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Travel Steps Study Guide
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INTRODUCTION

TravelSteps part of Worl d Dance New Y dande ®¥¢Ds.0WMlketeditienalt Cat
howto programshat includestepby-step instructions aridllow-along dance segments, Movement Catalog DVDs

are intended as an oderel referenagemastratingoelly dance movement vocabulary.

Using Travel Steps and the Travel Steps Study Guide

AlthoughTravel Stepmis in a DVD player as a continuous presentation, the program is a literal catalog of terms,
concepts, and movements, containing hundfetiscrete entrieBecause these entries fly by, and because
breakdowns and daral®ng content were outside the scope of the DVD portion of this project, some dancers may
wish fora dower, stefoy-step referencd created the study guide for thesersj hope the supplemental materials
presentetherewill helpyoutake ownership of tHeravel Stepsiterial and incorporate it iiourown practice.

The main section of thisudy guidés a timeindexedistingoft h e  DconBedtshathighlighs key terminology,

shows movement categories and the organizational framework of the presenitginizeanlidyering movements

For Combinations, the listing in this guide also contains choreography notation and some additional information
about learimg and using the materialonthe DMD6ve al so i ncluded a short esse
Dance, 6 with some i de aTsavehSiepadtsome legsdn plans tg help btreictureat er i a |
independent study.

| suggest dancers begirhwitt he o6 Cat al og of Stepsdé6 sections of the
Layers and Timing Variations for Stigdd, and Combinations with Style Variations). Analytical thinkers may find
that following along with the content listing ingtide makes it easier to keep track of movements and layering
possibilities

Musicallysensitive dancers may see a few instances where my footfalls seem slightly off the beat. Having been ask
to develop material f or tigaedthawiewersmwoulll dee & deries af iadivigualf o r n
segments rather than a continuous presentation sync
ignore the melodic cues | heard in the music that was playing while | filmed. The#ddisrautstanding, but

candot totally madneedfarphe damera int arstmpolsfarafashionlf yowhave trouble seeing
the rhythm of the footfalis any movement suggest muting the sound for a moment.

For more information, or to start at the absolute beginning, read section two of tReuquddéiprConcepts and
Terminology (While this information is also included on the DVD, a production decision was made that this section
would releasermatol eactaout keywords highlighted in
easier to follownd appreciaia print.)

Forthetrulydetad r i ent e d, OFoundation Positions and Movemen:
gude.Youdl |l see that a producti on d-ilsiwayi Ratherthansetting de t
down to watch this entire segment, I suggest wusers
necessary.

Organizational Methodology

Travel Stelpsilds literally from the ground up, describaxth piece of dance vocabulatgrms ofafoundation

unit of eithero s t6 & fpll transfer of weight from one foot to the otberhold @ count othoreographthat

does notransfer weight.ayers on steps and holds create a variety of movexhemiiked together with

sequencing, timing, and style variations, plain and layered steps and holds form combinations and choreography.
Whiletraditional bellgancéhipwork and islationsareincluded in this presentatidimavel Stefoguses mainly on
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timing variations and on articulations of the feet and legs. For shepavalking and other patterns of steps in
even succession, but emphdsatkehange and stdgallchang weight transferd.treatpivots, hops, heel lifts, knee
lifts, and leg extensionsagvements that happen between steps, and describe these articutgteysmdsolds.
To show hold#n the context of travel stepslemonstrate eatdyeredoldvariationin astephold sequence.

Styleand Nomenclature

Foot and |l eg movements are inherent to belly dance
countries of origin, so some belly dancers may be accustomed to thinkistgedf ys® of this vocabulary in terms

of ballet, jazz, or other western formgavel Stepses three terms shared with ballet: arabesque, attitude, and chassé.
| usal these namdsalong with another generic term, grapebawuse they aised in coimon by many styles of
danceand widelunderstoodn belly dance classes to refer to belly dance moves danced with belly dance technique
|l 6ve avoi ded o tbeoauselbdidve ite ise duggestathat polisbeg foottaddniegien bely

dance necessarily represtrgion. Althoughprecisdoot and leglacemenis a Westerimfluenced and

contemporary development, | do not regaabitiful and intentiahuse of the feet and legs as inherently alien to a
pure belly dance aesthetioecessariigquiringcrosstraining While not appropriate or useful to every style,
techniquand clean lines for the whole body beconceptualized from a belly dance perspeitiveloped within

a belly dance training programd proudly claimexb integrated and proper components of belly dance.

To supportprecisalanceTravel Stegescribemovementsvith precise languagEor this projedtfavoredEnglish
languageovement namdhlat describskeletal placement and joint articulation, with the goal of transmitting
o0stylelessd6 foundation t echni qlaerednaveméntshteidemtifiabley danc e
components Travel Stegstablishes and defines clear foundationneiogy, and theapplies that terminology with

internal consistenty describe the mechanics of each movemé&nb. me dancer s may find my
English, éd whil e o tdfrentesthemuiawpoirg, & is not poeticd/ben taehndpanmowvement

in the context of a choreography, genre, or particu
do a much better job of cueing a move or conveying its feeling than do my formal designations. | enecairage danc
to adapt myoundatiornomenclature just as they adapvel Stéps f o u n tiragudi to suit the# ewn style and
purpose.

Attire

| teach dance in tights or with bare legsinsmit as much information as possible about placement and glignment
and | designed my shgkirt bedleh specifically foravel Stegsthat viewers could see my feet and legs. IWhile
recommendeaching and trainimg clothing that shows joint articulations and bodylinesg on 6t suggest
use my teachirgothes as a model for performance costurMiigimalist designs that show the entire leg may be
appropriate for theatrical and fusion work, butdiélore ortraditionabelly dangdollow the conventions dfie
styleyouare presentingndchoose costuming thatigpropriately modest or daring for each context and venue.
Mosttraditionalkcostumes includeflaor-length skirtalthough harem pants are frequently used in American cabaret,
and gartered or flare pants are used in somestyilealA short skirtmayworkin some nightclub environmerits

also suggest it agpossibility or t he contemporary | yrical fusion styl
Variati onkavelSteapct i on of

Most dancers will find that the pivgtivocabulary ifiravel Stepsnuch easier to dance in a-sofed dance shoe

than barefoot. I Iove the | ook of barefoot dancing
able to build up enough callouses to pivot barefoothgitaime degree of ease | have irssfevooden floor
hel ps too. Youdl | s ee Traveldtefisvasadancirg orf aefleor designeyl to provideak y  p



high degree of friction and traction for modern danderk). | & manygieere othentigandance studio or
theater stage, | also wear shoes as ab@sion sense safety precaution

| love theFizzion shoe by Capefiat hi s i s t he s h o e-cldthtihgrsegmerdasridfiaveldStgpsut t h e
many students looking falowespricedoption will also be happy with a basic ballet slipjperafancier look

Miguelito makes ballet shoes in gold and sitvéne performanceostume segmentsTfavel Steps | 6 m wear i n
Dance PawsHalf-soles and lyrical shdike theseare also a popular choice to decrease friction without covering the

entirefoot.] f youdre new to dance shoes, try on several s
in different shoes make a big difference in the way eaclfelsayd performs and it ds worth sh
find the perfect match for the shape of yedrdnd how you udbemagainst the floor. Nearly all dance shoes have

|l eat her soles; i f youdre | ooki medromsQyrghiaiKing. cal |y f or a

| rarelydancen highh e e | shoes, but t hebhieélsohangelymiroveight distoitsittomand ng o |
body alignment, sbyiou perform in heels, | suggest that you also wear them to train.



