Shark girl—all were sƟ ll in high school and 
took Ɵ me off  from school for the fi lm.”

The Broadway community also provided a rich source of talent for the ensemble; many of the Jets and Sharks 
had worked on Broadway previously with JusƟ n Peck and other elite choreographers.

CasƟ ng the principal roles proceeded simultaneously; in the end, the painstaking casƟ ng process took the full 
year and was the largest casƟ ng search Spielberg had ever undertaken, with the excepƟ on of “Schindler’s List.” 
“West Side Story” marks the fi lm debuts of over 50 young performers.

TONY

“It was a no-brainer in terms of wanƟ ng to do the role,” Ansel Elgort says. Elgort had previously starred in such 
fi lms as “The Goldfi nch,” “Baby Driver” (for which he received a Golden Globe® Award nominaƟ on as best actor) 
and “The Fault in Our Stars.”

“I just had to earn it. I was in the middle of another 
movie when I started audiƟ oning, but I knew I wanted 
it so badly that I had to begin audiƟ oning.

“I kept sending in tapes, working with my vocal coach 
and retaping and retaping to get beƩ er and beƩ er, and 
fi nally I landed a screen test. But I sƟ ll didn’t get the role. 
I conƟ nued to work—studying with an opera coach and 
sending in tapes—and fi nally it came through.”

“Tony’s a tricky character,” Spielberg says. “He needs to 
be a tough guƩ er rat, but then look at what he sings: he 

has to be someone really capable of love and unashamed to wear his heart on his sleeve. We looked for a year 
for Tony, then Ansel came in. SomeƟ mes on camera he looks even younger than he is, then in the next second 
he looks like Marlon Brando. He has great power, and also vulnerability. He is boy and man and so facile at how 
oŌ en these qualiƟ es are interchangeable. Ansel found a way to create a Tony who’s emerging from the shadows, 
struggling hard to fi nd the light, which is his natural element—which makes what happens to him all the more 
devastaƟ ng.”
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MARÍA

“Rachel Zegler, a LaƟ na of Colombian descent, was among the fi rst group of potenƟ al Marías we looked at,” 
Tolan recalls. “I just knew Steven was going to respond to her. It was clear she was right for the role, but it took 
a year to make sure she was absolutely the right person.”

For Zegler, who was in her senior term at high school in 
New Jersey, it was a very long year.

“A friend from California sent me the casƟ ng noƟ ce Cindy 
sent out. I remember the night, January 25, 2018. I made a 
tape singing ‘I Feel PreƩ y’ in Spanish and sent it in,” Zegler 
says. “Two weeks later they asked me to send in another 
tape singing ‘Somewhere’ and reading some lines from 
Tony Kushner’s incredible script. Then Cindy asked me to 
come into her offi  ce, but it wasn’t unƟ l March that my 

mom got a call from Cindy’s offi  ce saying Steven wanted to meet me.”

It was just the beginning of a very long process that included being called back for a screen test.

“It wasn’t long aŌ er that I met Ansel, and we did a scene together. It was obvious to me that when Ansel came in 
for his screen test, he knew who he was portraying. It was amazing for me to watch someone who knows himself 
so well play someone else. I like to think I know María, and I like to think she and Tony fell in love.”

Six more months, however, went by before Zegler was cast.

“I waited and waited and started to lose hope. But at the end of the year, I got a call from Cindy, who asked me to 
come in once more, and I read again with Ansel. It was like seeing an old friend, and I spent the whole day with 
Steven and him. It was a very chill, calm environment.

“I remember then that they asked Ansel to leave the room, and they called in my mom, and I thought that was 
weird. Everyone was standing in a semicircle, and Steven walked up to me and said, ‘I want to let you know 
you’ve goƩ en the part of María.’ I remember shouƟ ng an obscenity and falling into his arms. And he gave me a 
big hug.

“And then the real work started!”

“Rachel is extraordinary,” Spielberg says. “Rachel walked on to this huge set, never having made a movie before, 
surrounded by a bunch of fairly formidable people and superbly talented actors with much more experience 
than her. She watched, she listened, she learned at a jaw-dropping rate, but she also brought with her that 
mysterious quality of having been born to do what she’s doing. Her María is a revelaƟ on.”

ANITA AND BERNARDO

The casƟ ng of Anita and Bernardo was equally momentous.

Tolan says, “These were roles we searched for on and on—a long process. We were struggling to fi nd the right 
Bernardo to fulfi ll the role that Steven envisioned, with people who could sing, dance and act.”
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In this fi lm Bernardo is a prizefi ghter, on the verge of a promising boxing career. He’s also tremendously intelligent 
but rigid in his beliefs.

“I just had one of those moments where I thought of the young men who played Billy Elliot in their teens,” Tolan 
says, referring to the Broadway musical. “We’d seen a couple of them for various roles, and I remembered that 
there were three original Billys. One of them was David Alvarez.

“David was completely off  the grid as a performer. He had leŌ  New York to pursue other interests, had been 
in the Army and aƩ ended college. I thought, ‘Let’s track him down.’ We blasted his inbox through Facebook, 
Instagram, TwiƩ er, what have you. It took him two weeks to respond with a self-audiƟ on tape.

“You never want to do this in casƟ ng, but aŌ er I looked at the tape I said to Steven and KrisƟ e, ‘I think I found 
Bernardo.’ They watched the tape, and they were agog, like, ‘Yes, this is Bernardo.’”

Alvarez says, “I sent the tape in expecƟ ng nothing, but 
the next day I got a call from Cindy Tolan saying Steven 
Spielberg loved it. And that he wanted to see me. I 
went into that room to meet him very nervous, telling 
myself, ‘Just be yourself.’ And he told me at the end of 
the meeƟ ng he liked what I did, but he wanted me to 
come again but to shave my beard. Which I did.

“But I didn’t hear anything unƟ l he fi nally called me. I 
called him ‘Mr. Spielberg’ on the phone, wanƟ ng to be 
respecƞ ul and polite. He said, ‘Call me Steven, because 
I’m going to be calling you Bernardo.’ AŌ er that I was so excited. I couldn’t wait to start digging into the role.”

“David is unique. I wanted a realisƟ c Bernardo, not a stereotype. He’s incredible,” Spielberg says.

Ariana DeBose—who plays Anita—was at fi rst reluctant to come in.

“I remember thinking that this is defi nitely not a role for me,” DeBose says. “But Cindy Tolan had a conversaƟ on 
with my agent, and they persuaded me, though it took a while. They kept calling me back. I thought, ‘Why? I’m 
defi nitely not geƫ  ng this role.’

“My father is Puerto Rican; my mom is white. I was raised by my mom as a single parent in North Carolina and 
spent a lot of Ɵ me growing up in a dance studio with a lot of Puerto Ricans. But I didn’t speak Spanish fl uently 
and didn’t feel part of the community. I felt I was a liƩ le bit of everything.

“One of the giŌ s this movie has brought me is the acceptance of who I am, as well as a sense of being accepted 
by the LaƟ n community, the Hispanic community, and even by the Puerto Rican community,” DeBose says. “It’s 
something I never really thought I was going to fi nd.

“I remember telling Steven at one of the callbacks who I thought Anita is. Like she knows her own mind. She’s 
strong, she’s fi ery. But she deeply loves life. She’s the life of the party but also a peacemaker. She knows it’s been 
hard to come as far as she has. The road from Puerto Rico to New York for her was very tumultuous. So, she 
wears that, but it does not cover everything that she is.”
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Spielberg enthuses about DeBose and her insight into her character.

“Ariana had the diffi  cult task of fi nding her own version of Anita, who had been incarnated so magnifi cently 
in the fi rst fi lm by Rita, who was going to be on set in a new role. It was mind-blowing, watching the two of 
them together, talking, discussing, laughing. Rita embraced Ariana’s performance, and Ariana made it clear how 
inspired she was by Rita. And Ariana is a great actress, a great singer and dancer—it’s a cliché, but she really 
lights up the whole screen, and when the story gets tragic, she breaks our hearts.”

DeBose recalls, “When Rita fi rst came to rehearsals, she looked around the studio and asked, ‘Who’s the girl 
playing Anita?’ I stood up and waved awkwardly, and she goes, ‘You and I got some talking to do.’ I felt very 
awkward and embarrassed. Later I told her I was terrifi ed, and she said, ‘Yes, honey, it’s a lot.’ We had a lovely 
lunch together and talked woman to woman.”

“Ariana is wonderful,” Moreno says. “And she’s a fi erce dancer, a much beƩ er dancer than I ever was. I think she’s 
absolutely right for the part.”

“I grew up watching the fi lm, and I just fell in love with the woman in the purple dress,” says DeBose. “Even 
before I really understood what the story was about, I knew that I loved what she was doing. As I grew up, I 
discovered who she was and that her name was Rita Moreno, and she looked like me. She was one of the fi rst 
women onscreen that actually had skin color that was close to mine—especially in a fi lm made at that Ɵ me, 
where there weren’t many women of color on the screen. That was very infl uenƟ al on me during my childhood.”

“When Ariana audiƟ oned, we asked her to sing some of ‘America,’” says Tony Kushner. “When she got to the 
lines ‘And the babies crying/And the bullets fl ying,’ there were tears in her eyes, she got the horror of what she 
was singing, and she made us see it. She’s a great dramaƟ c actress. She does nothing for eff ect—her power 
comes from the truth.”

RIFF

The role of Riff , the leader of the Jets, rounds out the principal cast.

“Mike Faist—who plays Riff —is another amazingly 
giŌ ed actor,” Tolan says. “He was nominated for a Tony 
Award® for ‘Dear Evan Hansen.’ We brought him in for 
the Jets, and we kept bringing him back. I must say he 
rose to the top very, very quickly. Everyone was at his 
callback—Steven, Tony, JusƟ n, Jeanine and KrisƟ e. And 
they all said, ‘Let’s try him for Riff .’ And he grabbed the 
part.”

“Mike Faist is one of a kind,” Spielberg says. “He can do 
absolutely anything.”

As she worked, Tolan kept Spielberg’s mandate in the forefront of her mind. “In keeping with the quest for 
authenƟ city, Steven wanted only to consider people who are appropriate in today’s Ɵ mes for every role.”

Faist recalls, “I fi rst audiƟ oned for ‘West Side Story’ in February 2018; I actually audiƟ oned originally for Tony. I 
didn’t hear anything back. They asked if I would come back in for Riff . November 2018 is when it solidifi ed. I’m 
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primarily an actor. But I grew up taking dance classes and voice lessons. This is my fi rst big movie, and when I 
fi rst sat down with Steven, I told him the movies I grew up watching were ‘Singin’ in the Rain,’ ‘West Side Story’ 
and ‘Indiana Jones.’ I told him, jokingly, I was bred and groomed to do this with him.”

ANYBODYS

“Anybodys, the tomboy and hanger-on who longs to be a Jet, was a case in point,” Tolan says. “We had a lot of 
conversaƟ ons about it and decided this role could be played best by a trans person.”

Tolan recalls, “iris menas came in for a dance call, and when we introduced hir to Steven, iris said, ‘We met 
before when you came backstage at ‘Jagged LiƩ le Pill.’ iris was in the cast. Somehow we saw then and there that 
iris were meant to be in the fi lm.”

It was a choice Arthur Laurents would have approved of wholeheartedly.

“Arthur was ahead of his Ɵ me with this,” says David Saint. “He said, ‘Anybodys is a character who was a man born 
in a female’s body.’ End of story. If it were today, he would be a transgender.”

“Anybodys is trying to fi nd his way,” iris says. “He’s kind of been disowned by his family. He’s looking for a home 
on the streets and is following the Jets closely. We see this lost soul trying to join this gang of ‘brothers.’”

ADDITIONAL ROLES

Rounding out the cast are Broadway star Brian d’Arcy James (“Spotlight,” “Something RoƩ en!,” “The Ferryman”) 
as Offi  cer Krupke; the respected stage and screen actor Corey Stoll (“Homeland,” “The Seagull,” “Macbeth”) as 
Lieutenant Schrank; Josh Andrés Rivera (“In the Heights,” “Hamilton”) as Chino; Ana Isabelle (“DemenƟ a 13,” 
“Seasons of Love”) as Rosalía; and Paloma Garcia-Lee (“On the Town,” “Moulin Rouge”) as Graziella.

Spielberg assembled a youthful cast of Sharks and 
Jets—diverse, brimming with energy and amazingly 
talented. All are trained dancers—many with Broadway 
and ballet backgrounds—a few sƟ ll live in Puerto Rico, 
and one or two have liƩ le or no professional experience 
and are at the beginning of what promise to be sterling 
careers.

The Sharks are David Avilés Morales (Aníbal), SebasƟ an Serra (Braulio), Ricardo A. Zayas (Chago), Carlos E. 
Gonzalez (Chucho), Ricky Ubeda (Flaco), Andrei Chagas (Jochi), Adriel Flete (Julito), Jacob Guzman (Junior), 
Kelvin Delgado (Manolo), Carlos Sánchez Falú (Pipo), Julius Anthony Rubio (Quique), Yurel Echezarreta (Sebas) 
and David Guzman (Tino).

The Shark Girls are Tanairi Sade Vazquez (Charita), Yesenia Ayala (Clary), Gabriela M. Soto (Conchi), JulieƩ e 
Feliciano (Cuca), JeaneƩ e Delgado (Ili), Maria Alexis Rodriguez (Isa), Edriz E. Rosa Pérez (Jacinta), Ilda Mason 
(Luz), Jennifer FlorenƟ no (Montse), Melody Marơ  (Pili), Gaby Diaz (TaƟ ) and Isabella Ward (Tere).

The Jets are played by Sean Harrison Jones (AcƟ on), Jess LeProƩ o (A-Rab), Patrick Higgins (Baby John), Kyle Allen 
(Balkan), John Michael Fiumara (Big Deal), Kevin Csolak (Diesel), Kyle Coff man (Ice), Daniel Patrick Russell (LiƩ le 
Moly), Ben Cook (Mouthpiece), Harrison Coll (Numbers), GareƩ  Hawe (Skink), Myles Erlick (Snowboy) and Julian 
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Elia (Tiger).

The Jet Girls are Eloise Kropp (Dot), Leigh-Ann Esty (Gussie), Lauren Leach (Karen), BriƩ any Pollack (Mack), 
Kellie Drobnick (Mamie), Skye MaƩ ox (Maxie), Adriana Pierce (Natalie), Jonalyn Saxer (Rhonda), Brianna Abruzzo 
(Sorella), Halli Toland (Sweden), Sara Esty (Tat), Talia Ryder (Tessa) and Maddie Ziegler (Velma).

