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Up three flights of stone stairs and
into a room floored with tile. *Skylights
- splash-a faint glow on a Tow of chairs filled
_ with schiolars; dancers, choreographers, -
educators and members of society. . Evenly
spaced, they face a long table on which

water. In the comer, a digital translation
station with wiréless headphones for the
taking. Arabic and English réverberate - -
off the angled ceiling, echoing'in arotmd -
and through one another. The:“performer”

. takes his/her séat behind the table and -
gently adjusts the mic to suit the propor
tions of his/her body. . We all sit to-listen. It
is about being m2m= a <o_om mﬁm a Edm 8. .
be H‘_mma. ‘ s :

The subject: Umﬁom...msa .m oEmQ .

The place: ww_mmnnm.. :

The oceasion: m.m:mm mm%..ooumﬁmnom

porary Dance Mmmﬁzme.&ﬁsama to'strvey
the undeniable relationship ggmm: .mmnon
and social change.

stripped from-a human including the right
to even be defined as such; (they) still, de-

But in what ways can physical presence be
cultivated, encouraged, and shared? And
how do we ensure that it (dance’s dissemi- -
nation) too does not become a colonizer .
of bodies? The conference on Dance and -
"~ Society held April 28th —May 1st 2011 by
the nongovernmental community baséd” :
organization Sareyyet Ramallah set out to

T

sits a microphone and m.zmcvmmma,_uo:_m of

=i The companies from Spain, France, Tuti-
++ = sla, United Kingdom, Gerriiany, Norway,

" anid Japan that were a part of this year’s
* festival were not merely asked to dimp a -
.- ‘performancé on'an audience one night and
. then whisk away to another city neverto -
~have really visited the place nor the people.
i~ Rather, the oH,mEdeHm of the Ramallah
- LContémporary Danice Festival requested”
- ~that participating companies reside at the
~-same local hotel, stay a few days, and
_-* share in ¢ommiunial Théals. Here, conversa- -
- “tions and everyday exchanges are strongly”
- encouraged. The RCDF facilitates such -~
“‘relationships, not in an effort to adheré to
““some “diversity” quota buit out of absolute
: ...zmooma@ As 4 people currently under
- occupation, Palestinians depend on the -
- circulation of visitors,in-and back out, .8..
- maintain Emm..?mmm.n.om. and contribution to -
" a larger society and the human community.
- However, it must be 'stated that the festival
. is‘nét designed to bring “culture” to the Hmo-...

hosted during the 2011 Ramallah Contem= -

As Eﬂo@ has E.oﬁ?.éwmm .m: .mumm wm_.

spite it all, have (their) physicality, perhaps"
the most profound enunciation of existence.:

-+ create a dialogic improvisation that would -
* lead to somne possible answers. Refresh--
" ingly, a similar structure and ”mEOm._@mH... s

-+ vades the entire three week fes

.+ dialogue of perspettives, free exch :
“ideas, mxﬁoﬂmcob into the ¢m.ﬂ.60mm_g:- g

ties of Bo@&.mmﬁon and, most iniportantly, -
pelebration of the immense power of move-

. .. - ment-- allowing people to be heard despite’
. ..ﬂ‘_m Mmo_m.om ashared verbal langnage:
R ....Zoﬁ in :m.mﬁ.u\nmﬂ._ﬂrm.wmim:mw..”. :

- .Ooﬁwﬁ@o&@dwﬁom Festival, initiated by

Sareyyet Ramallah, invites international

.dance companies to perform and experi-
ence life inside the walls of the West Bank. -

b

w :
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. val vmm.wumgnq after the Second Fﬁmmam_ .
.~ and the construction of a 25 foot wall that
- now mn<m5wm.acow..om the West Bank.

i omumgmmm..mzmﬁmm. ; ga..

‘may place against HumBoEmH ..,co.&om i
particular places. Dance has a Jong EmSQ...

“lated people of Palestine under occupation.
""" 'What the organizers hope will happen as

- .aresult of hosting the international artists,
n. " this article being a case in point, is that

of ' - the festival will reach beyond Ramallah to

the countries whose artists were given the

.ocvoncé._% and time to actually see. Pure
~and simple, the festival was established to
. share in the honoring of a body
s Agthe 2011 WOU“.@BW&B notes, “The -
" .7 festival came and remains an emphasis that .
. -the aesthetic action’is an mmﬁooﬂ.owé:ema..

f

5 presence.

FEI

life and .vmﬁmgﬂ.aosow. g

It is tio small coincidence mﬁ the mmms-

. And .E.EG..BoEmrQ....
and the spirit of the festival’s organizers

tion and reconsider the obstacles society
of being the bearer of a people’s self-worth:

everything else is stripped away.  What -
then, we may ask, is inthe nature of dance
that makes it such a valuable tool in main-
taining the eminence of human presence,
of respectability? How can we utilize it as

i atoolin'sucha way? How do we cultivate

*_that uniderstanding in a society without im-

“.posing 4 Eurocentric aesthetic or form? All
“of these ‘questions and more set the stage

;- for the conference::

Taoufiq [zzediou taps the mic; he

Cconstitutes !