FOUNDATION CONCEPTS AND TER MINOLOGY

Describing Positions of the Feet andLegs

Weight Distribution and Transfer

In dance, weight means the weight of the body, and how it is distributed over the feet. When weight is equally
distributed, neither foot can be lifted from the floortrdysferring weight forward or back, it becomes possible to
lift the toes, or to lift the heels. By fully transferring weight left or right, one foot becomes free to lift off the floor

Describing Unequal Weight Distribution
Weight-Bearing Foot
StandinglLeg
Weighted Hip
Free Foot
Unweighted Leg
Unweighted Hip
When weight is unequally distributed between the left and right foot, movements can be described in terms of the

weightbearing foot, the standing leg (also called the supporting leg or weiggigitttloeaving leg), and the
weighted hip. On the other side of the body is the free foot, unweighted leg, and unweighted hip.

Hip Rotation and Rotational Orientation of the Legs
Parallel
Turn-In
Relaxed Turnout
Engaged Turnout
Hip rotation is the actioof the femur turning in the socket of the hip joint. Rotation in the unweighted hip turns the

leg to a new orientation. Rotation in the weighted hip turns the body over the standing leg. When the top of the
thigh bone faces front, the leg is in a ph@ikentation. When it points across the body, the leg is turned in. A
relaxed unweighted leg rolls naturally into a slightly turned out orientaion. Muscle engagement can turn the leg
further, into an engaged ttomt. Most bellgance hipwork regeis a close parallel stance, but when one foot is
lifted from the floor, the unweighted leg may turn in or slightly turn ohtaviel Stepise standing leg usually has

very slight turnout, to improve balance and stability. The basic orientatiemweibbted leg is slightly turned out
when it is extended forward or back, and parallel when the knee is bent, or when the leg is extended to the side.
Engaged turnout may be used for fusion, but is not usaditionabelly dance

Articulation of the Ankle and Toes

Flat WeightBearing Foot

Lifted Heel (WeightBearing Foot)

Pointed Toes (Free Foot)

&1 AGAA &OAA &i 10O j-A160 3AEAE 30UI ET CQ
Weight on the foot depends largely on dance style and music tempo. Staying heavy on a flat foot creates groundec
movement; lifting the heels gives a lighter feeling, and facilitates quick weight changes. A pointed toe extends and
finishes the lineof¢h unwei ghted 1| eg. For Saidi st efpdstylinf,e mal e
butTravel Steph ows Sai di in a theatricalized womends styl e



Breaking Down Footwork into Steps and Holds
On any count of music, theovement in the body may be described as a step, a full transfer of weight from one foot
to the other, or a hold. During a hold, movement may continue in the body, but weight does not transfer.

Layering Steps with Movement

Weighted Hipwork

Upper Body Islations

Sways
A step may be layered with weighted hip pushes, lifts, or other movements of the weighted hip, with isolations in the
upper body, and with large full torso undulations, that sway to the side or back.

Layering Holds with Movement

Push

Pull

Touch

KneelLift

Extension

HeelLift

Hop

Heel Drop

Pivot

Unweighted Hipwork
During a hold, a dancer may perform weighted hipwork or upper body isolations in place, but she is also free to pus

the free foot out or pull it impuch the free foot, lift the kagor extend the unweighted leg. A weight transfer

forward onto the ball of the foot or back onto the heel also allows movement of thibaaeigipfoot during a

hold: A heel lift floats the body up to create a level change or lifts the free foddicmt@an extension; a hop

lifts the foot entirely from the floor; a heel drop marks the beat of the music with a heavy accent. A pivot is a rotatio
on the ball or heel of the weidigtaring foot. In belly dance, movements of the unweighted lléifstawl drops,

and pivots are occasionally used alone, but are more commonly layered with one another and with unweighted hip
movement, such as unweighted hip lifts, drops, twists, unweighted circling or undulating movements, or rotations of
the leg irthe socket of the unweighted hip joint.

Step-Hold
StepHip
StepTouch
StepKneelLift
StepExtend
StepPivot
A stephold is a art sequence of a step, followed by a hold. Either the step or hold-lm&dstepguence may be

layered with additionado v e me nt . The combi n&fiponar £r & ghold, ar¢aiep ns a o
from a touch layered with an unweighted hip movement. In additiontustepnd stepip, other variations

include stejxneelift, stepextend, and stgmvot. In choreography, stépld sequences are often timed with a step

on count 1, but if the body is already in position count 1 may be a hold. For instdnipesasidge danced as-hip
step, with a ohipdé on count one, and a step on 2.



Individual Steps
A step describes a full transfer of weight from one foot to the other, in place, or moving the body to a new spot on
the floor.

Step Out
Step Forward
Step Back
Step Side
Step Across Front
Step Across Back
A step oui forward, back, to the side, crossewehe front or crossover to the baokcenters the body over a new

spot on the floor.

Step In | Step Together
A step in or step together brings the foot underneath the hip.

Step in Place
A step in place keeps the foot underneath the hip.

Ball-Change| Stp-Ball-# E AT C A-Cha# G#AB A

A ball change is created by a step out to a new spot on the floor, quickly followed by a second step that takes the b
back to the original location. A dlhnge also describes a rebounding weight change, where thtebymbyarily
transferred to an unbalanced position. Alsdighange (or, bathange step) is a linked sequence of three steps

that transfers weight right left right or left right left. V¢heng choreography, the counts for quick-btdp

changs equences are sometimes verbalized as o0cha cha ¢

Steps in Even Succession

Time-Marking Steps

Time marking steps are rhythmic patterns of steps in place or combinations of steps in place, touches, holds, and k
changes.

Walk | Run
A walk or run desdrés a series of lefhdright alternating steps forward or steps back.

Step, StepTrogether
Step, Cros8ehind
Grapevine
Push, Step Out, Pull, Step In
Belly Dance Chassé
Stepstep together patterns take the body forward, back, or sideways, altetnatamga step out on one foot and a

step in place on the other . Using crossover steps-stegigpgether patterns allows the dancer to travel while

maintaining a close spacing of the feet and legs. Movements like a weighted twist or undufatrehafitarstep

cross behind pattern, starting with a step in place, and travelling with a crossover step to the back. The most comn
bellydance grapevine step is created from crossover steps and steps in place. A variation that crosses the stage I
quickly combines crossover steps and steps out to the side.damicellgtept ep t oget her patter
crossover steps usually push and pull the feet across the floor with sliding steps. A push sequence begins with the
together. Ble the foot out, transfer weight, step together. A pull sequence begins with the feet apart. Slide the foo



in, transfer weight, step out. A quick sequence of slidingr&afes a chéss-or continuing travel witthassé
footwork, the ptternof the feet isstep out, step together, step. out

Belly Dance Turn Technique

Flowing Out in Turns

Unlike Western dance forms, which often emphasize pulling in and up to tutandelyrns flow out, with a
horizontal or grounded feeling. Bdiycersften turn with a shift, tilt, bend, or twist in the body, drawing spirals or
multiple circles in the air. Layers on turns add still more circles upon circles through movements like hip circles,
reaching arms, head rolls, or veil work. Turns irdbetly are usually initiated from a movement in the hips, solar
plexus, or shoulders. The most common exceptions arpicodsarns, led by a pull from the free foot and the
hopping pivot of Saidi dance, led by the unweighted leg .