Steven Spielberg says, “We’ve done something none of the other 
producƟ ons have ever accomplished. We have a completely, one 
hundred percent LaƟ nx cast of Sharks, men and women. There’s 
no one who’s not LaƟ nx. This was nonnegoƟ able for us, and it’s 
one of the reasons it took us a year to cast. It would have been 
impossible, as well as unthinkable, for us to make a fi lm of ‘West 
Side Story’ without doing our best to gather a truly diverse cast and 
crew, and in countless ways the diversity of the people who made 
this producƟ on gave it its form and substance.

“They brought an authenƟ city,” he conƟ nues. “They brought 
themselves, and everything they believe and everything about 
them—they brought that to the work. And there was so much 
interacƟ on between the cast wanƟ ng to be able to commit to 

the Puerto Rican experience. They all represent, I think, a diversity, both within the Puerto Rican, Nuyorican 
community as well as the broader LaƟ nx community. And they took that seriously.”

Adds Spielberg, “We worked very hard to fi nd the greatest ensemble imaginable, and with our genius casƟ ng 
lead, Cindy Tolan, we really did that. What we didn’t know—you never know Ɵ ll the fi lming starts—is that we’d 
also assembled a cast that was phenomenally dedicated to the work. They were Ɵ reless, unstoppable. And I feel 
that all of their glorious work, souls and talents are splendidly in evidence in the fi lm.”

THE CREATORS’ ESTATES

During this extraordinarily long pre-producƟ on period, Spielberg and Macosko Krieger conƟ nued to consult 
with the estates of the original creators and welcomed their input as part of producƟ on. This included the 
Leonard Bernstein Estate, which includes the composer’s three children, Jamie, Alexander and Nina Simmons; 
the aforemenƟ oned David Saint, Arthur Laurents’ longƟ me associate, who represents his estate; and the Jerome 
Robbins Estate. The fi lmmakers reached out, as well, to the legendary composer/lyricist Stephen Sondheim, and 
he gave his full support to the new version.

“Steven loves the piece so much. I think he must be passionate about most of the movies he does, but he’s 
certainly passionate about this one,” says Sondheim. “It’s terrifi c. And for those who know the show, there are 
going to be some real surprises in it because Tony Kushner, who wrote the screenplay, has done some really 
imaginaƟ ve and surprising things with the way the songs are used in the story.”

“We were so honored that Steven Spielberg was going remake the fi lm with a script by Tony Kushner,” said the 
Bernstein siblings, Alexander and Nina. “We were over the moon and off ered whatever support was needed.”

For her part, Jamie Bernstein felt that Kushner’s screenplay and Spielberg’s vision for the fi lm “had deepened 
everything in the material in an incredibly authenƟ c way.”
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Ellen Sorrin, one of the Robbins Estate’s trustees, echoed these senƟ ments, remarking that the original material 
was being lovingly respected by the fi lmmaking team.

“We were asked to give our blessing to the new fi lm and of course we did because of the people involved, not 
only Steven Spielberg and Tony Kushner, but also JusƟ n Peck,” Sorrin says. “I was very, very excited. I’ve known 
JusƟ n since he’s been at the School of American Ballet and have a great deal of faith in him. I know what a serious 
arƟ st he is, and I know that he would not do anything that was not respecƞ ul of Jerry’s legacy.”

At this Ɵ me, Spielberg, McCollum and Macosko Krieger 
also brought on board addiƟ onal experts on the Puerto 
Rican experience in New York City, including Julio 
Monge, a dancer, actor and director who consulted 
on the script and more, and Virginia Sánchez Korrol, a 
Brooklyn College professor who has wriƩ en 13 books 
on the subject of LaƟ nos in the U.S.

As a young dancer, Monge worked closely with Jerome 
Robbins: “The reality of the Ɵ me when ‘West Side Story’ 
fi rst appeared was that there weren’t that many Puerto 
Ricans trained as dancers, singers and actors. And even when I got to New York in the eighƟ es, the demographic 
was sƟ ll imbalanced; I was one of two or three Puerto Ricans in ‘Jerome Robbins’ Broadway,’ among a cast of 
seventy. I got used to that, but then I started seeing a change. It’s amazing now to see this new fi lm producƟ on 
of ‘West Side Story’ and to have so many Puerto Rican performers in it.”

Sánchez Korrol, a Puerto Rican who married a white man outside her community, was fi rst and foremost 
impressed with what Spielberg and Kushner were trying to do with the fi lm.

“I saw the creators giving the characters personaliƟ es based on who they would have been had they actually 
been living in this place at that Ɵ me. They gave them depth. Bernardo, for example, in this version is taking on a 
very intellectual, militant stance as a fully rounded, authenƟ c creaƟ on.”

REHEARSALS

“In a way, we were in producƟ on on this fi lm for about fi ve months before we started shooƟ ng,” Spielberg says. 
“From the Ɵ reless work of KrisƟ e Macosko Krieger and also Adam Somner, to the rehearsals, during which I 
started framing and storyboarding the song and dance numbers; the choreography with JusƟ n Peck; the music; 
the orchestraƟ on; Jeanine Tesori’s work geƫ  ng everybody primed and ready to sing these songs as great as our 
cast could ever sing them.”

Rehearsals for “West Side Story” began April 15, 2019, eight weeks before the start of fi lming, primarily at the 
Gelsey Kirkland Dance Studios in Brooklyn’s DUMBO area.

Choreographer Peck had prepared extensively for the extraordinary journey he was undertaking with Spielberg.

In order to immerse himself in the period, Peck says, “I went back and listened to the popular music from 1957 to 
hear what it sounded like. Though the music has an aestheƟ c that feels very removed, I had an enƟ rely diff erent 
reacƟ on when listening to the Bernstein score wriƩ en around the same Ɵ me. It sounds modern and Ɵ meless, as 
if it could have been wriƩ en today.”
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Peck says he was also inspired by Jerome Robbins’ choreography for the original show, which also has an ageless 
feel.

“When I was a student at the School of American Ballet, I watched Jerry’s ballets all the Ɵ me, and they felt very 
personal to me. AŌ er joining the company at age eighteen or nineteen, the fi rst lead I danced was Bernardo in 
‘West Side Story,’ so I know the original choreography inside out.”

But, as Peck points out, “It would have been impossible to use the original choreography for the version of ‘West 
Side Story’ that Steven and Tony Kushner were creaƟ ng.” He had to start fresh and needed the right team of 
experts to join him.

“It was very important for me to put together a team that was not only great in the general sense, but also very 
much specifi c to this project. My wife, Patricia Delgado, was the fi rst person to come aboard. She was a principal 
dancer at Miami City Ballet, and I have worked with her before in a dancer/choreographer relaƟ onship.

“When I fi rst started on the choreography, she came to me and said she would love to work on the project. As 
a LaƟ n woman, she felt that the story resonated with her, and of course I was thrilled. Pat was undoubtedly a 
great asset for the fi lm—helping to ensure that the LaƟ n culture and dance represented in the fi lm is authenƟ c.”

Says Delgado, “I feel very fortunate that my grandparents and parents gave me the energy to follow a career as 
an arƟ st, but it’s very hard when one doesn’t see their own culture represented on the television, in fi lm or at 
the theater. For me, the story that Tony Kushner has wriƩ en, the vision that Steven Spielberg has guided, and 
also the eff ort that I have placed in helping JusƟ n give authenƟ city to the LaƟ n dance—it’s very important to 
LaƟ n people who want to see our culture represented. To me, it’s been a profound, profound honor.”

Craig Salstein, a former American Ballet Theater soloist, also joined the choreography team.

“Craig’s an amazing dancer,” Peck says. “We worked together on ‘Carousel’ on Broadway, where he went on to 
become the dance captain. I knew he’d be a terrifi c asset here.”

Peck discussed the fi lm at length with Spielberg before 
heading to the studio, and Spielberg also spoke to the 
Robbins Estate to explain what he and his collaborators 
were out to accomplish.

“I worked in the studio for two weeks puƫ  ng together 
two numbers, ‘Cool’ and ‘America,’ both very diff erent 
from the original—and in the case of ‘Cool,’ radically 

diff erent—to show to the people who run the Robbins Estate.”

According to Peck, “The people from the Estate watched the rehearsal and aŌ er a day or so got back to us saying, 
‘OK, we trust you to do what you want with this.’ That was a great moment. We dove in, and it was full steam 
ahead.”

During the rehearsal period Spielberg and Peck talked extensively about how to shoot not only the big dance 
numbers but also all the numbers in the fi lm.

“My approach to creaƟ ng for the fi lm was to choreograph a number from start to fi nish,” says Peck. “I wanted 
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the performers to experience what it was like to go from beginning to end of a number so they had a sense of 
throughline and the construcƟ on of the scene, given that we’d fi lm it in secƟ ons and bits and pieces.

“Steven and I would listen to the music and break down how he wanted to shoot each parƟ cular secƟ on of the 
numbers. He would draw these sketches envisioning how the camera would capture the movement, and they 
became a kind of a blueprint on how to shoot.

“There were hilarious moments when I’d be pushing 
Steven around the studio on a rolling offi  ce chair while 
the cast was performing so he could plan a dolly shot 
with his iPhone. It was like breaking apart the song and 
examining the numbers on a cellular level. Pushing him 
around the studio in the chair was a pinch-myself like 
this-is-what-life-is-like-now moment,” says Peck.

“You see this incredible director—who’s had such an 
amazing history in the world of fi lm—move around the 
studio with his camera,” he conƟ nues. “We had to get 
adjusted to seeing dance from side, from behind, from below, from above, more ways than just looking at it dead 
on, from the perspecƟ ve of a theatrical audience.”

Every morning for the eight weeks of rehearsals, all the Jets and Sharks and principal actors would take ballet 
class, starƟ ng with a warm-up at the barre, making sure everyone maintained healthy bodies to tackle this 
challenging work.

Music rehearsals went hand-in-hand with the work on dancing.

Vocal coach Jeanine Tesori’s aƩ enƟ on was focused on all the cast, with a parƟ cular nod in the direcƟ on of 
Rachel. Their rehearsals were devoted to vocal work of an intense and profound order.

“Rachel came to us with a beauƟ ful voice, and I have watched her train so hard, watched her learn and learn 
and create and become more skilled,” Tesori says. “She has only been on the planet for eighteen years, and she 
brings an openness and freshness. We worked and worked, and she has emerged as a young arƟ st coming of 
age.

“And the fi rst Ɵ me I heard Ansel, I thought, ‘Wow, he can really sing.’ And he is a deeply good actor, and deeply 
musical. And he worked his buƩ  off  all year in terms of vocal training.”

Elgort says, “Jeanine is so great, not only with music, but with the words and what you’re trying to communicate; 
she’s almost like a director or acƟ ng coach. She wants to make sure we get to the heart of the lyrics in the songs.”

“The marvelous thing about working with Rachel and Ansel is that they were able to work with a complete 
innocence about that material,” Tesori says, “approaching it as if it were new, which is so diffi  cult when you think 
of how well known it is.”

As rehearsals moved forward, and the date of producƟ on approached, music and vocal recordings took place 
concurrently with dance rehearsals during May and early June in New York and Los Angeles under the supervision 
of maestro Gustavo Dudamel, David Newman, music supervisor MaƩ  Sullivan and Tesori.
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“It was really wonderful having Stephen Sondheim in the vocal booth when we were recording,” Tesori says. 
“You felt the spirit of the original show was right there with us, blessing what we were doing.”

“Stephen Sondheim is a genius—a word I use very rarely,” Tony Kushner says. “Some of the lyrics for ‘West Side 
Story’ have the brilliant rhyming and wordplay we associate with him, but some of them are simple. Every song 
in ‘West Side Story’ yields dramaƟ c richness. None is staƟ c, each is a beauƟ fully structured progression, each 
develops the characters, their relaƟ onships to each other and to language and class and history, each advances 
narraƟ ve and meaning.”

Spielberg says, “Prerecording the music was pracƟ cally a fi rst for me. I remember on ‘Close Encounters’ we 
prerecorded the musical dialogue with the mothership a few Ɵ mes because that was part of a scene, but most 
of the Ɵ me I’m just making the movie, and then I give it to John Williams, he goes off , writes the score, and then 
we spend about ten days in the recording studio when the fi lm is all cut together. But this being a musical, it’s a 
completely diff erent approach.”

He conƟ nues, “The recording sessions on West 34th Street were a blast. I got to spend a great deal of Ɵ me with 
Steve Sondheim and the Bernstein siblings while we worked through the score. And maybe the biggest thrill of 
all was having Gustavo Dudamel conduct. It was John Williams’ idea for me to ask Gustavo to conduct the enƟ re 
score, and it was one of John’s many masterstrokes! Gustavo led the orchestra onto the movie screen with such 
insight, heart and dynamism, and his astounding musicianship.”

EducaƟ ng the cast about the history of New York in 1957 
was also a crucial aspect of the rehearsal period, which 
included two historical panel discussions. Moderated 
by producer Kevin McCollum, the panels consisted of 
people who grew up in Lincoln Square and San Juan 
Hill at the Ɵ me during which the fi lm is set and have 
fi rsthand knowledge of the neighborhood.

Virginia Sánchez Korrol talked at length to the cast about 
Puerto Rican history, including the mass migraƟ on to 
the United States aŌ er World War II, when the island 
territory was becoming industrialized.

“There simply weren’t enough jobs there because industrializaƟ on required skills they didn’t have,” Sánchez 
Korrol explained. “People began to leave—the oldest son or daughter—to go to New York to earn a living and 
enough money to send back home.”

This is the atmosphere in which the Sharks existed and the struggles they endured once they arrived in New 
York. But she also talked about the plight of the descendants of the earlier migrant and immigrant populaƟ ons, 
and how Robert Moses and the urban renewal program destroyed the neighborhood of the Jets, resulƟ ng in 
confl icts that grew up between the two communiƟ es.

A lively Q&A session with the cast followed, the performers peppering Sánchez Korrol and the other panel 
members with thoughƞ ul, probing quesƟ ons in order to beƩ er understand their characters.
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PRODUCTION

“I knew that if I was going to tell this story again it had to be as much as possible on the real streets of New York,” 
Spielberg says.

