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Outpacing the original HIGH SCHOOL MUSICAL with an audience of
13.4 million viewers, Disney Channel's original film TEEN BEACH
MOVIE was the most viewed made for television movie thanks to the
colorful & innovative acrobatic choreography and direction of Jeffrey
Hornaday (FLASHDANCE, CAPTAIN EO, DICK TRACY, A
CHORUS LINE). The film is a classic mash-up of surfer movies paying
homage to the kinds of films popularized by Annette Funicello & Frankie
Avalon.
Dubbed "Bob Fosse's punk-rock younger brother and heir apparent to the
next wave of American musicals," by TIME Magazine, Hornaday is best
known for his collaborations with legendary filmmakers Francis Ford
Coppola, George Lucas, Robert Zemeckis, Mel Brooks, and Warren Beatty
and for his career that has spanned film, television, music videos and live
productions.
This week, Hornaday spoke exclusively with BWW about the latest Disney
phenomena, his experiences with superstars Michael Jackson, Madonna,
and Paul McCartney and the challenges he faced choreographing a big
screen adaptation of one of Broadway's most beloved musicals, A Chorus
Line.

Jeffrey, How did you first become involved with Disney's 'Teen Beach
Movie'?
I directed a movie for Disney in 2011 called GEEK CHARMING and we were all happy
with the creative process and the way the film was received. The ratings were very high for
the network, and I was nominated for a DGA Award for Best Director. With the success of
GEEK CHARMING, and given Disney's and my experience with musicals, TEEN
BEACH MOVIE was a natural fit.

What were some of your inspirations when directing and choreographing the
project?
The main inspiration for me when planning the musical numbers was our choreographer
Christopher Scott. I hadn't worked with him before, but as soon as we got in a room together
ideas started to fly. He's young and brilliant, and we developed a great way of working.
Regarding a point of inspiration for one of the big musical numbers, the film version of
WEST SIDE STORY was key. There's a number in TEEN BEACH MOVIE called
Cruisin' for a Bruisin' that's performed by a motorcycle gang. We designed the number as an
homage to the number Cool in WEST SIDE STORY. Because the Jets (one of the street
gangs) have to keep a tight lid on strong emotion in that number, it radiates an intensity that
informs the choreography, the cinematography and the dancers' performance. Although the
tone of Cool is much different than Cruisin' for a Bruisin', I think Christopher's
choreography captures that same kind of explosive energy. I took the same visual cues when
planning the camera shots, which were tightly designed with an editorial approach in mind
that mirrored the look of Cool.
After the enormous success of the movie, does Disney have plans to make a
sequel? If so, will you continue on with the franchise?
At this point I don't know if they've decided to make a sequel. Regarding my staying on if
there is a sequel, I told a friend that I would love to direct this movie forever. How often do
you get to do a full-blown break into song & dance, part modern, part period-piece movie
musical?
Did you find that the cast came to the project with varying degrees of dance
experience? If so, how did you overcome that?
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In order for performances in a movie musical to really work, the direction and choreography
has to be specifically tailored to enhance the strengths of each actor. It has to feel organic
even in a very stylized film like TEEN BEACH MOVIE. For example, rather than
impose pre-conceived choreography on the lead actors, I worked with them individually to
help define the physicality of their characters, and then Christopher work-shopped with them
to translate those physical attributes into movement and dance. This approach made the
choreography feel organic which, in turn, made the actors feel confident and willing to try
anything. If we had used different actors the musical numbers would have been very different.
It's an effective and fun way to work.