..SQ..EQEER..x_.w&owonn% Arab; French,

.~ Berber. Male, Dancer, HE:@T&EE M4ms.

* - that encouraged us 10 sit together to ques- his wo@ Emr”nos..m:m in .mE.ﬁm.m .ooEmB- :
. : " perary manner in front of his current audi--

SR mﬂnﬁ&mﬁ?w.gos_ommn and kinesthetic -

- awareness of other traditional/social forms,

‘they still reside somewhere deep within -

" Formanya mﬂgo&.ooEBE&wBQﬁBmE...._.. -his BmWn-Eu...mmm mm.émwm..

has been the material of matritenance when -

. Eo%ﬁsﬂv 70 ._ozmﬁ..

He will perform his solo, Aleef
at the Al Kasaba Theater as ﬁmﬁ oﬁ. the :

- festival ‘but today he sits to offer his ammm.....

and thoughts on contemporary. dance in the

© Arab world. His first words, guaranteed to

hold the audience’s attention, declare his -

disbelief in “contemporary”; dance. Chore-

- ographer/ amuomm\ﬁwﬁwmwyﬂwoﬁ@@HNNo&oc
- is Moroccan; Arab, Fre 3 ;
~issue; in Taoufig’s eye
. “tontentioustiess of contemporaty %58 E
© the Arab world; he believés that the real:
“issue is the constant misconception of wlhat

L

ites “contemporary”.- As Taoufig, -
..,SE ”Em..s:Ewnosm. Hmdm_mw .H.Soim .EoH.m Em:

_EE:EWFWS qes and .mntEm_w.”.ooaﬁm&o-

.:. If 9«% Em&o

t

: ..ooRvaoH.E% i .mmsom
Taoufiq asserts; has lost all connéctioi to -

»

‘the literal Emm_EEm of the word as it has
~become more closely aligned with a Euro-

centric aesthetic of innovation.

After taking a slow slip of water
Taoufig proposes his idea of “dance du
jour” {dance of the day), an approach to
movement that insists on presence in all its




w,wamm_mr ﬁo:ﬁvaoaQ Um:nm
{RCDF} ow..wmm_um& by- mwﬂmxwmn
Ramatlah Group: szsnwma i 2006, Each year .
the festival invites o<mn i5 Smmwnmﬁ_czmm dance
‘companies to vm,.mo:ﬂ inl Ramaliah, .mm_.mwmmm_,:.
and Bethiehem. As the festivaf’s mission state--

ment notes, “RCIDF aims at promoting dialogue -

and cultural exchange between the %mmmmﬂm..w: .
people and the peoples of the world.”

In addition to the performances, open woik-

shops are given by the visiting companies: In

2011, the festival continued-to expand its
programiming beyond performance by offering’
three week workshops on “Dance on Camera”
and “"Dance Film Techniques.” This year’s festival
also saw the addition of o three day conference
an “Dance and Sodety” Jnvited scholars, a:.mm,.
tors, and edudators mmm,_mwma 1o qan_._mm the:
past, present and futtirs of of dance
world and, in mum_,mna_mw ?wmmwmﬁm, :

RCDF is wumﬁ of the Masahat ﬂa:.mm.ivoﬂwww :
Dance Network whose members include”
Magarmnat Dance Theater in Lebanon, Tan-
ween Dance Theater Dance in Syria dnd The
National Center for Culture and Performance
Arts in Jordan. Togsther they organize the -
contemporary dance festivals thet are held in
the four countries each year.

RCIDF was funded by the EU; Ramallsh Mo+
nicipality, A. M. Qartan Foundation, the Swiss
 Cultural Foundation - Prohelvetia, the mmnmqa.
French Consulate in jerusalem, Goethe Insti<.
tute, the British Council, e Spanish ﬂoowmﬁw
ton, the Portugal %mﬁ_.mmmnﬂmnzm
b&mﬁ.m__mﬁ wm_uwmmmmdmm,..m Office.

temnporal connotations. It is about being
honest to-the body you have at hand, about
allowing your body to: physically research
and perhaps answer proposed E.oEmB.. :
Taoufig does not wish to have precon-
ceived notions when mEoﬁum the studio om :
what may or may not be “contemnporaty,”

_s0 he treats his body and desired course of -

action differently each and everyday. For
Taoufig, we can only continue moving with
questions that beg more questions. And .
-80 he asks, “Why this dance (debkeh) for
these people (Palestinians)? o

Hands raise. There is much to mmu\..