“New York City is another character in ‘West Side Story,’” says Macosko Krieger. “It was essenƟ al to all of us that 
we capture its energy on fi lm, simply because the narraƟ ve is so connected to the history of the communiƟ es 
living in the neighborhood at the Ɵ me. While I knew fi lming on the streets of New York would present a logisƟ cal 
challenge, we did all we could to bring that element as we organized the producƟ on.”

Filming began on “West Side Story” with a pre-shoot on Friday night, June 7, 2019, in the railroad train yards 
alongside Brooklyn’s Bush Terminal, with scenes depicƟ ng the Jets and the Sharks approaching the site of the 
rumble, each gang vocalizing a secƟ on of the “Quintet.”

Offi  cial producƟ on got underway aŌ er the weekend break on Monday, June 10, at Steiner Studios, kicking off  with 
a scene featuring Tony and Riff  in Doc’s Drug Store basement before returning to Bush Terminal, where Spielberg 
began shooƟ ng the musical number “Cool” over a fi ve-day period. A brief return to Steiner followed, during 
which the director fi lmed Tony and María geƫ  ng to know each other out of sight behind the gym bleachers aŌ er 
having locked eyes on the gym fl oor during “Dance at the Gym.”

This was followed by a move to an abandoned subway stop off  New York’s Bowery, subsƟ tuƟ ng for the 72nd 
Street subway staƟ on where Tony and María meet to head uptown for their date at ManhaƩ an’s Met Cloisters. 
Moving to the Cloisters Museum itself and then to the Church of the Intercession on West 155th Street, Spielberg 
staged the couple exchanging vows and singing “One Hand, One Heart” inside the church’s chapel.

Next, producƟ on traveled to a run-down bar in Red Hook in Brooklyn for a scene in which Riff  buys a gun to 
protect himself at the upcoming rumble the Jets and the Sharks have arranged in a “war council.” A unit move 
to the far side of Brooklyn to Marine Park’s St. Thomas Aquinas Catholic School gymnasium followed for the all-
important “Dance at the Gym” sequence, which features almost the enƟ re cast of the fi lm.

Refl ecƟ ng on these early days of fi lming, choreographer JusƟ n Peck says, “‘Cool’ especially was a challenging, 
very ambiƟ ous undertaking.”

Peck points out that his choreography for the “Cool” 
dance diff ers signifi cantly from Robbins’ original in that, 
rather than being a straight dance piece, the number 
now depicts a confrontaƟ on between Tony and Riff  
over a gun Riff  has purchased.

“In the original fi lm the scene takes place in a parking 
garage,” says producƟ on designer Adam Stockhausen. 
“Here we’re in a diff erent situaƟ on enƟ rely, atop piers at the very western edge of the city. Tony Kushner’s idea 
was that they could almost be in the Old West. And the number has a diff erent dramaƟ c funcƟ on from the 
original now having to do with a life-and-death issue about whether it’s wise to have the weapon.”

“The scene is completely reimagined,” Ansel Elgort says. “The stakes are much higher here. The amazing music, 
the dance that JusƟ n has choreographed, the crumbling sets and blustery weather added to it.”
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Spielberg says, “A number like ‘Cool’ was inƟ midaƟ ng, but JusƟ n Peck gave me the kind of confi dence I needed 
during rehearsals. He is not only collaboraƟ ve but original and uniquely invenƟ ve. He has no fear. When people 
see what JusƟ n has done, they will see his art. I saw it on set, but when you see it cut together, it’s an enƟ rely 
diff erent experience—‘Cool’ is one of the most original numbers I have seen in any musical.”

The “Dance at the Gym” that followed, a dance and 
dialogue sequence exploding with energy, proved a 
colorful, high-spirited contrast to “Cool.”

“We looked at so many gyms for the scene and had a 
lot of diffi  culty fi nding a fi t to our exact requirements,” 
Stockhausen says. “We had so many dancers to fi ll the 
space, and equipment, and we needed a stage for the 

band, and proper entrances for the Sharks to come into the scene, because the Sharks’ entrance into the gym is 
a big event. Most of the sites we saw were too small and didn’t work.

“Not to menƟ on, we needed bleachers to carry out Steven and Tony’s vision that María and Tony would retreat 
behind the bleachers to get to know each other aŌ er fi rst meeƟ ng on the gym fl oor. St. Thomas Aquinas’ gym 
fi t the bill.”

Peck says, “The ‘Dance at the Gym’ was the probably the largest number we tackled. With more than sixty 
dancers and over one hundred fi Ō y extras, so many people, complicated choreography and a lot of moving parts, 
it took Ɵ me to capture.

“For example, the opening shot that Steven and Janusz designed was almost a minute long,” Peck conƟ nues. “A 
spider camera enters through the doors, rises up and wraps around, then looks down over the Jets as they’re 
dancing, pivots around Riff  and Graziella (his girlfriend), comes down to the ground, introduces Anybodys, tracks 
back around to the Jets as two Jets dance and Anybodys cuts in, and fi nally we come to Bernardo having entered 
as he looks out over the gym. Amazing.”

Says Kaminski: “In that fi rst screen version of ‘West Side Story,’ the choreography was beauƟ ful, but it doesn’t feel 
enƟ rely moƟ vated by the camera—or camera moves. We needed to do something diff erent without reinvenƟ ng 
the genre. So, we sƟ ll have people dancing, people singing and performing in very beauƟ ful, colorful costumes. 
Yet, from the standpoint of cinematography, it has a modern interpretaƟ on, and the modern aspect comes from 
how acƟ ve the camera is. Today, the equipment is lighter; it allows us to move with the actors, which was much 
more challenging back in the late fi Ō ies/early sixƟ es.”

In addiƟ on to Peck’s choreography, a big factor in the scene was Paul Tazewell’s costumes, an array of beauƟ ful, 
vibrant, colorful ouƞ its that contributed their own excitement to the number, as well as refl ecƟ ng on the 
characters who wear the clothes.

Tazewell says, “It was important for Steven that the fi lm have an ultra-realisƟ c look but sƟ ll honor the fact that 
it’s a musical. When you have the element of the music that’s been in my life, everyone’s life, for so many years, 
its lyricism and beauty and excitement allow for all the elements to be pushed in a way that resonates with 
emoƟ on. And that could be refl ected in the costumes.

“My color choice for the Jets, boys and girls, tended towards the cool, blues and greens, teals and grays, especially 
against the vast arrange of concrete buildings, sidewalks and streets, but also at the gym. For the Hispanic 
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community, refl ecƟ ve of the island they’re coming from, we have a warmer tone, golds, red and rust, orange—so 
there’s warmth and vitality and an opƟ mism in their paleƩ e.”

“We wanted to diff erenƟ ate between the Jets’ and 
the Sharks’ costumes in several ways,” Spielberg says. 
“Our Jets are really street rats—dropouts, unemployed, 
scavengers—as Lieutenant Schrank idenƟ fi es them, 
they’re the grandchildren of European immigrants 
who mostly moved up and moved out—except for 
the parents of the Jets. The Sharks in our version are 
young Puerto Rican guys, many of them recent arrivals 
to New York, who’ve bonded together to protect their 
neighborhood from the naƟ vist vandalism of groups 
like the Jets. They have jobs—probably each one holds 
a number of jobs—and they’re trying to make it in 
the city. For the most part, the Jets dress more drably 
than the Sharks. We didn’t want the kids on either side dressed uniformly—Paul Tazewell is extraordinary with 
details that give every single costume its individual character and history. The only Ɵ me we decided to get a bit 
schemaƟ c is at the dance in the gym. Since the number is about cultural diff erences and about synthesizing, I 
wanted to be sure you can easily keep track of the Jets, who are in blues and greens, and the Sharks, in reds and 
oranges. When the gangs segregate, there’s a bold, startling riŌ  on the dance fl oor. When those lines start to 
blur, the whole gym becomes a kind of rainbow.”

Tazewell says, “Steven wanted the tradiƟ onal white dress for María at the dance, the fi rst Ɵ me Tony sees her. For 
Anita, I chose to go with black for the scene because I didn’t want it to resemble any of the other producƟ ons 
I’d seen. I designed a strong silhoueƩ e for the dress but also a red peƫ  coat, so we see the internal fi re going on 
within her.”

The choreography for the “Dance at the Gym” scene is demanding, propulsive and rambuncƟ ous, the two gangs 
and their leaders trying to outdo each other with their moves, all to a pulsaƟ ng mambo rhythm that builds and 
builds.

“We tried to put some storytelling into the scene, so there are character introducƟ ons and a display of tension 
between the Sharks and the Jets as they compete for space to dance within the gym,” Peck says. “And in the 
midst of it all, we start to noƟ ce Tony and María locking eyes.”

With the “Dance at the Gym” sequence complete, the unit moved to another Brooklyn locaƟ on, the Grace 
Reformed Church in the borough’s Flatbush neighborhood, where Stockhausen had created the police precinct 
set for one of the musical’s best-known numbers, “Gee, Offi  cer Krupke.”

“Krupke” diff ered in scale from “Dance at the Gym” in that it was staged in the confi nes of a small space, 
performed by only seven Jets: Jess LeProƩ o (A-Rab), Patrick Higgins (Baby John), Kevin Csolak (Diesel), Kyle Allen 
(Balkin), Ben Cook (Mouthpiece), John Michael Fiumara (Big Deal) and Myles Erlick (Snowboy).

“It was a Ɵ ght locaƟ on,” Peck says. “Steven had the idea of fi lming it with a minimal number of shots. Every 
move, every transiƟ on, had to be airƟ ght and densely constructed so that the cast could just land, click into 
posiƟ on and fl ow into the next verse. It’s so immaculate in its construcƟ on and performance by the Jets. Each of 
them was so great to work with on this number.”
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Says Kaminski, “On many occasions, I felt like I was inside the musical. It was like a 3D Broadway show experience 
and a privilege to be part of it that way. ‘Krupke’ is a good example of this, because it was very physical; it’s got 
all the ‘gags’ of Broadway. And it was very easy to work with the dancers because you knew they would hit their 
marks. Ligh  ng on a given scene is very specifi c, and you always have certain marks for actors to hit, but you 
o  en have to allow them a certain freedom. There’s no such worry with dancers, because their movements 
already have to be extremely precise and coordinated. They have great discipline.”

Following this more or less rollicking, comical song, the unit traveled to Washington Heights in Manha  an. There 
Spielberg fi lmed a lovestruck Tony searching for María’s tenement apartment building in San Juan Hill a  er the 
dance, singing his heart out about ‘María’ as he roams the neighborhood’s streets and back alleys trying to fi nd 
her home.

Next on the agenda, produc  on set up in Harlem and Hamilton Heights, where scenes depic  ng the Jets in “The 
Prologue” were followed by one of the fi lm’s most ambi  ous musical and dance numbers for the Sharks, the 
rousing and upli  ing “America.”

Spielberg, Kushner and Peck had completely reconceived “America” for the fi lm. Unlike the original, it is set in 
the day  me as opposed to the night and unfolds not on a roo  op but throughout San Juan Hill’s streets.

Says Peck, “We wanted to show the neighborhood that Anita and Bernardo are a part of—the shops, the vendors, 
the street life, even protest marches—to show how the Puerto Ricans interact with their neighbors, their friends, 
the shopkeepers. And we wanted to build a sense of community and energy in the number. It culminates into 
this massive intersec  on where the en  re neighborhood spills out into the street for a block party, a Pachanga 
[a Caribbean dance style with origins in Cuba]. It’s a big, glamorous moment of dance for Bernardo and Anita. 
And it took more than ten days to fi lm, not necessarily consecu  ve days.”

Much of the challenge of “America” involved not only Peck’s demanding choreography and the far-fl ung loca  ons 
across Harlem, Hamilton Heights, Ridgewood, Queens and Paterson, New Jersey, but also the steamy New York 
summer weather. Most days during which the number was being fi lmed, the temperature soared to 90 degrees 
and higher, with humidity to match, the dancers performing full-out all day long, and the crew grappling with 
the elements.

Spielberg says, “‘America’ is a joyful, funny and sexy song, but at its heart it’s a debate between two groups of 
Puerto Ricans: those who, like Anita, feel that they’ve found in New York a great place to realize their dreams, and 
those like Bernardo, who are disillusioned by the racism and barriers to economic advancement they encounter 
every day. The creators of ‘West Side Story’ were obviously aware of and sympathe  c to this fi erce division—as 
the children and grandchildren of Jewish immigrants, they certainly recognized a tormented rela  onship with 
both the old country and the new world.”

Following “America,” Spielberg shot another sec  on of the fi lm’s prologue over several days on 134th Street 
between Broadway and Amsterdam Avenues in a rubble-strewn backlot. The scene—in dance, song and 
dialogue—depicts the ini  al hos  le encounter in the fi lm between the Jets and the Sharks, illustra  ng their 
long-running mutual antagonism. We’re introduced to several Jets and Sharks, as well as to Baby John (Patrick 
Higgins), the youngest member of the Jets.

Baby John, pursued by the Sharks in the Prologue, hurls himself up and over a fence, only to be surrounded by 
three Sharks who pierce his ear with a rusty nail.
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The second secƟ on of the sequence had to do with the police converging onto the backlot to stop the squabbling 
between the gangs, men in blue shouƟ ng invecƟ ve at both groups.

In a signifi cant change from the original material, aŌ er the police have departed, the Sharks, in a symbolic eff ort 
to claim their turf, defi antly sing out the revoluƟ onary words to “La Borinqueña” a Puerto Rican anthem, an 
expression of Bernardo’s militant stance against discriminaƟ on. It’s completely unexpected.

Professor Sánchez Korrol explains, “‘La Borinqueña’ was wriƩ en in the nineteenth century, a song for one of the 
fi rst major uprisings for Puerto Rican independence in 1868. The song was outlawed at the Ɵ me, and the Puerto 
Rican fl ag was banned. That Bernardo and the Sharks should know and sing the song is a testament to their 
Puerto Rican naƟ onalist fervor.”

This sequence completed, the unit relocated to Brooklyn’s Navy Yard to fi lm the climacƟ c rumble, the fatal 
confrontaƟ on between the two gangs that results in tragedy.