Countertwist Technique
In the same way that balgnce uses torso movements to initiate turns, cowigeing movements of the hips or

upper body are sometimes used in daiige to stop rotation, creating a feeling of unfurling energyrand the
snhapping it back in. Cournteists punctuate the phrasing of combinations, creating both a visual and emotional
accent in the flow of the dane@n a practical level, a coutiast allows the dancer to complete a turn with one
foot lifted from the floor.

Placement on the Foot
Most kellydance turns pivot on the ball of the foot with the heel relatively close to the floor, but high heel lifts may

be used. The crepi/ot turn rotates on both the ball and heel of the foot. Alternatihgdbeivots create a

gliding movement sonmeies used in fusion. Heel pivots may be found under movements that shift body weight
back, like hip circles or undulations. Somedaglters also use heel pivots in turn technique borrowed from Indian
dance.

Defining the Direction of Rotation
Inside andOutside
Open and Close
In Western dance forms, the naming convention for the directidarafreflects movements that are defined in

terms of a working |l eg and a standing |l eg and the t
ooutsided6 turns are named relative to the side of t
standing |l eg, and an ooutsided damoeyr ohaweswermawatyhdr
the body is usualllye torso, and most turns originate with a movement of the hip or shoulder on the same side of the
body as the weight bearing |l eg, so O0insidedé and oou
dance. For instance, a pivot on the rigttrfaght flow from a push of the right hip, or from an outside swing of

the rightarm. Fromapurebellance per spective, an oO0insided rotatio

the unweighted | eg, and an d thabbdy andyefrom theouhveightedleg. t ur n s

In Travel Stepgrns are named as movements that open or close, relative to the shoulder or to the hip over the
weightbearing leg, and relative to the energetic feeling in the belly, solar plexus, ophearto A o0opendé i s
clockwise pivot on the right foot or a counterclockwise pivot on the left foot, and follows a movement that opens the
front of the body. A pivot to oO0closed6 rotates coun
a movement that closes the front of the body.



Movement Breakdown for Turns
In Travel Stepévots and steps are always treated as discrete components in movement breakdowns. Pivots happel

between steps: weight is transferred to one foot in a stejs,raquies the free foot over a new location on the

floor, and then weight is transferred in another step. ipistégombinations, a pivot often takes a full count.

Count 016 for the step, 0206 f or trhsandpurng across the flsdr,éy s a
the breakdown is the same. Step on the count, pivot between steps.

MOVEMENT VOCABULARY

Foundation Positions and Movements

Movements on the WeightBearing Foot

52:37 Heel Lift
52:43 Heel Lift-Drop
52:49 Heel Drop
52:53 Hop

53:00 Pivot Variations
Basic Pivot Open (from the Solar Plexus)
Pivot Open Led from the Arm
Pivot Open Led from the Shoulder Blade
Pivot Open Led from Hip to the Side
Pivot Open Led from a Hip Circle
Basic Pivot to Close (from the Solar Plexus)
Pivot to Close Led from the Arm
Pivot to Close Led from a Hip Twist Forward

Positions and Movements of the Free Foot and Unweighted Leg

53:53 Touch Under the Body
Basic Touch Under the Body (Parallel)
Touch Under the Body with Turnelh Leg
Touch Undethe Body with TurnedOut Leg

54:04 Knee-Lift
Basic
KneelLift with Turned-In Leg
54:15 Front: Push Out, Straight.eg Touch, Extend, Pull In

Basic Push Out Front and Pull In (with Hip Rotation)
From Parallel, Push Out and Turn Out; Pull In and Rotate iBaxkarallel



54:43

54:59

55:25

56:02

56:44

Basic StraightLeg Touch Front (TurneeDut)
Basic Extension Front (Turne@ut)

Push Out Front and Pull In, Parallel Variation
Straight-Leg Touch Front, Parallel Variation
Extension Front Parallel Variation

Bent-Knee Touches and Front Attitudes
Basic BertKnee Touch Front
Parallel Attitude Front
BentKnee Touch Front, Turneth Variation
BentKnee Touch Front, Turne®ut Variation
Turned-Out Attitude Front

For Saidi and Other Folklore

Side Push Ot} Touch, Extend, Pull In
Basic Push Out and Pull In (Parallel)
Basic Touch Side (Parallel)
Basic Extension Side (Parallel)
Push Out Side and Pull In, Hip Rotation Variation
From Parallel, Push Out and Turn Out; Pulnd Rotate Back In to Parallel
TouchSide, TurneeDut Variation
Extension Side, Turne@ut Variation

Back: Push Out, Touch, Extend, Kn&end, Pull In
Basic Push Out Back and Pull In (with Hip Rotation)
From Parallel, Push Out and Turn Out; Pull In and Rotate Back In to Parallel
Arabesque Touch (Turned Out)

Arabesque Extension (Turned Out)

Arabesque Attitude Touch (Turned Out)

Arabesque Attitude Extension (Turned Out)

Push Out Back and Pull In, Parallel Variation

Touch Back (Parallel)

Extension Back (Parallel)

Basic BentKnee Positior{Parallel)

BentKnee Position, Turneth Variation

Hipwork -Driven Touches and Extensions Front
Double Drop
From a BenKnee Touch Front to a Straigheég Touch Front
Hip Pull Back
From a BenKnee Touch Front to an Extension Front (Parallel Varjation
Hip PushTwist:

From a Basic Touch Under the Body with an Open Hip to an Extension Front

Lumbar ContractRelease with Straight Leg
Between a Straighég Touch Front and an Extension Front
Lumbar ContractRelease with Bent Leg in Front of the Body
Betveen a Berteg Touch Front and a Parallel Attitude Front

Hipwork -Driven Extensions Side
Full Shift Side

From a Touch Under the Body to a Side Extension
Weighted Hip Drop

From a Touch Under the Body to a Side Extension
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56:56 Hipwork-Driven Touches ad Extensions Back
Hip Forward
From a Basic Touch Under the Body to an Extension Back with an Open Hip
Lumbar ContractRelease with Bent Leg Behind the Body
Between a Basic Bent Knee Position and a Touch Back

Leg Sweepsand Circles

57:19 Sweep b the inside

From Arabesque Touch, Sweep around to Straifjety Touch Front
Basic
Heel LiftDrop Variation

From Arabesque Touch (Turne@ut), Sweep around with Hip Rotation to Touch Side (Parallel)
Basic
Heel LiftDrop Variation

From Touch Side (Parallel), Sweapound with Hip Rotation to Touch Front (Turne®ut)
Basic
Heel LiftDrop Variation

57:59 Sweep b the outside
From StraightLeg Touch Front, Sweep around to Arabesque Touch
Basic
Heel LiftDrop Variation
From StraightLeg Touch Front (TurnedDut), Sweepround with Hip Rotation to Touch Side
(Parallel)
Basic
Heel LiftDrop Variation
From Touch Side (Parallel), Sweep around with Hip Rotation to Arabesque Touch (TtOuep
Basic
Heel LiftDrop Variation
ForwardandBack and Sid®-Side Leg Movements

5858 Sagittal Circles
Knee Lift, Extend Forward, Pull In
Knee Lift, Extend Forward, Pull In (Parallel Variation)
KneeBend, Extend Forward, Pull In
KneeBend, Extend Forward, Pull In (Parallel Variation)