You choreographed the Michael Jackson film Captain EO featured at
Disney theme parks. What was it like to work with Michael and what
unique qualities did he bring to the project?
The creative approach I devised for Michael is a good example of the technique I mentioned
earlier. Rather than choreograph and then teach the results to Michael, he and I went into a
dance studio, put on music and improvised. I had my assistant videotape these sessions, and
then I would study the footage and synthesize from it a choreographic vernacular for creating
the final choreography that appears in the film. Every step and movement felt natural to
Michael because the style and feel was generated in those original improvisational sessions.
Ultimately, I think the real job of a film choreographer is to get under the skin of the
character, and then hand-make movement that fits the performer. Film choreography has to
be as specific as the wardrobe the actor wears.
You've choreographed world tours for such superstars as Madonna, Mariah
Carey and Paul McCartney. How involved do these artists become in the
creative process of the shows?
With the concerts that I've directed and choreographed, each artist was very involved in
shaping their show. Madonna was hands-on every step of the way. The approached that
worked with her was to talk and talk prior to going into rehearsal so that there was absolute
clarity about her creative intention. Consequently, when the inevitable creative difference
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arose, it wasn't because of a misunderstanding, and the resulting creative tension would lead
to something neither of us had planned. Kind of like mud wrestling. You get down and dirty
and eventually end up in the middle of something unimaginably interesting.
Paul McCartney gets deeply involved in creating his shows as well but in a totally different
way. He's an intuitive and abstract thinker, and paints surreal metaphors that you're charged
with translating into stagecraft. He doesn't reach for results before the fact, rather, he let's the
creative process take on a life of its own and its my job to follow where it leads.
One day I was in rehearsal and he came in very excited and said, "Imagine a seventeenth
century French Lady in a periwinkle crinoline gown having a conversion with the bowler hat
man from that Salvador Dali painting. See what you can do with it." Then he left. I kid you
not. But what a thrilling way to work. The results that ultimately 'arrived' were a revelation to
both of us. I mean, he's the Beatle that wrote Eleanor Rigby -- you don't come up with that
kind of stuff by writing a treatment outline.

Turning to the film adaptation of Broadway's A Chorus Line, how did you
become involved with the project?
I took a very deep breath and jumped.
Was it a daunting task to create your own choreography for such an iconic
musical?
I remember the first day I went into the rehearsal hall in NYC. I was by myself in this
massive studio on the second floor of a building overlooking Broadway. I turned on the
sound system and started playing one of the most iconic songs from the show, One. In the
mirror, I saw through a window behind me the reflection of a flashing sign. It was the
marquee for A CHORUS LINE which was playing at the threatre across the street -- at
that time it was the longest running show in Broadway history. I knew right then that it
would have dishonored the Broadway show to merely clone it for the screen. So I went my
own way.
Was [Broadway's 'Chorus Line' choreographer] Michael Bennett involved
in the project? Did he ever give you his opinion on the final product?
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Michael stepped away from doing a movie version of the show years before it went into
production so, no, he wasn't involved. But there was this 'moment.' The hundred plus
dancers and I were in the big rehearsal studio and we had just broken for lunch. I was the
last to leave and when I walked out of the studio Michael was standing there. He introduced
himself, was incredibly gracious, and then gave me his advice. "There's only one thing you
need to remember," he said. "It's just about trying to get a job." He smiled, gave me a hug
and left. I never saw him again.
You've worked in TV, film and music throughout your illustrious career.
Would you ever consider bringing your talents to the Broadway stage?
There are two reasons that I got into show business. I saw Bob Fosse's film CABARET
when I was fifteen and I went back and saw it eighteen times. That was the first reason.
Seeing FOLLIES with the original Broadway cast was the second reason. I'm still haunted
by that show, that performance, the set design, Michael's choreography, Hal Prince's
direction. I'll never get over it. Right after I saw CABARET, I visited my aunt in Los
Angeles. One night I hitchhiked to Paramount Pictures, crawled over the wall and walked
around the lot for hours. Much later, the first movie I choreographed, FLASHDANCE,
was shot on the Paramount lot. I never had the balls to break into a Broadway theatre when
I was a kid. My sincere hope is that, one day, I will.
Who are some of the past and present choreographers that you admire and
who have influenced your work?
Bob Fosse is it for me. I have my Bob Fosse story but if I drop one more name tonight I'll
shoot myself. Michael Bennett, of course has a huge impact. Jerome Robbins. I'm crazy for
Ji?í Kylián. And I think Ryan Heffington is a genius. But the choreographer I'm most
fascinated by is Christopher Scott.

Photo credit: Jeff Linet
Photos courtesy of Disney
A Chorus Line photo courtesy of Metro-Goldwyn-Mayer Studios Inc.

	
  

5	
  