“Rather than have the rumble take place underneath the West Side Highway, Steven and Tony had the idea 
for it to take place in a sanitaƟ on department salt shed near the highway off -ramp where road salt is stored in 
summer for use on the roads in winter,” says Adam Stockhausen. “We actually found a huge warehouse space 
near Steiner Studios’ grounds, inside the Navy Yard, a vast galvanized metal box that was uninsulated and felt 
raw and open.

“The space also fulfi lled another requirement Steven insisted on—high windows. He wanted to feel the presence 
of the highway and the cars going by; to have that repeƟ Ɵ ve light element visible through the windows be a 
constant feature of the lighƟ ng.”

Inside the vast space, Stockhausen assembled giant mounds of salt. Outside, cinematographer Kaminski created 
an elaborate lighƟ ng rig involving klieg lights mounted on super-size cranes. The eff ect created the impression of 
cars passing on the West Side Highway off -ramp outside the building, with running lights, headlights and brake 
lights shining at intervals in the scene through the warehouse’s high windows as the scene progressed.

“You never actually see vehicles; you just see the lights. It’s probably one of the most imaginaƟ ve lighƟ ng setups 
ever created,” Stockhausen marvels.

The rumble between the Jets and Sharks—led by 
Riff  and Bernardo—was one of the most intense and 
dramaƟ c sequences of the shoot. Stunt coordinator 
Mark Fichera worked closely with Spielberg, Peck and 
the cast to deliver a heightened sense of danger and 
reality in the scene.

“We wanted to make sure that this was not the dance 
fi ghƟ ng you saw in the original fi lm. These guys are out for blood,” Fichera says. “The Sharks hang out at the 
boxing gym, they’re a bit more technical in their fi ghƟ ng. The Jets are street brawlers.”

“For ‘The Rumble,’ we’re using some of Robbins’ moves—like when they open their arms to go on the aƩ ack, 
that is pure Robbins,” Spielberg says. “But then it goes into JusƟ n Peck’s own interpretaƟ on of it aŌ er that. The 
fi ght itself is not a dance—it’s real, it’s realisƟ c.”
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“The Rumble” completed, the unit now took up residence across the Hudson River in New Jersey. First stop was 
the city of Paterson for more than two weeks, for scenes portraying the Puerto Rican neighborhood of San Juan 
Hill as well as sec  ons of the “Jet Song,” and then several days in Newark, where Adam Stockhausen recreated 
a fl oor of Gimbels department store, the famous Herald Square emporium located just across from its long  me 
rival Macy’s. María and her friends are part of the Gimbels night-  me cleaning crew.

As Stockhausen recalls it, “Steven’s very fi rst direc  on 
to me was to get the fi lm outside and make it real. 
‘Let’s shoot the fi lm on the streets so we feel the life 
of San Juan Hill and Lincoln Square and the characters,’ 
he told me. That’s a pre  y tall order given what New 
York City looks like right now. Somehow, we managed 
to fi nd loca  ons in Brooklyn and Upper Manha  an that 
worked beau  fully for our objec  ves. But we knew we 

also had to look elsewhere.”

Paterson appealed to the fi lmmakers on several levels: as opposed to New York City, which had undergone 
tremendous change since the 1950s, the buildings in Paterson maintained an accurate look from the  me period 
and could be fi lmed from various angles. The city also boasted a wealth of old factories and warehouses suited 
to the fi lmmakers’ vision.

Sec  ons of the “Jet Song” were also fi lmed within the vast acreage of rubble, dirt and debris the fi lmmakers 
created in Paterson, which was shot with a sweeping camera move that captures the song in all its excitement.

Moving on from Paterson to nearby Newark, New Jersey, Spielberg fi lmed the lovestruck María and her friends 
singing “I Feel Pre  y” in a recreated fl oor of Gimbels.

Tony Kushner says, “In the original stage version, ‘I Feel Pre  y’ was the opening song at the top of Act Two, a  er 
the intermission that follows the rumble that ends Act One. In other words, when María sang ‘I Feel Pre  y,’ the 
audience knew that María’s life is over, that the man she loves has murdered her brother.

“Sondheim doesn’t like his lyrics for ‘I Feel Pre  y.’ He’s o  en disparaged the line ‘I feel pre  y and wi  y and bright,’ 
saying that it sounds more like Noel Coward than a Puerto Rican teenager in 1957. I wondered where a Puerto 
Rican teenager might have picked up this frothy Anglo palaver and why she’d want to make lighthearted use of 
it. I’d been considering changing María’s place of employment from a bridal shop to something less roman  c 
and more refl ec  ve of the kind of employment opportuni  es available to her—for instance, a late-night cleaning 
crew at a large department store, in which she would be surrounded by displays and placards promo  ng the 
style of the era: chic, sophis  cated, pre  y and wi  y and bright. María resents the wi  y, pre  y people she has 
to clean up a  er, but she also envies their rela  ve wealth and comfort, and, like all of us, she’s suscep  ble to 
conven  ons of glamour and romance. I think the song works beau  fully as something simultaneously parodic 
and playfully par  cipatory. And the cleaning crew gave us a way to increase the number of women singing the 
song, from three to eight, which makes it bigger and more joyful and inclusive.”

For Rachel Zegler, the sequence was a highlight of fi lming.

“The song is almost a pure dance,” she says. “The choreography contains the natural movement of a young 
woman in love as she abandons her cleaning chores and runs around the store trying on clothes and accessories 
and checking her image out in the mirror. Marvelous.
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“Steven is an arƟ st, and he has such a clear vision,” Zegler conƟ nues. “What is so graƟ fying is to see his vision 
change as he works and is inspired on set. He’ll oŌ en let us experiment with our own ideas and with diff erent 
ways of fi lming. He’s very open to collaboraƟ ng with us and having a conversaƟ on, rather than just telling us 
what to do.

“In ‘I Feel PreƩ y,’ he showed us ahead of Ɵ me how he was going to fi lm the song, but then when he got to set he 
saw another way to do the scene, so we changed the direcƟ on. It was so fresh, exciƟ ng and immediate. And you 
know you’re in the hands of a great master, and that gives you such pleasure and confi dence.”

The thrill of working with Spielberg was an element that sustained the cast more and more as fi lming went along.

Elgort says, “I think Steven just wants everyone to have a good Ɵ me, including himself. And even on days when it 
would be emoƟ onal and heavy, I’d remember what he said at the outset, that we should always try to have fun: 
‘We’re making a movie. So let’s make it fun.’

“And when the energy on set is posiƟ ve and everyone is excited, that boosts everyone’s spirits, and Steven wants 
to nurture that. He’ll always let you see what you’ve just shot on the monitor aŌ er a take, so the momentum 
builds as we push into the next shot. Everyone is very happy on this set and having the Ɵ me of their lives, which 
is incredibly refreshing.”

According to Mike Faist, “Every day Steven would show up to set with an openness that would allow everyone 
to be okay with uncertainty and fi guring it out as we learn along the way. In my opinion, he is the perfect arƟ st 
because he remains a student. He remains curious, as a guy who just loves what he does and chooses to do that 
in its purest form.”

DeBose was as enthusiasƟ c as her colleagues. “Steven’s an actor’s director; someone capable of sublime arƟ stry 
who’s had the most extraordinary success but has remained as kind and giving as he is,” she says. “He’s sƟ ll got 
this childlike energy about him, and an intense imaginaƟ on, these qualiƟ es being the most important you can 
maintain as an actor. He embodies that quality, and he leads by example.”

Tony Kushner says, “Steven is an arƟ st, fi rst and 
foremost. Everything he makes comes from a deep 
personal place, there’s great heart in his work, along 
with the technical brilliance, there’s an enormous 
empathic imaginaƟ on, curiosity about other people’s 
lives, and an abiding passion for democracy and jusƟ ce. 
And he knows what arƟ sts know: that he needs to set 
himself new challenges with every fi lm, he’s always 
eager to try something new, something diffi  cult, something he’s never done before, something that scares him.”

Returning to New York, the unit set up once again at Steiner Studios to fi lm crucial scenes inside Anita and 
Bernardo’s apartment, including the musical numbers “I Have a Love/A Boy Like That”; inside Doc’s Drug Store 
for Anita’s dramaƟ c confrontaƟ on with the Jets when she arrives looking for Tony; and ValenƟ na’s hearƞ elt 
rendiƟ on of “Somewhere.”

“‘A Boy Like That’ is a pursuit,” Spielberg says. “Anita aggressively pursues María through the rooms of the 
apartment they share. ‘A boy like that’ refers to Tony, who killed her brother…‘forget that boy and fi nd another.’ 
María fi nally defends herself and her love for Tony. She turns around and she starts pursuing Anita into a retreat. 
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The scene is choreographed; it’s not a dance, but it has movement.”

“‘A Boy Like That/I Have a Love’ comes to ‘West Side Story’ from the realm of grand opera,” Kushner says. “It’s 
vocal-cord–busƟ ng and dramaƟ cally demonic. María has to stay in love with a guy who murdered her brother. 
Anita has to forgive María for loving Tony. That’s a tall order, making us believe love can surmount even obstacles 
like that. Our two remarkable actresses, under Steven’s direcƟ on, singing Sondheim’s words and Bernstein’s 
music, make you believe in the all-conquering power of love.

“It feels breathtakingly cruel when María sings to Anita, ‘You were in love/or so you said.’ Anita’s just lost 
Bernardo, the love of her life, and María seems to tell this grieving woman that her love is a sham, a pretense. 
But the severity of this blow is what forces Anita out of the despair engulfi ng her; it forces her to return to the 
world of the living, to the very young woman who needs her help. Ariana, Rachel and Steven illuminated this for 
me. The song changes from the biƩ erest of fi ghts to a scene between a mother and daughter. It’s unbearably 
sad, but it’s a stunning moment.”

The singing of “Somewhere” was a special moment for everyone involved.

Kushner recalls, “I asked Steven if we could give 
‘Somewhere’ to ValenƟ na. I loved the idea of hearing 
Rita Moreno sing it. I felt it’d make a powerful connecƟ on 
between the era the musical depicts and the present 
day, hearing this song of hope and yearning for a beƩ er 
world sung by a woman who’s been a witness to, and 
an important parƟ cipant in, the tormented world we 
inhabit. It makes us think about where we were as a 
society when we fi rst head the song, and where we are 
now. When she sang it at our big table reading, there 
wasn’t a dry eye in the room.”

“I think the surprise will be intense for people who know the original movie and the play because ‘Somewhere’ 
was used as a ballet in the original producƟ on,” Rita Moreno says. “I remember seeing it as a ballet, and the 
singer was deep in a pit, so you couldn’t see her. This version couldn’t be more diff erent.

“To me, it’s almost like a religious song, an extraordinary song, a song of belief and hope, and I am beside myself 
with happiness that I get to sing it,” she conƟ nues. “I considered so many diff erent ways of performing it—as an 
angry song, at least at the beginning, and to sing the fi rst four lines a cappella with no orchestra. I was hoping 
against hope that Steven, Tony and Jeanine would agree to do that for me, and they loved the idea.”

Tesori says, “The song begins a cappella, which is literally ‘in the chapel,’ there’s no accompaniment. And 
ValenƟ na fi nishes the song with great sƟ llness as the orchestra comes in. What Steven has done with the song is 
so true, so authenƟ c, so heartbreaking.”

The intensely dramaƟ c scenes in the drugstore were followed by the fi lming of María and Tony’s ecstaƟ c 
encounter on the fi re escape of her tenement building where, franƟ c to get to know each other, they sing the 
rapturous duet “Tonight.”

The beauƟ ful “Tonight” sequence was fi lmed at Steiner not on a soundstage but inside a warehouse secƟ on of 
the studio where, in fact, all the sets were built.
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Stockhausen explains, “The main characteris  c of the warehouse is that it is very tall. That element of height is 
what Steven wanted, Tony climbing higher and higher up the fi re escape singing to María, crea  ng the sense that 
he is climbing in mid-air.

“It was always the plan to do the bulk of the song on a stage,” Stockhausen notes. “We had used a real alley to 
set up the scene so the audience knew we’re outside, but the noise of the city made it unrealis  c to fi lm there. 
Not to men  on that there are parts of the city where you can’t do playback a  er 10 p.m., and this requires us to 
shoot the full night un  l dawn.”

“The set where we staged ‘Tonight,’ which is the famous 
‘Romeo and Juliet’ balcony scene, is four stories high, 
reaching some forty or fi  y feet in the air. It’s the perfect 
se   ng for such a soaring duet. But the scene will not 
look theatrical, it will look real; this is street realism and 
that’s how we’re fi lming it,” Spielberg points out.

He adds that the music heightens the sense of reality. 
“In some wonderful way, the music throughout the fi lm 
plays be  er in reality, in scenes depic  ng the real world 
of the streets and the neighborhood.”

The duet concluded a  er a single setup and several takes of Tony approaching María’s fi re escape singing a strain 
of the song “María.” Filming wrapped a few moments a  er midnight, the very fi rst minutes of Saturday morning, 
September 28, 2019, a  er 16 weeks of fi lming.

EPILOGUE

“This is one produc  on I never wanted to see end,” Spielberg says. “I had the greatest  me making ‘West Side 
Story.’ The last  me I had a great  me making a movie to this level was ‘E.T.’ in 1981, and that movie certainly put 
in my head fatherhood and all sorts of things I never contemplated. Maybe this movie put in my head musicals 
and things I always have contemplated but un  l this  me had never really had the courage to do.”

“The message of ‘West Side Story’ is what is going to live forever. It is even more  mely today than it was in 1957, 
when they mounted the produc  on on Broadway. Even more  mely than it was with the fi lm in ’61-’62. What it’s 
about is what we are living in this country today—a  me of tragic division and distrust, and the waste of human 
life through violence, racism and xenophobia. And even though the story is a tragedy, like all great tragedies, 
including ‘Romeo and Juliet,’ ‘West Side Story’ suggests that hope can be born amid devasta  on and despair, 
and thanks to Bernstein’s and Sondheim’s score, there’s a feeling that despite all the sorrow and ugliness, love 
transcends. So don’t ever give up! That’s why I wanted to tell this story right now. It is even more about now than 
it was about then.”

Macosko Krieger says, “Hope, love and community are everywhere in ‘West Side Story,’ as in life. Despite tragedy, 
over and over humans con  nue to break down walls of prejudice and division through love. It is devasta  ng that 
the racism and hate as depicted in this story are s  ll so relatable sixty years a  er this show fi rst came to Broadway. 
But it is important to note that the fi lm ends with musical echoes from ‘Somewhere,’ and a message of hope. I’ll 
never forget this experience, how much it humbled me, and how it reminded me why I love what I do.”
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Sondheim says, “The whole thing has real sparkle to it and real energy. And it feels fresh. It’s really fi rst-rate. And 
movie musicals are hard to do, and this one—Spielberg and Kushner really, really nailed it.”