59:26 Undulating 8

Hip Rotation to Pivot the BodyToward or Away From an Extended Leg

59:42 Pivot Open

From Extension Front, Pivot Open to Arabesque Extension

From Extension Front, Pivot Open to Extension Side

From Extension Side, Pivot Open to Arabesque Extension
1:00:1%ivot to close

From Arabesque Eghsion, Pivot to Close into Straighieg Touch Front

From Arabesque Extension, Pivot to Close into Extension Side

From Extension Side, Pivot to Close into Straijleg Touch Front
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Torso Isolation Layers for Holds

1:00:58asic Unweighted Hipwork
UnweightedLift Forward
Unweighted Twist Forward
Unweighted Lift Side
Unweighted Twist Side
KneelLift with Twist Front-Back
KneeLift with Twist Front-Back, Extension Front

1:01:08pper Body Accent and Countertwist Layers for Holds
Reverse Undulation Accent
SpiraledReverse Undulation Accent
Upper Body Countertwist
Upper Body Countertwist with Spiraled Reverse Undulation Accent

Turns

1:01:55CrossPivot
Step Across Front
Step Across Back

1:02:16Push-Pivot
Basic
With Opposition Hip Circle

1:02:23Turns Across theFloor
Turn Open: Travelling Turns
Turn To Close: Travelling Turns
TunOpen: 1 01T O 4001 AT A 41 06AE 11 Ouybo
Turn to Close: Travel in a Curving Path

Layers and Timing Variations for Steps

Steps in Even Succession

Walk and Run
4:15 1.Slow Walk
4:27 2.Fast Walk
4:38 3.Slow Walk with Lifted Heels
4:53 4.Fast Walk with Lifted Heels
500 50" 1 01 AU 7AIl E6 -andbDrep) xEOE ( AA1 |, EAEOD
5:13 6.Run
Time Marking Steps
5:21 1.Basic TimeMarking Step
5:31 2.Box Step

Sideways Travel with Step, Stefi ogether
5:43 1.Push
5:53 2.Pull
6:03 3.Step in Place, Step Across Back
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Grapevines

6:17 1.Stepin-Place Grapevine
6:29 2.StepOut Grapevine
6:40 Alternating Toe-Heel Pivots
Steps Layered withTorso Isolations
7:00 Steps Layered withVeighted Hipwork
Side to side hips
Weighted hip drops side
Hip circle
Undulation
7:16  Steps Layered with Upper Body Isolations
Shoulder accents
Shoulder bounce
Ribcage circle
Head slide
Ball-Change
7:45 Basic BalChange
7:54 Ball-Change with Unbalanced Weight Change
Ball-Change with Weighted Hipwork
8:07 Hip Front, Flat Foot
8:14 Hip Front, Lifted Heel
8:20 Hip Side, Flat Foot
8:25 Hip Side, Lifted Heel
8:29 Full Shift Side
8:39 Hip Back, Flat Foot
8:49 Hip Back, TurneeDut Leg and Flat Foot
8:59 Hip Back, Lifted Heel
Ball-Change Layered with a Sway
9:.06 Spiraled Upper Body Reverse Undulation
Undulation Up to the Side
9:17 Upper Body
9:28 Full Torso
9:39  Untwisting Upper BodyUndulation Upto the Side
9:49 Upper Body Untwist

Undulation Up to the Front
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Step-Ball-Change

10:02
10:12

10:18
10:23
10:28
10:33
10:38
10:46
10:48

7:29
10:56

11:03
11:12
11:18

Step-Ball-Change TimeMarking Step
Basic
Layered Variations

Double Siddo-Side Hips

Double Hip Pushes Front

Basic Back

WeightedHip Drops and Lumbar ContraiRelease
Step Back with Double Undulation

Triplet Twist

OPonyd6 Step

Travel with Step-Ball-Change
Basic
Layered Variations

OEgyptian Waltzo
Chassé
Step Across, BaChange Side

Layers and Timing Variations for StegHold

Touch Under the Body
11:26 1. With Upper Body Accent
11:40 2. With Hip Lift Side

Bent-Knee Touch Front

11:52
12:01

12:10
12:15

12:24
12:38
12:49
12:53
13:02
13:15
13:25
13:33

1.
2.

Basic
With Hip Lift Front

Straight-Leg Touch Front

1.
2.

Basic
With Hip Twist Front

Knee-Lift

1.
. With Heel Liftand-Drop

. With TurnedIn Leg

. With Turned-In Leg and withHeel Liftand-Drop
. With Hip Twist FrontBack

. With Pivot Open

. With PivotOpen and withHip Twist FrontBack
. With Pivot to Close

oO~NO UL, WN

Basic
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13:46
13:57
14:06
14:18
14:28
14:39
14:51
15:04
15:20
15:36
15:48

16:08
16:16
16:23
16:38
16:59
17:09
17:21
17:33
17:50
18:01
18:18

18:25
18:35
18:40
18:50
18:59

19:09
19:16
19:31
19:42

19:54

20:05
20:17
20:25
20:39

20:54

21:03
21:14
21:25

Knee-Lift, Extend Front

. Basic

. With Extersion from Turnedin Knee Lift

. With Parallel Extension

. With Heel Liftand-Drop

. With Pivot Open

. With Hip Twist FrontBack

. With Pivot Operand with Hip Twist FrontBack
. With Pivot Open, Rotating Away from Extension
. With Pivot to Close

10. With Pivot to Close, Step with Figure 8 kaard
11. With Pivot to Close, Step with Undulation

Extend Front

. Basic

. With Heel Liftand-Drop

. With Pivot Open

. With Pivot Open, Rotating Away from the Extension
. With Hip PushTwist

. With Pivot Operand with Hip PushTwist

. With Pivot to Close

. With Pivot to Closend with Hip PultDrop

. With Leg Sweep

10. With Pivot to Closand with Leg Sweep

11. With Lumbar Release Accent (Extend, Touch, Extend)

Touch Side

1. Basic

2. With Hip Twist

3. With Hip Lift

4. With Chassé Transition
5. Turned-Out

Extend Side

1. Turned-Out

2. Touch, ExtendTouch

3. With Pivot OpenStep with Figure 8o the Back
4. With Pivot to CloseStep Across Back

Arabesque Touch

OCO~NOOOTE,WNPEF

O©oO~NOO O WNPE

Arabesque Extension

1. With Pivot Open

2.With Pivot Operand with Upper Body Countertwist
3. With Leg Sweep

4. With Pivot Open and with Leg Sweep

Arabesque Attitude Touch

Arabesque Attitude Extension

1. With Pivot Open

2. With Leg Sweep

3. With Pivot Open and with Leg Sweep
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21:38
21:52

22:00
22:10
22:18

22:28
22:38
22:45
23:12
23:24

Extend Back
1. With PushPivot
2. With PushPivotand with Opposition Hip Circle

Knee-Bend

1. Basic

2. With Pivot Open

3. With PivotOpen, Step Across

Swing Through

1. Turnedin KneeBend4 Touch Front

2. Turned-In KneeBendA4 Forward Exension

3. Hip PushTwist 4 Forward ExtensionSwing Back with Undulatior4 KneeBend
4. Undulating 8 Swing Backq Arabesque Attitude Extension

5. Undulating 8 Swing Backq4 Arabesque Extension

16



REFERENCE NOTES FOR LAYERED FOOTW ORK COMBINATIONS WITH

STYLE VARIATIONS

Annotation on the DVD describestheo ot wo r k
bullets to denote layers on the footwork described in table headings.