Placing down his headset, Nicholas
Rowe, author of Raising Dust: A4 Cultural
History of Dance in Palestine enters the
conversation. Prior to writing his book,
Nicholas spent 8 years in the occupied
territories of Palestine. Spending much of

his time with local dance makers and keep-

ers of the traditional dance form known
as debkeh, he became well versed in the
scenes of both the “folk” and “modern”
forms. Nicholas, too, vomé.,.m out that the
categories are not mutually exclusive. As
he eloquently states in Raising Dust, “Be-
ing denied the label ‘contemporary’ can
feel like being denied a collective cultural
visa to the twenty-first century; reject-
ing the term ‘modem’ can appear to be an
obstinate yet doomed refusal to accept the
passage of time. Together they reinforce
a sense that colonized and politically mar-
ginalized populations cannot define their
own cultural modemity.” What Nicholas
. ingists is that they do and they must. When
 the traditions that help define your person-.

.. _...m.amboo womu@E w&mmﬁﬁm ‘U:ﬁ.;SE.Gn;
L %oﬂb@d@.... R

‘She begins. _
“to dance on stage was prevented by the
' imprisonment of her entire family during
‘the First Intifada. The year was 1989. It

hood are encroached upon, threatened to

~-be closed off by each cement slab erected,
. the priority becomes making your particu-

lar presence known, not the affinities of
another. What Nicholas hopes to see is .

' Eriter'Noora Baker, dancér with -

Palestine’s El-Funoun Dance Troupe and

Farah Selah, dancer with Sareyeet Ramal-
lah Troupe for Music and Dance:
final speakers take their seats at the table.

They are here to balance the exchange and .

et it be known that hyper political aware-
ness can be just as detrimental. ‘Afier all

*improvisation did not come from the West.

Noora Baker scoots her chair in and’
takes a moment to gather her testinony.
Noora’s first opportunity

would not be until two years later that she-
would have the chance to perform debkeh
o stage. By this time her feet had grown
too big for her shoes. She danced barefoot.
(note: debkeh is not “traditionally” danced

barefoot) Another obstacle came during the

Second Intifada. Noora was 19. Because

_of the strict and often violently enforced

curfews Noora and fellow members of the
Palestinian debkeh troupe could not make
it to the dance halls for rehearsal. During
this period they were not permitted after a
certain time to leave their homes or even

.set foot outside.

Noora motions her hands back and

L .monr.mm Eommr...mﬁ?bm,ﬁm.n:mdm.mm&m :
~ and explains that during the Second Intifa- .
~da they would simply meet in one another

The two . STUCture.

its

. Sandwishet Labaneh.

living rooms and clear away the furniture.

-~ Because the maintenance of their traditions .
o was threatened they held on tight. The tra-

ditional form of debkeh, typically danced

. at weddings and celebrations, morphed into

the béarer of their strife as the productions
set for the stage took on a more narrative
New forms of debkeh continue -
to developed through the simultaneous

desire for preservation and revolution.

.- “There-is uoﬂi.m form,” Farah Saleh,
a dancer with Sareyyet Ramallah Troupe
for Music and Darce, continues. It is not
important what you call it, whether it is in
“pure’” form or not. ‘What matters most
t6 Farah and the other dancers of Sareyyet
Ramallah— the opportunity to move as
they wish. Under the direction of Khled
Elayyan, the dancers of Sareyyet Ramallah
Amal Khatib, Farah Saleh, Yazan Iwediat,
Salma Ataya, Shatha Totah, Lama Ataya,
Adel Mashriqi, and Jumara Dabis created .
The program notes:

War: waged in the name of
* humanity and for humanity, when

.. " humanity is the only victim. Images be-

"come mere cosmetic tool for the lenses.
Searching for meaningless merchan-
dise among useless international aid
packages, men and women are asked
to be action figures. White phosphorus
is our new white Christmas.

The work itself performed during
the festival and was just as poetic. Each

5

- dancer took the stage as-an individual as .

- most of the movement was of their own
- making; yet the understanding of their
shared Palestinian hetitage was clear.

Frotn his seat on the side of the room,

. " Khled Elayyan stands and echoes the danc-

4

ers’ testimonies, “just because we open up
does not mean we will lose what we have.”
As director of the Sareyyet Ramallah and
the Ramallah Contemporary Dance Fes-
tival, Khled strives to offer a space where
something other than isolation is an option.
He reiterates the sentiment that contamina-
tion by other dance forms should not be

- feared. There is already a danger of being
- boxed in s a Palestinian, nothing needs
- 1o be done to further that, especially not

in dance. The important thing to investi-
gate, as Taoufiq urged, are the movements
that aid in what is desired to be said and

. how the body desires to be seen. Khled

thanks everyone once again for coming and
returns to his seat:

Soon this tile floor will be replaced by
Marley and a sprung floor. Plans are on the

~way to have the current conference room-.

converted into a studio/performance space.
Words and thoughts will be mixed with
moving bodies but the discussion and open

~dialogue will remain. All we can do as
-dancers in our society is try new things and

make other possibilities known.

. KATIE BAER SCHETLICK is a performer,

writer, dance activist, and field collector of 1o~
cal movements (www.foundmovements.com)