Spielberg spoke to his cast and crew, and later in a post online, seeming to address the world at large.

“It’s 12:10AM September 28, 2019, at Steiner Studios in the Brooklyn Navy Yard in the great city of New York, 
and we’ve just concluded fi lming our version of ‘West Side Story.’ This has been a journey without precedence: 
a joyful, stunningly moving, endlessly surprising encounter with the story and the score of one of the world’s 
greatest musicals. My brilliantly talented, fi ercely commi  ed, generous and apparently inexhaus  ble cast and 
crew of hundreds have given our fi lm everything they’ve got, and already I can say that the fi lm owes everything 
to them, as does its immensely grateful director.

“And while I’m on the subject of 
gra  tude: On every day of the past 
four years during which we’ve been 
preparing, cas  ng, imagining ‘West Side 
Story,’ I, and my team, cast and crew 
have been walking in the footsteps of 
four giants: Leonard Bernstein, Arthur 
Laurents, Jerome Robbins and Stephen 
Sondheim. For the light they’d shed 
on the world, for Stephen Sondheim’s 

insight, guidance and support, and for the openhearted support of the Bernstein, Laurents and Robbins estates, 
I owe them more than I can possibly express.

“We’ve fi lmed ‘West Side Story’ all over New York, from Flatbush to Fort Tryon Park. The city lent us its beauty, 
its energy, and we drew deeply on its grand mul  cultural, mul  faceted spirit. In addi  on, we spent three 
extraordinary weeks fi lming in Paterson, New Jersey. To the people of New York and Paterson, thanks for pu   ng 
up with our trailers, tents, cranes and mid-street dance sequences; from the bo  om of my heart, thanks for the 
warm welcomes we encountered everywhere, from pedestrians and policeman and neighborhoods and kids. 
We couldn’t have made our musical without you.”

ABOUT THE CAST

ANSEL ELGORT (Tony), a Golden Globe® nominee, has quickly amassed an impressive body of work as both an 
actor and a musician.

Elgort recently wrapped produc  on in Japan on “Tokyo Vice,” the upcoming HBO Max drama series execu  ve 
produced by Michael Mann. Based on Jake Adelstein’s nonfi c  on book, the series stars Elgort as a young American 
journalist who embeds himself into the Tokyo Vice police squad to reveal corrup  on. The series chronicles 
Adelstein’s daily descent into the sordid underbelly of Tokyo, where nothing and no one are truly what or who 
they seem. Elgort also serves as execu  ve producer on the series.

He was recently seen in the Warner Bros. adapta  on of the bestselling, Pulitzer Prize–winning novel “The 
Goldfi nch.” He stars as Theo, whose mother dies in a New York City bombing and who then ends up entangled in 
the art world. Elgort also starred in Edgar Wright’s ac  on crime thriller “Baby Driver,” opposite Jon Hamm, Jamie 
Foxx and Lily James, for which he was nominated for a Golden Globe® best actor award. The fi lm released in June 
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2017 and grossed $227 million worldwide, against a produc  on budget of $34 million.

Elgort rose to prominence as the lead of Fox 2000’s “The Fault in Our Stars.” The fi lm earned him a slew of awards, 
including a Teen Choice Award for choice breakout star and choice movie actor: drama, a Young Hollywood 
Award for fan favorite male actor, and an MTV Movie Award for movie of the year.

A graduate of LaGuardia High School of the Performing Arts, Elgort starred opposite Alexis Bledel in Ma   Charman’s 
play “Regrets,” directed by Carolyn Cantor, for Manha  an Theater Club, while fi nishing up his senior year of high 
school. His performance received rave reviews, including Bloomberg’s “Elgort is a magne  c presence des  ned 
perhaps for the mul  plex” and the AP’s “Elgort radiates the brooding magne  sm of James Dean, upli  ed by a 
kind of glin  ng purity.”

Elgort found his love for performing through dance. He was featured tap-dancing at the CFDA Awards in 2011, 
and as a child he performed in both “The Nutcracker” and “Swan Lake” at Lincoln Center with the New York City 
Ballet. As a singer, Elgort has worked with many composers including Jason Robert Brown and Louis Andriessen.

He currently resides in New York.

RACHEL ZEGLER (María) is a dynamic actress and singer who has already established herself as a trailblazer of 
her genera  on.

Zegler will star in Disney’s live-ac  on remake of “Snow White and the Seven Dwarfs,” which is set to begin 
produc  on in 2022. She is one of the fi rst La  na actresses to star in a live-ac  on Disney fi lm. Director Marc 
Webb said, “Rachel’s extraordinary vocal abili  es are just the beginning of her gi  s. Her strength, intelligence 
and op  mism will become an integral part of rediscovering the joy in this classic Disney fairy tale.” In addi  on, 
Zegler is set to appear alongside Zachary Levi, Helen Mirren and Lucy Liu in DC Comics’ “Shazam! Fury of the 
Gods,” the sequel to the successful “Shazam!” The fi lm is set to be released in summer of 2023 and has recently 
wrapped produc  on.

Zegler was recently featured on the September cover of Town & Country Magazine, and in the past year was 
profi led by Vogue and V Magazine. She was recognized by Variety in its annual Power of Young Hollywood Impact 
List, highligh  ng her as a star to watch. She was also recently recognized by Elle magazine as one of “Nine La  nx 
Women in Hollywood Currently Changing the World.” On La  nx representa  on in entertainment, a subject she 
is passionate about, Zegler says, “We are not just the quirky side character who occasionally says a word in 
Spanish, we are the main character.”

ARIANA DEBOSE (Anita) is a Tony Award®–nominated actress and 2021 Forbes 30 Under 30 honoree known 
for her varying roles on stage as well as on screen. DeBose is perhaps best known for her role as Disco Donna in 
“Summer: The Donna Summer Musical,” which earned her a 2018 Tony nomina  on for best featured actress in 
a musical. For the same role, she was nominated for a Drama League Award for dis  nguished performance and 
won a Chita Rivera Award for outstanding female dancer in a Broadway show.

Last December DeBose starred in Ryan Murphy’s Ne  lix adapta  on of the hit Broadway musical “The Prom,” 
where she played the role of Alyssa alongside Meryl Streep, Nicole Kidman, Kerry Washington and James Corden. 
This past summer DeBose had a breakout role in “Schmigadoon!,” the Lorne Michaels execu  ve produced Apple 
TV+ musical comedy series alongside Kris  n Chenoweth, Keegan-Michael Key and Cecily Strong. It was also 
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recently announced that she joined the cast of Gabriela Cowperthwaite’s space thriller “ISS” and will star in the 
fi lm alongside Chris Messina and Pilou Asbaek.

In 2015 DeBose appeared alongside Lin-Manuel Miranda in the groundbreaking, Tony®-winning musical 
“Hamilton” as a member of the original cast in both the Broadway and off -Broadway producƟ ons. A fi lm version 
of the producƟ on was released on Disney+ on July 3, 2020. AŌ er her departure from “Hamilton” in 2016, DeBose 
completed a run as Jane in the original Broadway cast of “A Bronx Tale.”

Her addiƟ onal theater credits include: Leading Player in the Tony Award®–winning revival of “Pippin,” Mary 
Wilson of the Supremes in “Motown the Musical,” NauƟ ca in Andy Blankenbuehler’s “Bring It On: The Musical” 
and ensemble in Stephen Sondheim’s “Company.” Other credits include: “The Breaks” (VH1), “Blue Bloods” 
(CBS), OLTL’s “Starr X’d Lovers” series and Season 6 of “So You Think You Can Dance” (FOX), where she was a 
top-20 fi nalist.

DeBose currently sits on the InternaƟ onal Board of Covenant House advocaƟ ng for homeless youth, many of 
whom idenƟ fy as LGBTQ. She is also a board member of A is For, a reproducƟ ve-rights organizaƟ on started by 
Martha Plimpton that works to ensure that all women have access to reproducƟ ve and aborƟ on care free of 
sƟ gma.

DeBose resides in New York.

DAVID ALVAREZ (Bernardo) is an accomplished actor, singer and dancer. Alvarez is best known for his Ɵ tular role 
in the 2008 Broadway producƟ on of “Billy Elliot the Musical,” for which he earned the best actor in a musical 
Tony Award® alongside his co-stars Trent Kowalik and Kiril Kulish at the age of 15.

On the television side, Alvarez is currently featured in the ShowƟ me series “American Rust” alongside Maura 
Tierney and Jeff  Daniels. Based on Philipp Meyer’s novel of the same name, the ShowƟ me adaptaƟ on explores 
the taƩ ered American dream through the eyes of complicated chief of police Del Harris in a Rust Belt town in 
southwest Pennsylvania. When the woman he truly loves sees her son accused of murder, Harris is forced to 
decide what he’s willing to do to protect him.

Alvarez began studying ballet at a young age and in 2005 was given a scholarship to study at the presƟ gious 
American Theater School. AŌ er serving in the U.S. Army, Alvarez returned to the theater in 2014 in a revival of 
“On the Town” at the Lyric Theatre.

RITA MORENO (Valen  na/Execu  ve Producer) has won all four of the most presƟ gious awards in show 
business: an Oscar®, a Tony®, two Emmys® and a GRAMMY®. Her countless credits span more than seven 
decades, beginning with her Broadway debut at age 13. Moreno has starred on Broadway and London’s West 
End, appeared in more than 40 feature fi lms and countless television shows and has performed in numerous 
regional theaters, including her one-woman show “Life Without Makeup” at the Berkeley Rep.

Most recently Moreno starred in the criƟ cally acclaimed LaƟ nx reimagining of Norman Lear’s classic sitcom “One 
Day at a Time” on Neƞ lix. Her documentary “Rita Moreno: Just a Girl Who Decided to Go for It” for American 
Masters Pictures had its world debut at Sundance Film FesƟ val earlier this year. The fi lm was released theatrically 
in over 220 theaters naƟ onwide and will have its internaƟ onal release this winter. The fi lm had its TV debut on 
PBS and is now available to stream on Neƞ lix. She also stars in the upcoming feature fi lm “The Prank,” due to be 
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released in 2022. When she is not shooƟ ng a TV show or fi lm, Moreno does lectures and/or performs as a guest 
arƟ st with symphony orchestras across the country.

A recipient of the Peabody Career Achievement Award and the Kennedy Center Honor for her lifeƟ me 
contribuƟ ons to American culture, she was also honored by her peers as the 50th recipient of the Screen Actors 
Guild Life Achievement Award. She recently served as Grand Marshal of the Rose Parade and the NaƟ onal Puerto 
Rican Day Parade.

Moreno’s fi rst-ever all-Spanish-language album, “Una Vez Más,” was produced by her good friend Emilio Estefan, 
and she is a New York Times bestselling author with her fi rst book, “Rita Moreno: A Memoir,” published by 
Celebra Books.

Moreno has received the PresidenƟ al Medal of Freedom from President George W. Bush and the NaƟ onal Medal 
of Arts from President Barack Obama.

BRIAN d’ARCY JAMES (Offi  cer Krupke) was awarded a 2016 SAG Award®, CriƟ cs Choice Award, Gotham Award 
and the Independent Spirit Robert Altman Award for best ensemble for his portrayal of MaƩ  Carroll in the 
2016 best picture Oscar®-winning fi lm “Spotlight” starring opposite Michael Keaton, Mark Ruff alo and Rachel 
McAdams.

He can be seen starring in “The Cathedral,” which premiered at this year’s Venice Film FesƟ val.

Other recent credits include “The Kitchen,” opposite Melissa McCarthy; “Beneath the Blue Suburban Skies”; 
“Song of Back and Neck,” opposite Rosemarie DeWiƩ ; “All These Small Moments,” opposite Molly Ringwald; and 
Damien Chazelle’s “First Man,” opposite Ryan Gosling. He played the President of the United States in “X-Men: 
Dark Phoenix.”

Other fi lm credits include: Aaron Sorkin’s directorial debut, “Molly’s Game,” opposite Idris Elba and Jessica 
Chastain; “Mark Felt: The Man Who Brought Down the White House” with Liam Neeson; Stephen King’s “1922”; 
Danny Strong’s J.D. Salinger biopic, “Rebel in the Rye,” starring Nicholas Hoult; and Theresa Rebeck’s “Trouble,” 
starring Anjelica Huston.

At the 2017 Toronto Film FesƟ val, The CreaƟ ve CoaliƟ on awarded James its Spotlight Award, presented to him 
by Aaron Sorkin, on behalf of Brian’s work in “Felt” and “Molly’s Game.”

James’ work in television is extensive. He is an execuƟ ve producer on the upcoming series “Smallwood” for CBS, 
starring Pete Holmes. He recently wrapped a role in Marvel’s highly anƟ cipated “Hawkeye.”

He can be seen in the miniseries “The Comey Rule” on ShowƟ me and “Devs” on Hulu, and he recurred as 
Andrew Baker in the hit Neƞ lix series “13 Reasons Why.”

Other credits include a criƟ cally acclaimed guest-starring role as Harvard professor Henry Murray in Discovery 
Channel’s “Manhunt: Unabomber,” as well as roles on “The Big C” and “Smash.”

James is a celebrated stage actor who most recently starred in “The Ferryman” on Broadway, directed by 
Sam Mendes. He has received three Tony Award® nominaƟ ons for his work on Broadway in the hit musicals 
“Something RoƩ en!,” “Shrek the Musical” and “Sweet Smell of Success.”
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James received an Obie Award for his criƟ cally acclaimed performance in Conor McPherson’s “The Good Thief.” 
In 2015 he originated the role of King George III in Lin-Manuel Miranda’s “Hamilton” off -Broadway and was 
honored to reprise it on Broadway in the summer of 2017.

As a concert arƟ st, James has performed worldwide at venues that include the White House, Madison Square 
Garden and Carnegie Hall.

COREY STOLL (Lieutenant Schrank) is a well-known stage, screen and television actor who has earned a Golden 
Globe® nominaƟ on for his performance in “House of Cards.” Other television appearances are “Law & Order,” 
“Homeland,” “The Good Wife,” “The Romanoff s” and many others.