Modern Egyptian Oriental

in

each

Step,Step, StepHold
Step | Step | Step Hold
22:35| 1 | walk forward 1 touch under the body
9 reverse undulation upper body accent
23:52| 2 | walk forward 1 kneelift
23:59 | 3 | walk forward 1 kneelift
9 reverse undulation upper body accent
24:06 | 4 | walk forward 1 arabesquextension
1 leg sweep
Step, Step, Stepivot
Step | Step | Step Hold
24:27|5 | walk forward 1 pivot open
1 arabesque extension
1 leg sweep
24:52 | 6 | walk forward 1 pivot open
1 kneelift, extend forward
1 hip twist frontback
25:08 | 7 | in place; cross behindpiace 1 pivot open
9 Undulation, forward on count 1 1 kneelift
25:18 | 8 | back; in place; back 1 pivot to close
1 Undulation, back on count 1 1 extension front
Ball-Change, StefHold
Step | Step Step Hold
25:37 | 9 | ballchange side forward 9 touch under the
1 untwisting full torso undulation tgpthe body
side
StepPivot, BalkChange
Step Hold Step | Step
25:52 | 10 | across front 1 pivot open ballchange back
1 lumbar contraction and release
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Egyptian Folklore (Theatricalized Style)
Hold, Step, Step, Step

Hold Step | Step | Step

26:08| 1 | ¢ frontextension (parallel variation)| walk
9 rotation over the standing leg

26:18| 2 | 1 frontextension (parallel variation)| walk

In this sequence, the initial hold, layered with a front extension, creates a floating transitsirpstthttefollow

In the first variation (shown three timégggin facing downstage, but rotatdergoover my standing leg, creating
turnout in the stamdway, |Imgdexthémsi oupoiamtodtitiso t he
a forward extension relative to my body.

Step, Step, Steplold

Step Step Step Hold

26:30 | 3 | forward together back T bentknee touch front
9 Egyptian hip drop, twist forward

This sequence i s damepasdsde mées Oc atholds dsuathayerdd with unweighted
hipworkanddanced with the body facing ssd¢hat the working higs downstageThe footwork is a simpstep
sequence, |l ayered with subt | e 180ddgraashileoshe cksbsahe stagh an g e s
Most sequences dond6t use any pi votscmegedhbyoratdtngthe bogdy t he
over the standing leg, inthe,hipi ng t he techni gapeningcomban i n this sect

Step Step Step Hold
26:54 | 4 | across in back sde across in front f Straigheg touch side
9 Hip twist

With the body facing in the same direction throughout the sequence, this combination is a true grapethiee. Taking
initial step back gives a relaxed impression of fallimgjtorg in to the combination

Hold, Step

Hold Step

27:06 |5 pivot to close across in back
front extension

leg sweep

arabesque extension

1

1

1

27:17|6 |9 pivot open across in front
1

1 leg sweep

This section illustrates -@@unt component used in longer combinatiasy folklore combinatiomentain 2
counthold-step sequencesth thearm and letpyering variations shown here
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8-Count Combal

Step | Hold Step | Hold Step | Hold Hold | Hold
27:30| 7 | across| straightleg front 1 pivot open side | q pivot to wait | wait
front touch side q draightleg close
T hip lift touch side 1 draight
{1 rotate over 1 hip lift leg touch
the standing side
leg 1 hip lift

This is aurning stegift combo. Theturning component dhis combination comes primarily from pivots, but the
dancer also helps the turn alongelayientindher body over the standing. ledfter the first hip liftthe dancer
rotates into a turnealt position on her standing lagprepaationfor astepforwardon count 3.

8-Count Combo 2

Step | Step Step Hold Step [Step [Step | Sep
27:41| 8 | ballchange across | 1 arabesque | across | side ball change back

1 full shift side front 1 leg sweep front 1 undulation,

9 arm undulation back on

The steps in the second half of the cotnbothe dancer using the same technigbellgdance pas deurée. In
preparation for the step on count 7, the dancer rotates her body over her standing leg, cmatindharn
standi ng lassiodisg intoia pidac@ng drientation for the undulation on counts 7 and 8.

16-Count Combo

Step| Step | Step [ Hold Step |Step | Step step
28:14 19 | walk { arabesque | across | In place| across In place
7 legsweep | front back
(9 cont.) | Hold | Hold [ Hold | Hold | Step | Hold Step | Hold
hip circle side | § Pivot open side | q Pivotto close
1 Straighteg 1 Straighteg touch side
touch side T Hip lift
9 Hip lift

Countsb 0 8 use a grapevine step. Unlike the gnelsack variation shown in combination 4, this grapevine is led by
a step across in front. The hip circle in cdurit transfers weight around the front to the free foot, then around
the back, returning weigbtthe same foot as when the circle started. Couh6uk2 steps from combo 7, turning
steplifts.
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Sai di (Theatricalized Womenos Styl e)

True Saidi folklore is danced only by men, but women borrow steps from this style for theatricalized fedklore danc
or for folkloricinspired Oriental danceMen dance Saidi steps with a flexed Wamtien often soften the line of the

leg witha pointed foot. | recommend a pointed foot as basic technique for women, and use a pointed foot to
demonstrate the moventg in this sectionHowever, wmen may certainlymi t at e -fetatdirgy, f | ex ed
especially the mood or music calls for a strong or flirtatious variation.

Time-Marking Heel Drops
28:59 Basic Drop (Even Timing)
29:04 Heel drop with Turn in Place
29:14 Heel Drop Layered Underneath Hipwork
29:20 Timing Variation: Saidi Rhythm
Drop on the o0doum, 0-liftdrdptdrom ft. on t he o0tek. 6 Dr op

Heel Drop, Lift, Pivot to Close

|l 6ve described the direction of the pivot in this n
oclosedéd naming convention | use throughout this pre
counterintuitive. This is a fldkic movement, not an Oriental one, and the impetus of the turn comes from

springing up and from the unweighted | egds side of

All three variations of this movement have a slight kneéalgeret over the heel drop. The legs spring back to
straight in preparation for the pivot.

29:27 Basic

29:31 Timing Varation: Saidi Rhythm
29:37 With Forward Extension

Saidi Time-Marking Steps

Step Hold Step Hold

29:47| 1 | forward |9 heel liftanddrop back f heel liftanddrop
29:54| 2 | side 1 heel liftanddrop side 1 heel liftanddrop

1 kneelift 1 kneelift
30:00| 3 | side f heel liftanddrop side  heel liftanddrop

9 turnedout attitude front 1 turnedout attitude front
30:05| 4 | side {1 heel liftanddrop side 1 heel liftanddrop

9 parallehttitude front 1 parallel attitude front
30:12| 5 | forward |9 heel liftanddrop back  heel liftanddrop

1 parallel attitude front 1 parallel attitude front
30:24| 6 | side f heel liftanddrop side f heel liftanddrop

1 kneebend 1 kneebend
30:30| 7 | side 1 heel liftanddrop side f heel liftanddrop

M turnedin knee bend M turnedin knee bend
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TouchA Lift or Bend
30:35 From Bent Knee Touch Front, Lift to Parallel Attitude Front
30:41 From touch under the body, to turneh knee bend
30:46 From touch umer the body, to parallel knee bend

30:54 Hop with Side Extension, Hop with Knedend

Many dancers will consider this cheerful movement to be the most difieuttf yocabulary includedlavel

Stepslf you are among them d lze wli§icouragédt definitely requires both strength and stamina, but the
footwork becomes easier (and | ess tiring) once itds
step:

1 Start with your weight on your right foot, and your left leg in a-4whexlich sideCenter your head over
your right foot, leaning your torso slightly right, so that your left leg and the left side of your body make a
long diagonal.