Stoll’s fi lm credits include “First Man,” “The Seagull,” “Cafe Society,” “Midnight in Paris,” “Ant-Man,” “The Bourne 
Legacy” and many others. His stage appearances notably include “InƟ mate Apparel,” “Some Americans Abroad,” 
“A View from the Bridge,” “Plenty,” Brutus in “Julius Caesar,” Iago in “Othello” and the Ɵ tle role in “Macbeth.”

MIKE FAIST (Riff ) was nominated for a 2017 Tony Award® for originaƟ ng the role of Connor Murphy in the hit 
Broadway musical “Dear Evan Hansen.” He appeared on Broadway in the original company of “Newsies.” Off -
Broadway credits include “Days of Rage” (Second Stage), “Dear Evan Hansen” (Second Stage, Arena Stage), “A 
Month in the Country” (Classic Stage Co.) and “Appropriate” (Signature Theatre). TV credits include “Law & 
Order: SVU” and “DecepƟ on.” His fi lm credits include “Wildling,” “I Can, I Will, I Did,” “The Grief of Others,” 
“License Plates,” “AcƟ ve Adults,” “Touched with Fire” and the upcoming “The AtlanƟ c City Story.” Originally from 
Columbus, Ohio, Faist is the founding arƟ sƟ c director of the Ohio ArƟ sts Gathering.

JOSH ANDRÉS RIVERA (Chino) most recently shot a series lead in the HBO Max pilot “Vegas High,” under the 
direcƟ on of Gillian Robespierre.

A seasoned stage actor, Rivera most notably performed in the original company on the fi rst naƟ onal tour of the 
smash-hit musical ”Hamilton.” He will also originate the role of Dallas in the pre-Broadway musical producƟ on of 
“The Outsiders,” which will be staged during the 2021-2022 season at Chicago’s Goodman Theatre.

iris menas (Anybodys) made hir voiceover debut as the fi rst animated non-binary character, Odee the Okapi, in 
the DreamWorks episodic “Madagascar: A LiƩ le Wild.” iris also voices an adorable non-binary bison named Fred 
in the debut Neƞ lix series “Ridley Jones,” created by Chris Nee.

“West Side Story” is iris’ feature fi lm debut.

ABOUT THE FILMMAKERS

STEVEN SPIELBERG (Director/Producer) is one of the world’s most successful and infl uenƟ al fi lmmakers, and 
is currently chairman of Amblin Partners, a corporate descendant of DreamWorks SKG, which he co-founded in 
1994. Among a host of career accolades, he is a three-Ɵ me Academy Award® winner, a Kennedy Center Honoree, 
a recipient of the Irving G. Thalberg Award from the Academy of MoƟ on Picture Arts and Sciences, and received 
the PresidenƟ al Medal of Freedom in 2015 from President Barack Obama.
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Spielberg is the top-grossing director of all Ɵ me, having helmed such blockbusters as “Jaws,” “E.T. the Extra-
Terrestrial,” the “Indiana Jones” franchise and “Jurassic Park.” He took home his fi rst two Oscars® for best director 
and best picture, for the internaƟ onally lauded “Schindler’s List,” which received a total of seven Oscars. The fi lm 
was also named the best picture of 1993 by many of the major criƟ cs’ organizaƟ ons, in addiƟ on to winning seven 
BAFTA Awards and three Golden Globe® Awards, both including best picture and director. Spielberg also won the 
Directors Guild of America (DGA) Award for his work on the fi lm.

Spielberg won his third Academy Award® for best director for the World War II drama “Saving Private Ryan,” which 
was the highest-grossing release (domesƟ cally) of 1998. It was also one of the year’s most honored fi lms, earning 
four addiƟ onal Oscars® as well as two Golden Globe® Awards, for best picture—drama and best director, and 
numerous criƟ cs’ groups’ awards in the same categories. Spielberg also won another DGA Award and shared a 
Producers Guild of America (PGA) Award with the fi lm’s other producers. That same year, the PGA also presented 
Spielberg with the presƟ gious Milestone Award for his historic contribuƟ on to the moƟ on picture industry.

He has also earned Academy Award® nominaƟ ons for best director for “Lincoln,” “Munich,” “E.T. the Extra-
Terrestrial,” “Raiders of the Lost Ark” and “Close Encounters of the Third Kind.” AddiƟ onally, he earned DGA 
Award nominaƟ ons for those fi lms, as well as “Amistad,” “Empire of the Sun,” “The Color Purple” and “Jaws.” 
With 11 to date, Spielberg has been honored by his peers with more DGA Award nominaƟ ons than any other 
director. In 2000 he received the DGA’s LifeƟ me Achievement Award. He is also the recipient of the Irving G. 
Thalberg Award from the Academy of MoƟ on Picture Arts and Sciences, the Hollywood Foreign Press’ Cecil B. 
DeMille Award, the Kennedy Center Honor and numerous other career tributes.

In 2012 Spielberg directed “Lincoln,” based in part on author Doris Kearns Goodwin’s “Team of Rivals.” The fi lm 
garnered 12 Academy Award® nominaƟ ons, winning two Oscars®, for best actor for Daniel Day-Lewis’ portrayal 
of the iconic 16th President and for best producƟ on design.

Spielberg’s 2015 dramaƟ c thriller “Bridge of Spies,” starring Tom Hanks, received six Academy Award® nominaƟ ons 
including best picture, with Mark Rylance winning the Oscar® for best supporƟ ng actor. That same year, he was 
also an execuƟ ve producer on “Jurassic World,” which earned over $1.6 billion worldwide. Directed by Colin 
Trevorrow and starring Chris PraƩ  and Bryce Dallas Howard, it was the fourth fi lm in the “Jurassic” series. A 
follow-up to the blockbuster, directed by J.A. Bayona, was released in 2018, with a sixth fi lm, “Jurassic World: 
Dominion,” slated for release in 2022.

More recently Spielberg directed and produced the 2017 drama “The Post,” starring Meryl Streep and Tom 
Hanks. The fi lm earned two Academy Award® nominaƟ ons, one for best picture, as well as Meryl Streep’s 21st 
nod for best actress. He also directed the 2018 fi lm “Ready Player One,” based on the science fi cƟ on novel by 
Ernest Cline, which became an instant blockbuster, going on to earn over $580 million worldwide.

In addiƟ on to direcƟ ng the reimagining of “West Side Story,” Spielberg recently wrapped producƟ on on an 
unƟ tled semi-autobiographical fi lm, which he co-wrote with longƟ me collaborator Tony Kushner.

Spielberg’s career began with the 1968 short fi lm “Amblin,” which led to him becoming the youngest director 
ever signed to a long-term studio deal. He directed episodes of such TV shows as “Night Gallery,” “Marcus Welby, 
M.D.” and “Columbo,” and gained special aƩ enƟ on for his 1971 telefi lm, “Duel.” Three years later, he made his 
feature-fi lm directorial debut on “The Sugarland Express,” from a screenplay he co-wrote. His next fi lm was 
“Jaws,” which was the fi rst fi lm to break the $100-million mark at the box offi  ce.

In 1984 Spielberg formed his own producƟ on company, Amblin Entertainment. Under the Amblin Entertainment 
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banner, he served as producer or execuƟ ve producer on such hits as “Gremlins,” “The Goonies,” the “Back to the 
Future” trilogy, “Who Framed Roger Rabbit,” “An American Tail,” “Twister,” “The Mask of Zorro” and the “Men 
in Black” fi lms.

Ten years later, Spielberg partnered with Jeff rey Katzenberg and David Geff en to form the original DreamWorks 
Studios. The studio enjoyed both criƟ cal and commercial successes, including three consecuƟ ve best picture 
Academy Award® winners: “American Beauty,” “Gladiator” and “A BeauƟ ful Mind.” In its history, DreamWorks 
also produced or co-produced a wide range of features, including the “Transformers” blockbusters; Clint 
Eastwood’s World War II dramas “Flags of Our Fathers” and “LeƩ ers from Iwo Jima,” the laƩ er earning a best 
picture Oscar® nominaƟ on; “Meet the Parents” and “Meet the Fockers” and “The Ring,” to name only a few. 
Under the DreamWorks banner, Spielberg also directed such fi lms as “War of the Worlds,” “Minority Report,” 
“Catch Me If You Can” and “A.I. ArƟ fi cial Intelligence.”

Spielberg has not limited his success to the big screen. He was an execuƟ ve producer on the long-running, 
Emmy®-winning NBC TV drama “E.R.” On the heels of their experience on “Saving Private Ryan,” he and Tom 
Hanks teamed to execuƟ ve produce the 2001 HBO miniseries “Band of Brothers,” based on Stephen Ambrose’s 
book about a U.S. Army unit in Europe in World War II. Among its many awards, the project won both Emmy 
and Golden Globe® Awards for outstanding miniseries. He and Hanks then reunited to execuƟ ve produce the 
acclaimed 2010 HBO miniseries “The Pacifi c,” this Ɵ me focusing on the Marines in WWII’s Pacifi c theater. “The 
Pacifi c” won eight Emmy Awards, including outstanding miniseries. A third series, “Masters of the Air,” is currently 
in producƟ on for Apple TV+.

Among the shows Spielberg also execuƟ ve produced were the Emmy®-winning Syfy Channel miniseries “Taken,” 
the TNT miniseries “Into the West,” the ShowƟ me series “The United States of Tara,” NBC’s “Smash,” TNT’s 
“Falling Skies,” as well as CBS’s “Under the Dome” and “Extant.” He was also an execuƟ ve producer on the HBO 
Films movie “All the Way,” starring Emmy winner Bryan Cranston, and the Neƞ lix docuseries “Five Came Back.” 
Amblin Television was a producer of FX’s “The Americans,” which earned four Emmy wins, including two wins for 
Margo MarƟ ndale for outstanding guest actress in a drama series. The series also won Peabody Awards in 2015 
and 2019 and was a perennial recipient of the AFI Award for TV Program of the Year.

Spielberg has devoted much of his Ɵ me and resources to many philanthropic causes. He formed The Righteous 
Persons FoundaƟ on by using all his profi ts from the release of “Schindler’s List,” and soon thereaŌ er founded 
the Survivors of the Shoah Visual History FoundaƟ on, which in 2006 became the USC Shoah FoundaƟ on—The 
InsƟ tute for Visual History and EducaƟ on. The InsƟ tute has recorded more than 55,000 video tesƟ monies with 
survivors and other witnesses of the Holocaust and other genocides and is dedicated to making the tesƟ monies 
a compelling voice for educaƟ on and acƟ on.

In 2021 Spielberg and Kate Capshaw formally launched The Hearthland FoundaƟ on, a philanthropic fund to help 
build a more just, equitable and connected America. Inspired by the words of the poet Langston Hughes, “O, 
let America be America again—The land that never has been yet—And yet must be,” Hearthland is founded on 
the belief that creaƟ ng a beƩ er shared future for our country calls for relaƟ onships that cross divides and the 
moral imaginaƟ on for what is possible. To that end, the foundaƟ on has three overlapping areas of focus: building 
a shared democracy; telling an honest and generaƟ ve narraƟ ve about this country; and fostering a culture of 
accompaniment.

TONY KUSHNER’s (Screenwriter) plays include “A Bright Room Called Day”; “Angels in America,” Parts One and 
Two; “Homebody/Kabul”; the musical “Caroline, or Change” and the opera “A Blizzard on Marblehead Neck,” 
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both with composer Jeanine Tesori; and “The Intelligent Homosexual’s Guide to Capitalism and Socialism With 
a Key to the Scriptures.” He has adapted Pierre Corneille’s “The Illusion,” S.Y. Ansky’s “The Dybbuk,” Bertolt 
Brecht’s “The Good Person of Szechwan” and “Mother Courage and Her Children,” and the English-language 
libreƩ o for the opera “Brundibár” by Hans Krása. He wrote the screenplay for Mike Nichols’ fi lm version of 
“Angels in America” and the screenplays for Steven Spielberg’s fi lms “Munich,” “Lincoln” and an unƟ tled fi lm 
co-wriƩ en and directed by Steven Spielberg, to be released in November 2022. His books include “Brundibar,” 
with illustraƟ ons by Maurice Sendak; “The Art of Maurice Sendak, 1980 to the Present”; and “Wrestling with 
Zion: Progressive Jewish-American Responses to the Israeli-PalesƟ nian Confl ict,” co-edited with Alisa Solomon. 
Kushner is the recipient of a Pulitzer Prize, two Tony Awards®, three Obie Awards, two Evening Standard Awards, 
an Olivier Award, an Emmy® Award, two Oscar® nominaƟ ons and the Steinberg DisƟ nguished Playwright Award, 
among other honors. In 2012 he was awarded a NaƟ onal Medal of Arts by President Barack Obama. He lives in 
ManhaƩ an with his husband, Mark Harris.

KRISTIE MACOSKO KRIEGER, p.g.a. (Producer) is an Academy Award®–, Emmy®-, BAFTA- and PGA Award–
nominated producer whose working relaƟ onship with director Steven Spielberg spans over 20 years. In October 
she wrapped producƟ on on Spielberg’s unƟ tled next fi lm, a semi-autobiographical project that stars Michelle 
Williams, Paul Dano, Seth Rogen and Gabriel LaBelle. Over the past year she has execuƟ ve produced Aaron 
Sorkin’s Oscar®-nominated fi lm “The Trial of the Chicago 7,” as well as “Oslo,” which was nominated for two 
Emmy Awards, including outstanding television movie. She is also producing “Maestro,” Bradley Cooper’s 
upcoming Leonard Bernstein biopic for Neƞ lix.

Previously Krieger produced the Spielberg-directed fi lms “Ready Player One,” “The Post” and “Bridge of Spies.” 
AddiƟ onal producing credits include “Lincoln,” “War Horse,” “The BFG” and “Indiana Jones and the Kingdom of 
the Crystal Skull.”

She serves on the ExecuƟ ve CommiƩ ee of AMPAS’ Producers Branch, the PGA NaƟ onal Board of Directors, the 
Peabody Awards Board of Directors West Coast and as a member of the board of directors of Amblin Partners. 
She currently serves as part of the senior leadership team at Amblin Partners, where she is involved with all 
aspects of Spielberg’s producƟ ons and helps guide the strategic direcƟ on of the company. Krieger began her 
career with the USC Shoah FoundaƟ on, where she served as head of worldwide publicity. She joined the staff  of 
DreamWorks Studios in 1997. Krieger, a graduate of UC Davis, resides in Los Angeles with her husband and son. 

KEVIN MCCOLLUM (Producer) received the Tony Award® for best musical for “Rent” (1996), “Avenue Q” (2004) 
and “In the Heights” (2008).

His current producƟ ons include “SIX” (Broadway), “Mrs. Doubƞ ire” (Broadway) and the Olivier-winning “The 
Play That Goes Wrong” (off -Broadway and U.S. tour).

He produced “Something RoƩ en!” (Broadway, naƟ onal tour), “Hand to God” (Broadway, West End), “Motown: 
The Musical” (Broadway, West End, U.K. and U.S. tours) and “The Drowsy Chaperone” (Broadway, West End, 
naƟ onal tour), which won fi ve Tony Awards®.

McCollum’s upcoming projects include the Broadway producƟ ons of “The Devil Wears Prada” and “The 
Notebook.”
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DANIEL LUPI (Execu  ve Producer) most recently execuƟ ve produced MarƟ n Scorsese’s “Killers of the Flower 
Moon.”

He has also execuƟ ve produced Steven Spielberg’s “Ready Player One,” “Bridge of Spies,” Oscar®- and BAFTA-
nominated biographical drama “Lincoln” and “Catch Me If You Can.” He execuƟ ve produced Spike Jonze’s criƟ cally 
acclaimed, Oscar®-winning fi lm “Her” and Jordan Peele’s fi lm “Us.”

Lupi has collaborated with Paul Thomas Anderson on eight of his fi lms, including “Phantom Thread” and “There 
Will Be Blood,” which received a best picture Oscar® nominaƟ on; “Inherent Vice”; “The Master”; “Punch-Drunk 
Love”; “Magnolia”; “Boogie Nights” and “Hard Eight.”

ADAM SOMNER (Execu  ve Producer) served as an execuƟ ve producer on MarƟ n Scorsese’s “Killers of the 
Flower Moon” and as a producer on Paul Thomas Anderson’s “Licorice Pizza.”

He has also collaborated with Steven Spielberg as an execuƟ ve and co-producer on numerous other producƟ ons, 
including ”The Post,” “Ready Player One,” “Lincoln,” “Bridge of Spies,” “The BFG” and “War Horse,” and was an 
associate producer on “The Adventures of TinƟ n.”

He has also collaborated several other Ɵ mes with director Paul Thomas Anderson, serving as an execuƟ ve 
producer on “Phantom Thread,” “Inherent Vice” and “The Master.”

In addiƟ on, Somner was an execuƟ ve producer on Angelina Jolie’s “First They Killed My Father” and co-produced 
MarƟ n Scorsese’s “The Wolf of Wall Street” and Ridley ScoƩ ’s “Exodus: Gods and Kings.”

He also held the post of fi rst assistant director on almost all of the aforemenƟ oned fi lms. His many other credits 
as an assistant director include Spielberg’s “Indiana Jones and the Kingdom of the Crystal Skull,” “Munich” and 
“War of the Worlds”; Anderson’s “There Will Be Blood”; ScoƩ ’s “Kingdom of Heaven,” “Black Hawk Down” and 
“Gladiator”; and Gary Ross’ “Seabiscuit.”

JANUSZ KAMINSKI (Director of Photography) was born in Poland during the communist regime, and leŌ  Poland 
in 1980 to arrive in the United States as a poliƟ cal refugee in 1981. Kaminski graduated from Columbia College 
in 1987 where he studied cinematography, and subsequently entered the American Film InsƟ tute in 1987 as a 
cinematography fellow.

Kaminski has created some of the most lasƟ ng and memorable images in cinema history through his visual 
storytelling. He established a partnership with director Steven Spielberg, working as a director of photography 
on his fi lms since 1993, when they fi rst worked together on “Schindler’s List,” rewarding Kaminski with an Oscar® 
for best cinematography. Kaminski won his second Oscar for Spielberg’s “Saving Private Ryan” (1998). The duo 
has worked together on many hits since then, including the Oscar-nominated “The Post” (2017), starring Meryl 
Streep and Tom Hanks, the blockbuster “Ready Player One” (2018), “The BFG” (2016), the Oscar-nominated 
“Bridge of Spies” (2015), “Lincoln” (2012) and “War Horse” (2011), the last two rewarding Kaminski with Oscar 
nominaƟ ons. AddiƟ onally, Kaminski is the cinematographer behind “Indiana Jones and the Kingdom of the 
Crystal Skull” (2008) with Harrison Ford, “Munich” (2005), “War of the Worlds (2005) with Tom Cruise, “The 
Terminal” (2004) with Tom Hanks, “Catch Me If You Can” (2002) with Leonardo DiCaprio, “Minority Report” 
(2002), “A.I. ArƟ fi cial Intelligence” (2001), “Amistad” (1997), for which Kaminski received an Oscar® nominaƟ on, 
and “The Lost World: Jurassic Park” (1997).
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Kaminski has collaborated with other top directors such as Chris Sanders on “The Call of the Wild” (2020), David 
Dobkin on “The Judge (2014),” Cameron Crowe on “Jerry Maguire” (1996) and Julian Schnabel on “The Diving 
Bell and the Bu  erfl y” (2007), which rewarded Kaminski with another Academy Award® nomina  on.

As a director, Kaminski’s work includes “Making a Scene” (2013) for The New York Times, the horror fi lm “Lost 
Souls” (2000), starring Winona Ryder and Ben Chaplin, episodes of the series “The Divide” (WeTV, 2014) and 
“The Event” (NBC, 2011), as well as the 2021 fi lm “American Dream.”

Kaminski’s most recent work includes the HBO fi lm “Oslo” (2021) and Spielberg’s upcoming un  tled semi-
autobiographical feature starring Michelle Williams, Seth Rogen and Paul Dano.

ADAM STOCKHAUSEN (Produc  on Designer) is an award-winning produc  on designer who has worked with 
directors such as Wes Craven, Charlie Kaufman and Wes Anderson.

Some of his credits include “Ash Tuesday,” “The Darjeeling Limited,” “Margot at the Wedding,” “Synecdoche, 
New York,” “State of Play,” “8,” “Every Day,” “The Switch,” “My Soul to Take,” “Scream 4,” “Moonrise Kingdom” 
and “12 Years a Slave,” for which he received his fi rst nomina  ons for an Academy Award®, a BAFTA Award and 
an ADG Award.

He has also collaborated with Steven Spielberg on “Bridge of Spies” (for which he received nomina  ons for an 
Academy Award®, a BAFTA Award and an ADG Award) and “Ready Player One.”

Stockhausen’s work with Wes Anderson has led to him receiving an Academy Award®, a BAFTA Award and an 
ADG Award for his work on “The Grand Budapest Hotel” as well as a second ADG Award for his work on “Isle of 
Dogs.” Most recently they worked together on “The French Dispatch.”

Today, Stockhausen can be found working on both Wes Anderson’s next feature, “Asteroid City,” and the upcoming 
“Indiana Jones” project with director James Mangold.

MICHAEL KAHN (Editor), one of the most honored editors in mo  on picture history, has enjoyed a long associa  on 
with Steven Spielberg, spanning more than four decades. He is a three-  me Academy Award® winner for his 
work on Spielberg’s “Saving Private Ryan”; “Schindler’s List,” also winning a BAFTA Award; and “Raiders of the 
Lost Ark.” He has also been Oscar®-nominated for the Spielberg-directed fi lms “Lincoln,” “Munich,” “Empire of 
the Sun” and “Close Encounters of the Third Kind,” which marked their fi rst collabora  on.

Kahn more recently teamed with Spielberg on two true-life fi lms: “Bridge of Spies,” for which he received 
his latest of seven BAFTA Award nomina  ons, and “The Post.” He also edited Spielberg’s recent fi lm “Ready 
Player One.” His work with the director also encompasses “The BFG,” “War Horse,” “The Adventures of Tin  n,” 
“Indiana Jones and the Kingdom of the Crystal Skull,” “War of the Worlds,” “The Terminal,” “Catch Me If You 
Can,” “Minority Report,” “A.I. Ar  fi cial Intelligence,” “Amistad,” “The Lost World: Jurassic Park,” “Jurassic Park,” 
“Hook,” “Always,” “The Color Purple,” “1941” and “Indiana Jones and the Last Crusade” and “Indiana Jones and 
the Temple of Doom.”

In addi  on, Kahn earned an Oscar® nomina  on and won a BAFTA Award for his edi  ng work on Adrian Lyne’s 
classic thriller “Fatal A  rac  on.” His fi lm edi  ng credits over the course of his long career also include Ulu 
Grosbard’s “Falling in Love,” Tobe Hooper’s “Poltergeist,” Robert Zemeckis’ “Used Cars,” Richard Donner’s “The 
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Goonies” and Irvin Kershner’s “The Return of a Man Called Horse.”

SARAH BROSHAR (Editor) has collaborated on a Steven Spielberg–directed fi lm eight  mes. Along with Michael 
Kahn, Broshar co-edited “The Post” and “Ready Player One” and is currently co-edi  ng Spielberg’s upcoming 
un  tled fi lm. She served as addi  onal editor on “Bridge of Spies” and “The BFG,” a  er working as fi rst assistant 
editor on “War Horse” and “Lincoln.” She began her journey with Spielberg and Kahn in 2009 by opera  ng the Avid 
with Kahn on “The Adventures of Tin  n,” and con  nued to hone her cra   while also edi  ng independent feature 
fi lms. In 2019 Broshar edited Paramount’s hit “Pet Sematary.” She has also edited a number of independent 
features and was nominated for an ACE Eddie Award for “The Post.” Broshar is a graduate of the American Film 
Ins  tute and Northwestern University.

CINDY TOLAN’s (Cas  ng) select fi lm credits include Steven Spielberg’s upcoming un  tled fi lm, along with “The 
Batman,” Disney’s “Disenchanted,” “Straight Ou  a Compton,” “If Beale Street Could Talk,” “The Namesake,” 
“The Place Beyond the Pines,” “Blue Valen  ne” and “Maggie’s Plan.”

On the small screen, select projects include “The Marvelous Mrs. Maisel” (Emmy® Award), “Girls5eva,” 
“Unbreakable Kimmy Schmidt,” “Wormwood” and “The Immortal Life of Henrie  a Lacks.”

Tolan’s stage credits include the current Broadway revival of Stephen Sondheim’s “Company,” “The Curious 
Incident of the Dog in the Night-Time,” “Avenue Q,” Rodgers and Hammerstein’s “Cinderella,” “Betrayal,” “A View 
from the Bridge” and “All My Sons.”

She produced the HBO documentary “Arthur Miller: Writer” and the 2019 West End revival of “Death of a 
Salesman.”

PAUL TAZEWELL (Costume Designer) has been designing costumes for Broadway, regional theater, fi lm and 
television, dance and opera produc  ons for close to 30 years.

He began his Broadway career with the groundbreaking musical “Bring in ’Da Noise, Bring in ’Da Funk,” directed 
by George C. Wolfe.

Most recently Tazewell is known for his work with Lin-Manuel Miranda’s Tony Award®–winning, original Broadway 
produc  ons of “Hamilton” and “In the Heights.” Addi  onally, you can see his work at the Metropolitan Opera’s 
“Fire Shut Up in My Bones,” the Met’s fi rst performance of an opera by a Black composer, and the upcoming 
Broadway produc  on of “MJ: The Musical.”

Other Broadway credits include: “Ain’t Too Proud,” “The Color Purple,” “Doctor Zhivago,” “Memphis,” “Caroline, 
or Change,” “Elaine Stritch at Liberty,” “Russell Simmons’ Def Poetry Jam,” “Lombardi” and “Magic/Bird.” Revival 
work includes “Side Show,” “A Streetcar Named Desire,” “Jesus Christ Superstar,” “Guys and Dolls,” “A Raisin in 
the Sun” and “On the Town.”

In the United States and across the globe, Tazewell has designed for such renowned companies as the 
Metropolitan Opera, the Bolshoi Ballet, the English Na  onal Opera, Théatre du Châtelet, The Public Theater, The 
Na  onal Theatre, Kennedy Center, the Guthrie Theater, Arena Stage, Houston Grand Opera, San Francisco Opera 
and many more.
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Tazewell’s feature fi lm credits include: “Harriet” for Focus Features and “Hamilton” for Disney+. TV credits 
include the HBO Original Film “The Immortal Life of HenrieƩ a Lacks,” starring Oprah Winfrey, and both “The Wiz! 
Live” and “Jesus Christ Superstar Live in Concert” for NBC. In 2016 he received an Emmy® Award for NBC’s “The 
Wiz! Live,” as well as a Tony Award® for “Hamilton.” Other notable honors include two Lucille Lortel Awards, four 
Helen Hayes Awards, a Princess Grace FoundaƟ on Fellowship and The Princess Grace Statue Award.

Tazewell holds an MFA from New York University and a BFA from North Carolina School of the Arts. He has been 
privileged to instruct students as a guest arƟ st at both New York University and North Carolina School of the Arts. 
From 2003 to 2006, he held a faculty posiƟ on at Carnegie Mellon University.

JUSTIN PECK (Choreographer) is a Tony Award®–winning choreographer, director, fi lmmaker and dancer based 
in New York City.

He is currently the acƟ ng resident choreographer of New York City Ballet.

Peck began choreographing in 2009 at the New York Choreographic InsƟ tute.  In 2014, aŌ er the creaƟ on of his 
acclaimed ballet “Everywhere We Go,” he was appointed resident choreographer of New York City Ballet.  He is 
the second person in the insƟ tuƟ on’s history to hold this Ɵ tle.

AŌ er aƩ ending the School of American Ballet at Lincoln Center from 2003 to 2006, Peck was invited to join the 
New York City Ballet as a dancer in 2006.  At New York City Ballet, Peck has danced a vast repertoire of works by 
George Balanchine, Jerome Robbins, Alexei Ratmansky, Lynn Taylor-CorbeƩ , Benjamin Millepied, Christopher 
Wheeldon and many others.  In 2013 Peck was promoted to the rank of soloist, performing full-Ɵ me through 
2019 with the company.