1 Still leaning toward the rightd and bend your left knee. While you are in thuseaihe knee bending
motion to pull your body to the left.

1 Land back on your right foot. You are now a little bit to the left of where you started. Your unweighted left
leg is turned out and a bit to the side, and your lefiskipert so that your lefalfis parallel to the floor
and crossedehind your right calfYour body is leaning toward the right, and your left foot is roughly under
your right shoulder.

1 Hop a second time from your right foot. While you are in the air this time, changeléet yaid torso
to the other side.

1 Land on your left foot in a position that mirrors your starting position. Now it is your right leg in a turned
out touch side, and your torso leans slightly left.

When you have tHeotwork sequenckeep the upper bodyrong but relaxed, afidd a subtle undulation in the
chest up to the sideThe head may turn slightly from side to side, looking out over the extended leg.

Ball-Change, BallChange
The pivots in this sequenc Botdimng theambinatianintalway $iadawsr d 6 bet

both counts and the O0anddés between count s, the brea

Step (1)] Hold (&) | Step (2) | Hold (&) | Step (3)] Hold (&) | Step (4) | Hold (&)

31:06 side (wait) inplace | 1 pivot to | sde (wait) inplace | 1 pivot
close open

I dm showing this s eqandloapiegam patio suggest 4 cane erdtick. Dfgcbutse ithmeayn d
also be done with an open hand relaxed armsr with an actual cane held in the right hand.

Ball-Change, StefHold

Step | Step Step hold
31:18 ballchangeide in place 1 heel liftanddrop
9 parallel attitude front
Thereds a very slight asynchronicity between the au

footfalls, | suggest muting the sofmrda moment.
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American Cabaret

Step, Step, Steplold

Step [ Step | Step Hold
31:34| 1 | walk forward 1 touch under the body
8 Count Combo 1
Step | Step | Step [ Hold Step [Step |[Step | Step
31:48| 2 | 3-countturn touch under the body | basic time markirgiep
Grapevine
Step Step Step Step Step Step Step Hold
32:02| 3 | ecross in| in place | across in| in place | across in| in place | across in| § hop
front back front back q knee bend
Step-Ball-Change
Count these sequesedgth stepandh ol ds on both on the beat and on the
Step (1) | Step (&) | Step (2) | Hold (&) | Step (3) | Step (&) | Step (4) | Hold (&)
32:17| 4 | forward | together | forward | [wait] forward | together | forward | [wait]
Thisfootwork patterns a variation on a belly dance éhass
Step (1) | Step (&) | Step (2) | Hold (&) | Step (3) | Step (&) | Step (4) | Hold (&)
32:30| 5 | back inplace | inplace | [wait] back inplace | inplace | [wait]
(flat foot) | (lifted (lifted (flat foot) | (lifted (lifted
heel) heel) heel) heel)
This footwork pattern is commonly called oO0basic bac
Step-Hold, Step, Step
A truncatedrersion of the footwork precedesersion with additional ssep
Step Hold Step Hold
32:42| 6 | ecross front 9 touch side aross front 1 touchside
1 hip lift 1 hip lift
Step Hold Step | Step
32:45| 7 | across back 1 touch side walk backward
T hip lift
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16 Count Combo

Step Hold Step Hold
32:52| 8 | in place 1 touch side in place § touch side
1 weighted twist 1 weighted twist
8 (cont) | Step Hold Step Hold
side f touch side side f touch side
9 shoulder shimmy 9 shoulder shimmy
(8 cont.) | Step Hold Hold [Hold [Hold [Hold [Hold Hold
forward 1 hop Crossin-front pivot turn [wait] [wait]
1 knee lift

In my voiceover, | describe this combination as beginninfpwitteps.It would be more accurate to desctfilge
firsthal f 8 s fooarcdtswitapholda s f

8-Count Combo 2

Step | Hold | Step [ Hold | Step Hold Hold | Hold

33:05| 9 | pushpivot pushpivot inplace | § bentknee touch fronl § double drop
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Vell

Step, Step, Steplold

Step | Step | Step Hold
33:22| 1 | walk forward 1 kneelift
9 hip twist frontback
33:35| 2 | walk forward 1 kneelift
1 hop
33:44| 3 | 3-count turn 1 touch under the body
33:50| 4 | 3-count turn 1 kneelift
33:57| 5 | 3-count turn i touch under the body
Box Step
Step Step Step Step
34:09| 6 | across front in place in in place
Step-Pivot, BalFChange
Step Hold Step | Step
34:23| 6 | across front {1 pivot open balkchange back
i arabesque extension
16-Count Combo
Step| Step| Step| Step| Step Hold Step | Step
34:49| 7 | box stegacross, in across front |  pivot open balkchange back
place, in, in place) I arabesque extensio
(7 cont) | Step | Hold | Step | Hold | Step Hold Step | Step
steptouch side with chasse transition (¥ in place| § pivot to close | balkchange
q front extension | in place
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Contemporary LyricalFusion

Step-Hold, Step Step

Step Hold

Step | Step

35:12| 1 | forward | § fromkneebendwith turnedin leg,rotate and sing | walk

through toforwardextension

Step-Pivot, BalkChange

Step Hold

Step | Step

35:23| 2 | across front

1 pivot open
i arabesque extension

ballchange back

16-Count Combo

Step Hold Step | Step | Step Hold Step | Step
35:33| 3 | across | pivot open baltchange across 1 pivot open baltchange
front 1 arabesque back front 1 arabesque back
extension extension
(3 cont) | Step | Step | Step | Step Step Hold | Hold | Hold
turn across the floor (leading open) inplace | pivot open
1 arabesque extension

8 Count Combo 1

Step | Hold Step | Step| Step | StepHold-Step (6&7)| Hold
35:54| 4 | across | pivot ballchange | Across| step in, pivot to close § pivot open
front open back front | step in place 1 arabesque
1 arabesqu extension
extension 1 leg sweep
Leading with the right foot, hered

s-chaniyex(leftiglet)g Btepn c e

f

the left foot across in preparation for a turn. Step on the right foot and pull the right arm in, pivoting to close on the

right fod. Transfer your weight y@ur left foot and continue your counterclockwise rotation; the right leg lifts to

arabesque and sweeps forward in a continuation of the turn.

Step-KneeLift, Step, Step 15:47 16:16

Step Hold Step Step
36:06| 5 | in place knee-lift in place in place
Step | Step | Step Hold
36:16| 6 | walk 1 kneelift
36:25| 7 | walk 1 knee lift, extend (parallel variation)
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Step-Pivot, Step, Step

Step Hold Step | Step
36:37| 8 | in place 1 pivot toclose walkbackwards
1 hip pull-drop
 forward extensiol
Step-Ball-Change, Hold
Step Step Step Hold
36:50] 9 | forward in in place [wait]
9 full shift side
8-Count Combo2
Step Hold Stepstepstep (38&4) | Step | Step | Step | Step
37:06| 10 | forward| § kneelift, extend | step backstep in, side | 3-count turn

(parallel variation

step in place

(lead to close)
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Contemporary Fusion

Step, Step, Steplold

Step | Step

| Step

Hold

37:29| 1 | walk forward 1 touch under the body
9 reverse undulation upper body accent
StepTouch, StepTouch
Step Hold Step Hold
37:43| 2 | in place touch under the body| in place touch under the body

38:06 Alternating Toe-Heel Pivots

Alternating toéneel pivots create a travel variation for an upper body circle.