Peck has created over 40 ballets worldwide, with 20 of those created for New York City Ballet.  His stage works 
have been performed by Paris Opera Ballet, San Francisco Ballet, Dresden Semperoper Ballet, Hong Kong Ballet, 
Boston Ballet, NaƟ onal Ballet of Canada, Miami City Ballet, Pacifi c Northwest Ballet, L.A. Dance Project, Dutch 
NaƟ onal Ballet, Joff rey Ballet, Houston Ballet, Pennsylvania Ballet, Ballet AusƟ n, Ballet Bordeaux, Finnish NaƟ onal 
Ballet, Ballet MET, CincinnaƟ  Ballet and Ballet Arizona.

Peck has worked on a wide array of projects with collaborators including composers Suł an Stevens, Bryce 
Dessner (of The NaƟ onal), Nico Muhly, Dan Deacon, Caroline Shaw, Chris Thile, Stephen Sondheim, M83 and 
Dolly Parton; visual arƟ sts Shepard Fairey, Marcel Dzama, John Baldessari, Karl Jensen, George Condo, Steve 
Powers and Jules de Balincourt; fashion designers Mary Katrantzou, Humberto Leon (Kenzo, Opening Ceremony), 
Tsumori Chisato and Dries Van Noten; and fi lmmakers Steven Spielberg, Sofi a Coppola, Damien Chazelle, Frances 
Lawrence and Jody Lee Lipes.

In 2014 Peck was the subject of the documentary “Ballet 422,” which presents his craŌ  and creaƟ ve process as a 
choreographer in great detail as he creates New York City Ballet’s 422nd commissioned dance.

Peck has worked extensively as a fi lmmaker. In parƟ cular, his focus has been on exploring new, innovaƟ ve ways of 
presenƟ ng dance on fi lm. Peck choreographed the feature fi lm “Red Sparrow” (2018), and his work as a director 
and choreographer for music videos includes: “Dark Side of the Gym” (2017) for The NaƟ onal; “Thank You, New 
York” (2020) for Chris Thile; and “The Times Are Racing” (2017) for Dan Deacon. In 2018 Peck directed The New 
York Times’ “Great Performers” series (starring Julia Roberts, Ethan Hawke, LaKeith Stanfi eld, Glenn Close, Toni 
ColleƩ e, Yoo Ah-in, Emma Stone, Olivia Colman, Regina Hall, Yalitza Aparicio, Elsie Fisher and Rachel Weisz).
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Peck choreographed the 2018 Broadway revival of “Carousel.” The producƟ on was directed by Jack O’Brien and 
stars Jessie Mueller, Joshua Henry and Renée Fleming.

Peck has been awarded a NaƟ onal Arts Award (2018), the Golden Plate honor from the Academy of Achievement 
(2019), the Bessie Award for his ballet “Rodeo: Four Dance Episodes” (2015), the Gross Family Prize for his ballet 
“Everywhere We Go” (2014) and a Tony Award® for his choreography for Broadway’s “Carousel” (2018).

Venezuelan musician, composer and conductor GUSTAVO DUDAMEL (Conductor) is driven by the belief that 
music has the power to transform lives, to inspire and to change the world. Currently serving as music director 
of the Los Angeles Philharmonic, Opéra NaƟ onal de Paris and Simón Bolívar Symphony Orchestra, Dudamel is 
widely recognized as one of the most decorated conductors of his generaƟ on, and through his dynamic presence 
on the podium and his Ɵ reless advocacy for arts educaƟ on he has introduced classical music to new audiences 
around the globe and has helped to provide access to the arts for countless people in underserved communiƟ es.

One of the few classical musicians to become a bona fi de pop culture phenomenon, Dudamel’s fi lm credits include 
“Star Wars: The Force Awakens,” “Mozart in the Jungle,” “Sesame Street,” “The Simpsons” and more. He has 
performed at the Super Bowl halŌ ime show, the Academy Awards® and the Nobel Prize Concert and has worked 
with pop stars like Coldplay, Billie Eilish, ChrisƟ na Aguilera, Beyoncé, Bruno Mars and more. Among his many 
honors, he has received Spain’s Gold Medal for Merit in Fine Arts, the Americas Society Cultural Achievement 
Award, a Chevalier of l’Ordre des Arts et des LeƩ res, a star on the Hollywood Walk of Fame and was named one 
of Time Magazine’s 100 most infl uenƟ al people.

His extensive, mulƟ ple-GRAMMY® Award–winning discography includes 65 releases, among them recent 
Deutsche Grammophon L.A. Philharmonic recordings of Mahler’s Symphony No. 8, the complete Charles Ives 
symphonies and Andrew Norman’s Sustain (the Ives and Norman both won GRAMMY® Awards for best orchestral 
performance). Inspired by his transformaƟ ve experience as a youth in Venezuela’s immersive musical training 
program El Sistema, he created The Dudamel FoundaƟ on in 2012 with the goal to expand access to music and 
the arts by providing tools and opportuniƟ es for young people to shape their creaƟ ve futures.

DAVID NEWMAN (Music Arranger) is one of today’s most accomplished creators of music for film. In his 30-
year career he has scored more than 110 films, ranging from “War of the Roses,” “MaƟ lda,” “Bowfinger” and 
“Heathers” to the more recent “Girls Trip,” “Night School” and “Serenity.” His music has brought to life the criƟ cally 
acclaimed dramas “Brokedown Palace” and “Hoff a,” comedies such as “Galaxy Quest” and “Throw Momma from 
the Train,” and award-winning animated films “Ice Age,” “The Brave LiƩ le Toaster” and “Anastasia,” for which 
he received an Academy Award® nominaƟ on. The maestro frequently conducts celebrated fi lm music events 
with presƟ gious orchestras at the Hollywood Bowl and around the globe, where he shares his vast knowledge of 
fi lm music history and insighƞ ul, fun personal anecdotes about himself and his musical family. Most recently he 
conducted a live-to-picture concert of “The Wizard of Oz” for the Academy Museum’s opening and “The Princess 
Bride” live at the Hollywood Bowl.

AŌ er the success of the Neƞ lix series “Green Eggs and Ham,” he will also score the second season, to be released 
in late 2021.

JEANINE TESORI (Supervising Vocal Producer) is a composer of musical theater, opera, moƟ on pictures and 
television. She won the Tony Award® for best score (with book writer and lyricist Lisa Kron) for the musical “Fun 
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Home.” Her other musicals include “Caroline, or Change” (with Tony Kushner), “Shrek the Musical” (with David 
Lindsay-Abaire), “Thoroughly Modern Millie” (with Dick Scanlan), “Violet” (with Brian Crawley) and “SoŌ  Power” 
(with David Henry-Hwang), which was her second work aŌ er “Fun Home” to be a fi nalist for the Pulitzer Prize in 
Drama. Along with Missy Mazzoli, she is one of the fi rst women to be commissioned by the Metropolitan Opera. 
Her operas include “A Blizzard on Marblehead Neck” (Tony Kushner, libreƩ o), “The Lion, the Unicorn and Me” 
(J.D. McClatchy, libreƩ o), “Blue” (Tazewell Thompson, libreƩ o), which received the MCANA Award for best new 
opera, and the upcoming “Grounded” (George Brant, libreƩ o) at the Met. Her moƟ on picture credits include 
“Shrek the Musical,” “Nights in Rodanthe,” “Every Day,” and the upcoming “Fun Home.” In addiƟ on to her work 
as a composer, she is the founding arƟ sƟ c director of New York City Center’s Encores! Off -Center Series; the 
founding creaƟ ve director of A BroaderWay, an arts empowerment program for young women; and a lecturer at 
Yale University.

Three-Ɵ me GRAMMY®-nominated MATT SULLIVAN (Execu  ve Music Producer) has proven himself as a top 
music supervisor/music producer in the fi lm industry. FiŌ een of the 33 fi lms to his credit are dedicated box-
offi  ce-hit musicals, so Sullivan’s name is synonymous with mega-musicals. He has shepherded the music and 
soundtracks for award-winning musicals from “Chicago” to “Dreamgirls,” to the recent “Aladdin” and “Beauty 
and the Beast.” Sullivan is a standout in handling duƟ es on both large-budget fi lm musicals and music-driven 
fi lms, including the Oscar®-nominated “Saving Mr. Banks.”

The start of Sullivan’s career coincided with the resurgence of movie musicals, with the defi ning fi lm classic 
“Chicago.” Sullivan’s disƟ nguished résumé conƟ nues to grow with box-offi  ce successes including “Hairspray,” 
“Dreamgirls,” “Rent,” “Rock of Ages,” “Aladdin,” “Beauty and the Beast,” “Nine,” “Idlewild,” “Annie,” “Danny 
Collins” and “Begin Again.” His current projects include Disney’s “Disenchanted” (Adam Shankman) and 
“Pinocchio” (Bob Zemeckis).

Sullivan’s unique approach to working on a fi lm starts at the script and audiƟ on stage and concludes with the 
fi lm’s fi nal sound mix. Directors and actors alike trust him in the recording studio and on set to achieve the best 
performance and the telling of the story’s narraƟ ve through music and lyrics. His unique approach is embraced 
by a wide array of fi lmmakers, including stage and fi lm directors such as Rob Marshall, Bill Condon and Adam 
Shankman. In addiƟ on, he works alongside tradiƟ onal fi lmmakers outside of the musical space including Steven 
Spielberg and Robert Zemeckis.

Sullivan’s accomplishments were recognized with the Academy Award®–winning fi lm “Chicago,” whose 
soundtrack garnered both Oscar® and GRAMMY® nominaƟ ons and wins. Other notable contribuƟ ons include 
music producer/supervisor of three Oscar-nominated songs for “Dreamgirls.” The fi lm “Nine” was recognized 
with a best song Oscar nominaƟ on for “Take It All,” a track Sullivan produced.

“Dreamgirls” also earned him his fi rst GRAMMY® nominaƟ on as soundtrack producer, as well as a win from 
the Broadcast CriƟ cs Awards (best soundtrack). Subsequent GRAMMY nominaƟ ons include the “Hairspray” and 
“Rock of Ages” soundtracks.

Sullivan’s unique contribuƟ ons to modern blockbuster movie musicals has added to a unique and thriving genre 
in the cinemaƟ c world.

PATRICIA DELGADO (Associate Choreographer), fi rst generaƟ on Cuban American born in Miami, Fla., was a 
principal dancer with the Miami City Ballet and is currently a freelance arƟ st living in New York City. She began her 
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dance training under Cuban tutelage at 5 years old. She spent summers training in New York City at the School of 
American Ballet and American Ballet Theatre. In 2000 she was the Princess Grace Nominee, and Edward Villella 
invited her to join the company as an appren  ce.

Delgado has performed works by George Balanchine, Jerome Robbins, Twyla Tharp, Paul Taylor, Anthony Tudor, 
Richard Alston, Christopher Wheeldon, Edward Villella and Trey McIntyre as well as classical works such as 
“Coppelia,” “Giselle” and “Don Quixote.” One of her most memorable performances was the role of Juliet in 
John Cranko’s “Romeo and Juliet.” Delgado has also been incredibly fortunate to have created feature works 
with choreographers Alexei Ratmansky, Jus  n Peck, Pam Tanowitz, Jamar Roberts, Lauren Love  e and John 
Heginbotham, among others. She has performed at The Bolshoi in Moscow, the Théatre du Châtelet in Paris, the 
Chicago Dancing Fes  val, the Vail Interna  onal Dance Fes  val in Colorado and in New York City at the Fall for 
Dance Fes  val at City Center, the Joyce Theater and the Koch Theatre at Lincoln Center, among others.

Delgado has wri  en several essays for dance publica  ons. One, en  tled “Why I Dance,” appeared in the January 
2015 issue of Dance Magazine and one for Dance Spirit Magazine was published in April 2013. She performed as 
Maggie Anderson in the musical “Brigadoon,” directed and choreographed by Christopher Wheeldon at Encores! 
City Center; starred in the music video “Dark Side of the Gym” for The Na  onal; and also appeared as a guest 
performer on the “Tonight Show.” She is a repe  teur for Jus  n Peck. She staged “In Creases” for the Boston 
Ballet, Ballet Arizona and for members of the American Ballet Theatre, and “Heatscape” in Dresden, Germany, 
at the Semperoper Ballet. She was an associate producer on the 2020 Broadway revival of “West Side Story.”

She is devoted to crea  ng a nurturing and posi  ve environment of authen  city, inclusivity, vulnerability and 
belonging in all that she embarks upon, especially as she ventures into producing work for ar  sts she admires, 
most recently Adriana Pierce’s #QueerTheBallet. She and her husband, Jus  n Peck, welcomed their daughter, 
Lucia Isabella, into this world in March 2021.

CRAIG SALSTEIN (Associate Choreographer) was born in Miami, Fla., and began his training at the Ballet Academy 
of Miami at the age of 8, con  nuing his training with the Miami City Ballet. In 1995 he was the grand champion 
of Ed McMahon’s “Star Search.”

Salstein joined American Ballet Theatre’s Studio Company in 2000 and joined the main company in April 2002, 
and in 2007 was promoted to soloist. He is also one of a set of triplets. Salstein’s repertory with the company 
includes Mercu  o in “Romeo and Juliet,” the Bronze Idol and the Head Fakir in “La Bayadère,” Birbanto in “Le 
Corsaire,” Gamache in “Don Quixote,” Puck in “The Dream,” the fi rst sailor in “Fancy Free,” the peasant pas de 
deux and Hilarion in “Giselle,” the Champion Roper in “Rodeo,” the Neapolitan Dance in “Swan Lake,” Eros in 
“Sylvia,” the Devil in “Three Virgins and a Devil” and leading roles in “Drink to Me Only With Thine Eyes,” “Gong,” 
“In the Upper Room,” “Sinfonie  a” and “Symphonic Varia  ons.” He was an ensemble member and dance captain 
of the revival of Rodgers and Hammerstein’s “Carousel” on Broadway, which was choreographed by Jus  n Peck.

Oscar® and Academy Award® are the registered trademarks and service marks of the Academy of Mo  on Picture Arts and Sciences.
Screen Actors Guild Award® and SAG Award® are the registered trademarks and service marks of Screen Actors Guild™.

Emmy® is the trademark property of the Academy of Television Arts & Sciences and the Na  onal Academy of Television Arts & Sciences.
Golden Globe® is the registered trademark and service mark of the Hollywood Foreign Press Associa  on.

Tony Award® is a registered trademark and service mark of The American Theatre Wing.
GRAMMY® and the gramophone logo are registered trademarks of The Recording Academy® and are used under license. ©2011 The Recording Academy®.