Step-Knee-Lift, Step, Step

Step Hold Step Step
3827 3 | inplace kneelift in place in place
Hold, BalFChange, Step
Hold Step Step Step
38:47| 4 | knee | side in place in
lift 9 full torso undulationp to the 9 full torso undulation up to the
sde side
Step-Hold, Hold, Hold
Step Hold | Hold | Hold
39:02| 5 | step side ito awide turneebut stance | undulating 8 withémtknee
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USING FOOTWORK IN YOUR DANCE

Clean confident footwork skidllow grace and rhythm to flow with ead&®ile some belly dance uses virtually no
locomotor steps (for instance, isolatidansive tribal fusion choreography, or flowing clasgiti&ggnoves in the
styleof Taldi Cariocag very dancer ds ali gnment b eflpar.rEgery antranteh e poi
exit, weight shifand clean body lifg at its deepest foundation level, balanced over thRdeetd in the stable

base ofgrefooting, both the mind and body are ready to relax, focus, or spring into action.

Coordinatedvith music, footwork underlies the movements that become dance. A deep connection to the music is ¢
hallmark of traditional styles of belly dance, and footwork is often used to interpret rhythm, with steps in time with
the beat. Precision footwork, getfy timed with the music, may create virtuoso performances. Or it may create
somethindediousand robotic, stripped of lifereathand joy.

TheTravel Stgp®gram is based onthe ideaofredica nce t o uni ts of oOdgitizng, 6 anc
dance into ones and zeros. Digitization of dance, like the digitization of music aminfegtse wonderful

ability to easily record and replicktia nexcéllentoa for the classroopand a boon to choreographers who
archivelteir dances with written notatidn. st r ongly recommend dance trainin
and perfecting discrete componémthieir most pure formA o di gi t al 6 approach to per
limited utility. For theatrical character work, it might be a great strategy to create mechanistic looking movement
but it ds un Isdftwanhyhattypifiesttadit@om@at bellgande styles.

Dance isawindowto theextraordinaryYou may relate to this idea hasheseexact terrg or you may prefer to

think of magicmysteryspirituality, divinity, the unknowable, or a sense of reverence, wonder Somasviarms

of dance dazzle with spectacular physical featseldpecial effects in a movidh e r e & & betlyadance to

impress audiences with stunts and tricks (particularly in specialties like drum solo or balancing props), but more oft
weappeal to the emotions on a sulidleel, like poetry or perfume. As dancers, we know the long hoursgf traini
that our form requires, but audiences see our moven
organic. At our best, we revbalnatural as extraordinary, creating moments of transcendence in everyday reality.
(Or, in some casesorking ingothic or tibalfusion styles, we create the extraordinary through deliberately unnatural
movements, working from the other side of the same coin of aesthetics.) Whatever the stidec#, Hellsecret

to our power is notfancy footvikdri t 6 s our connect i on Teahnicalskdls arersijmphham o f
toolkit to helpuscommunicate this connection to our audience.

Many strategies and philosophies exist to help seekers deepen their connection to the extraordilzangesua for

good place to start is with muditusicoriginates fronthe organic rhythms of the bddpreath and the beat of the

hearfi and the living musician who creates sound by moving her breath or body across an iDstaeeryour
awareness of the rhythmsWhile functions in the body can be described on a molecular level in terms of definite
chemical interactions, our senses dondt perceive 00
and relaxes; the lungs expand and eleflaheseycles are contained by punctutiteithg but between beats and

breaths, within the container of timing, blood and air continue to flawterfwoet the extraordinarynmusic, mark

the rhythm, but follow the flow.

And, in whatever way yawnderstand it, follow the extraordinary senbeinf aiveThe o0ond6 and oof f
perceivén our bodyist h e 0Olifepadd oo & more quotidian letveddo o n 6 t h a presemaerokosr t h e
connection teur vitalityi that feeling oflowing or ofbeingd al | tihrertelde ozo e . 6

Stay on.
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LESSON PLANS

These lessons are designed for dancers who have some previous training, but include many very basic awareness
exercises. When maynetskipahes®li sndt wuseful to you,

Balance and Alignment

Working without music, stand quietly and feel the floor. Check the alignment of your body, and bring yourself to a
neutral dance posture. Move your awareness to the sensation in the soles of your feet. Shift forward and back, jig
your ankles and the bones in your feet, stretch and spread your toes, then restack your foot and body, making
adjustments until your weight feels stable and optimally balanced. Your foot should be relaxed, butnot flattened
look for a springy feeling imetarch.

Transfer all of your weight to one foot, and reach out with the free foot. Allow the unweighted leg to roll into a
gently turneaut alignment. éint the free foot and ratlonto the floor starting with the toes, then the ball of the

foot, and finally the heel. Transfer your weight forward, and step through with your otRecésodon a smooth

step, adjusting your bones to find the most free and comfortable transition. Your point, turnout, and foot shape will
determine how your footamats the floor, but using gentle technique most dancers will find that their middle toes
touch the floor first. See how your foot lands, then find the most stable and comfortable rollthrough for your
anatomy.

Begin to walk, rolling every footfall dowtombaltheel order. Start to transfer your weight and move your body
forward as soon as your toes meet the floor; as one foot rolls down, the other peels away. If your balance feels ven
shaky, speed up a little, or think about bringing your heardfosea your free fofit wobbly steps are often the

result of completely laying the foot down in advance of transferring weight and moving the torsoridsugard. |

the movement with sensuosity, f eel i rsgesbofthefeet. lintagimeds p
that each step leaves a shimmering footprint behind.

Speed up. Soften the toes, and simplify the rolling footfall intgoartieabheel motion. Think of leading the
motion with a lengthening of the front of ankle; extend your foot with a gesture similar to the one you would use
when extending your hatmbe kissed. Keep an open lifted posture, but relax your upper body and breathe.

Walk with music. Find a piece with a very slow tempo and languorous instrumentation. Take a moment to ground
and align your body in a neutral dance posture. Bregphe denen walk slowly with the music, relaxing into each
step. Look for balance and stability in every transfer of weight. Imagine a loving friendship between your feet and
the floor, fawvaeof eelacdi olgi gip t orush arpegrashed. Inagirerthat there ise p .
someone important waiting for yauthe other side of the rodnwalkto this person, but take your time. Whoever

this person may be, he or she will have to wait for you.

Change the music to a piece with a festgro. Speed up without rushing. If you are unsteady, try shortening your
steps. Stay grounded and heavy in the hips but use your feet softly and gently. Imagine yourself as a panther or
snake. Direct your energy horizontally into the directionrdirseel, and skim or slide across the floor. Relax
against the music
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Connecting to Rhythm

For traditional styles of betlgnce, a strong connection to the music is essential. Following the beat comes naturally
to many adults who had some exposunedos i ¢ i n their childhood play acti
sensitivity is different, and the muscle coordinat.
physical skills and training. If you are new to dance @e\stlibping a sense for music, use this exercise to cultivate
your musical feelifigthe literal awareness of the sensations that music and rhythm create in your body. If you are a
more experienced dancer or if you repeat this lesson, you may find igeshetefa as a way to focus awareness at

the beginning of a practice session.

Begin by walking in time to any piece of mettumpo music with a 4/4 time signature. (Most Arabic and
contemporary fusion music for belly dance uses this time sigiifayoteare in doubt, choose a piece where you

can clearly hear the beat, and follow musical phrases of four even counts each. If you are still in doubt, you may ne
to consult a teacher or friend with some dance or music background).

Lead with your right @i. Feel foucount phrases that definitively start with a step on the right, then evenly move
through three more steps (left, right, left.) Coordinate your steps with the music so that your leading step on the rig
foot falls on the first beat of a fecount phrase in the music. Switch, and lead with left foot. Continue to emphasize
the first step in the way you relate your walking to the rhythm of the music.

While the music is still playisg,orlie down, close your eyes, and imagine that ystillavalking. Listen for the
Obelly6 of each beat, and visualize your step | andi
phrasing of the music. Depending on the structure of the piece you have chosen, you witlduetipfoases

grouped into longer phrases of eight, sixteen;tithotyor sixtyfour counts. Choose to lead with either your right or

left foot, and mentally walk longer phrases. Start each long phrase clearly with a decisive and intentional first step,
and subtly mark the beginning of each shorterdmumt phrase within the longer phrase.

Standing once again, restart your music, connect Wwi
wal king in a way that mgfétéensoutbbdy and dsiblg @ an audieyce. hPracti@enad p
entrance and an exit. Walk in figRisnd circle patterns. Add steps that travel backwards and sideways. Show
changes in the music by changing the direction or intensity of your stege. tcClkead each phrase with either your

right or left foot, and step with intention into the first count.
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Step, StepTogether & Push; StepTogether, Step & Pull; Chassé

Walk through a step, stegether pattern: start with feet together, then tstiee aut with your right foot; bring

your left foot alongside your right foot, then step in place on the left. Continuing with this footwork pattern, move
forward, back, and to the right. Switch to lead with the left foot, and travel forward, batkedeft. t

Walk through a stepgether, step pattern: start with feet apart, then step your right foot in to bring the feet together;
step out with the left foot, widening your stance, then step the right foot in. Continue with this footwork pattern,
initiating with a step in. Travel forward, back, and left; then switch to lead left, and travel forward, back, and right.

Al l ow one or both feet to slide along the floor and
step, steoge t her , or a O ptogkthegstep.ar i ati on on step

Try push footwork first. Leading again with your right foot, step out on count 1, then slide your left foot into meet it,
and transfer weight left on count two. Continue by stepping out on tifigotigint count three, and sliding the left

f oot in to transfer on count 4. Tr avel forward, b a
back together.

Travel right, and add a hipwork layer to the push: take your step oliftedtiheel, and a right hip lift to the side.
The left foot slides flat along the floor in coordination with your hip lift. Keep a continually lifted right heel and a flat
left foot as you continue the movement.

Switch to lead left, and push forwardkband left. Travel left with push footwork layered with a hip lift on the left
side.

Switch back to lead right, and push right with a different hipwoik daljfeiof the left hip. As you reach out with
the right foot, | shfsidewithithe left hipf As ydu trandfed weiglit ento lyourdlat dght foot,
release the hip and slide the left foot in. As you continue the movement, keep working with a flat right foot and a
lifted left heel. Change and lead left. Move left withleftfimot, lifted right heel, and a hip lift on the right side.

Depending on how you interpret the feeling of the h
one of these movement s. T h e tledeetshht ditiates theafootdvarkspattern,p t o r
danced in coordination with the first count of a musical phrase. Working with music, dance through step, step
together footwork, taking care to match the timing of your movements to the phrasing of tistepusitso that

feet are apart on count one, then bring the trailing foot in so that feet are together on count two. Practice leading
with both your left and right foot, and try adding different hipwork layers (pushes, lifts, drops, cirabeey twists)

both the leading and trailing foot.

Continue with the same movements, but vary your timing to create pull footwork relative to the music. Begin with
feet apart, step in on count one, then separate the feet on count two.

Working with music, alterndtetween push and pull phrases. Here is one exercise to practice timing:

9 Start with feet together. Wait for the beginning of a musical phrase, and start the exercise so that you take youl
first step on the first count of the music.

1 Push to the right faseven counts, and hold on count eight:, RL, RL, R [hold]
Continue to movio the right, but switch to a pull. Your left foot now leaeR; LR, L-R, L-R
1 Change and travel left. Continue leading with your left foot, but change to aRpusR;, IR, L [hold]

=
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9 Continue to travel left, but switch to a pull. Your right foot now leaddsR R R-L, RL

Even though this exercise moves to both the right and left, to build the strongesbldayn connect i on i
good igka to continuen with some ruthroughs that lead from the left. Start with feet together, wait for the

beginning of the musical phrase, then push left. Continue travelling left with a pull. Switch and travel right, first witt
a push, then with a pull. To increasedifficulty of the exercise, add one or more layers to each segment. Another
variation is to shorten each segment to four counts or even to two counts.

Using either simple or layered steps, dance throughédattassk pattern: rigHeft-right, leftrightleft. Try

travelling forward and back, both in a straight line and on alternating diagonals. Vary the speed of your steps.
Working at a slower speed, step on the beat, on counts one, two, and three, and hold on count four. Working at a
fastersped, count the music with an 0&6 marking the tir
0l & 2.6 Hold on the 0&0 between counts two and thr
Try varying the timirigfor instanceh ol d on 616 (perhaps with an upper b
with 06& 2 &; 6 hold on 03,6 and step in coordination
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Step, CrossBehind

Traditional styles of bethance keep close spacing between the legs for many movBatwtse step, step

together patterns pass the feet through wide spacing, some isolations do not layer modestly on this foundation. Fo
sideways travel with layers such as undulations or shoulder shimmies, crossover footwork allows a dancer to take
relatvely large travel steps while still keeping close spacing for the legs.

Move right and left with a step, crbetind footwork pattern. Start with a step in place on the right foot. Travel

right by stepping the left foot across to the back. Brinigltdéaot over to the right and step in place, under the

right hip. Continuing with this footwork pattern, you will observe that the steps you take on your left foot are the
steps that move your body to a new position on the floor. But, rather thamwitedistance between your feet

with your travel step, you have narroweghititch and lead left. To move in one direction and then the other, take
three steps and hold on 04,060 or take seven steps an

Use the step, crebghind patteras the foundation layer for sideways travel with undulations. If you are taking small
steps, you may also use a steptafepher footwork pattern, but this is not a good choice if you need to move
quickly across the stage Matyeredarger steps. i@ it a trfi you will see that your undulation takes on a comical
appearance.

Working with music, try a timing variation: etpgshi nd on 01, 6 step on 02. 6 Wo r
travelling first right then left, the footwork sequence is:

Crossbehind L, step R, crebghind L, step R, crebehind L, step R, crebshind L, hold
Crossbehind R, step L, crebehind R, step L, crebshind R, step L, crebghind R, hold

An undulation layered on this footwork variation will be timed with an empltas back.

I f youdd | i ke t o c o n-behinddoetwopkpatteris,nake suge toddad td both theeright and r o
left sides. Try layering the steps with hip twists, weighted hip drops, or a hip d¢isctanengdvariations ofdih a
step on O0dé& hdamd a ncrods H Try moving |l eft and right,

travel takes you towards the audience and back upstage.

I dondt r outinfnreolnyt ,u sset eap 60 cfrooost swthe besitrpval foundatiafordng c au s e |
hipwork layer, but some folk dances use this sequence, and it may occasionally be useful to add variety to your dat
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