
ADVANCED CLASS OUT-LINE 
 
WEEK #1 
Preparing for a Cabaret Show 
A Professional Show 
Entrances w/veil and zils 
Exits 
 
WEEK #2 
Transition to Veil Piece and disposing of veil 
 
WEEK #3 
Transition to floorwork 
 
WEEK #4 
Review 
 
WEEK #5 
Drumsolo 
 
WEEK #6 
Taxim 
 
WEEK #7 
Putting it all together into a Professional Show! 
 
WEEK #8 
Complete review and short student recital 
 
www.mozuna.com 
Shibar’s web-site for more information on Belly Dance 
 
www.thebellydanceshop.com 
On the 7th floor of the Colwick Towers is Charlotte’s only Belly Dance Store, The Belly 
Dance Shop! Run By Lee Ann Ertezuk the Belly Dance Shop is a wonderful source for 
costuming. Importing heavily from Turkey, Lee Ann is a Belly Dancer herself so she knows 
what dancers like and she’s a sweet as the day is long so make sure you give her a call when 
you’re ready to buy! 
Open to the public Tuesdays from 4-7pm and Wednesdays from 12-5pm, or call for appt.  
Ph. – 704 - 491-7019 
buy@thebellydanceshop.com 



ENTRANCES AND EXITS 
ENTRANCES 
 
1. OFF STAGE  
 
FAST 
 
FAST W/ZILS 
 
FAST W/VEIL ON 
 
FAST W/VEIL ON W/ZILS 
 
SLOW 
 
SLOW W/VEIL 
 
2. ON STAGE 
 
POSING 
 
FAST 
 
FAST W/ZILS 
 
FAST W/VEIL ON 
 
FAST W/VEIL ON W/ZILS 
 
SLOW 
 
SLOW W/VEIL 
 
EXITS 
 
1. EXITING OFF STAGE 
 
FAST 
 
FAST W/ZILS 
 
2. FINALE ON STAGE 
 
POSING AND STICKING YOUR MARK 
 
TAKING YOUR BOWS 



DANCE POSES W/VEIL 

      
 

        
 

       



 

              
 

              
 

                
 



 

     
 
 

     
 
 

     



 
 

      
 
 

               
   

                
 



             
 
 

               
 

               



PICK A STYLE, PLEASE! 
 
Many students do not know what style of Belly Dance they are studying; they simply mimic 
their favorite (and possibly only) teacher. The teacher may him or herself be unable to 
describe anything other than what they dance, the Orientale (Cabaret) and maybe a folkloric 
version of what they had been taught to emulate. Many students, as well as teachers, may not 
care about their ignorance and from a casual stand point that attitude is fine, but if the student 
(and the teacher) want to perform professionally and wish to rise above the mediocrity I feel 
they need to pick a style. 
 
“Belly Dance” is a generalized term describing a myriad of dance styles ranging from the 
most delicate Raqs al Sharqi, to the wildest ecstatic Zar. Once a student comprehends a few 
basic movements, steps and postures, I feel that it is helpful for them to focus almost 
exclusively on only one dance style. Retaining their focus until they have become somewhat 
proficient in the style chosen.  
 
Almost all Middle Eastern dance styles share many common movements, postures and steps, 
but the fun part is in discovering the endless variations, the nuances which define a particular 
style. Once these common movements (circles, lifts, drops, shimmies, rocking steps etc.) 
have been introduced, it’ s my opinion that a student should be exposed to a wide variety of 
styles. This includes the corresponding music, costumes, props (if any) and as much 
historical and cultural context as the instructor can provide.  
 
People respond differently to music, as well as costuming, and some people have handicaps 
that might prevent them from continuing to pursue certain styles. The more variety a student 
has from which to choose the easier it is for them to find a style that inspires them, thus 
urging them on in their dance studies. A strong, secure instructor will encourage a student to 
study for a while with a different teacher, if they themselves are less proficient in the 
student’ s desired style. 
 
People also choose, consciously or unconsciously, to dance for different reasons. Some are 
budding artists and were born performers. Others may be hidden artists and performers who 
need help discovering their talent and believing in themselves. Some people are 
exhibitionists; some are shy introverts who are on a private spiritual journey. Some have 
danced all their lives and are simply enlarging their repertoire. Some are looking for exotic 
exercise, or want to privately surprise their lovers. Some are simply curious and some are 
dragged along to class by a friend. A rare few are touched as by a magic spell and must 
simply dance or die. Some people want to perform in public; some strictly in private and 
again a rare few want to become professional performers and/or instructors. Exposure to a 
wide variety of styles will help all of the people mentioned above to find a style that suits 
them. 
 
It’ s a good instructor’ s job to critique a student’ s proficiency and it’ s the student’ s job to 
accept the critique as instructive and intended as helpful, not as personal attack or criticism. 
So, once a style has been chosen, studied and perfected the student should be encouraged to 
re-examine the various other styles again and pick yet another on which to focus their 
attention. This way they remain challenged and interested, while adding even more to their 
repertoire of movements, postures, phrasing, and costuming. As well as increasing their 
physical abilities and spatial awareness.  
 



To be able to “pick a style” the various basic styles must first be defined. It might be helpful 
to the student if the teacher categorizes first by country, then Cabaret, Folkloric and Rromani. 
 
Here’ s an example: 
 
CATEGORIES 
 
CABARET 
Refinement, costuming and venue usually define Cabaret style in any country. The name 
refers to the establishment which most commonly hire Belly dancers, a Cabaret or Night 
Club. They may or may not sell food but they always sell alcohol. During a Cabaret 
performance the dancer may perform a folkloric piece in a folkloric costume, but the 
standard two piece bra and belt or “Bedlah” is most often worn, however new fabrics have 
made glamorous dresses with beading and cutouts a popular new addition to the Cabaret 
costume. For more on Cabaret performance and preparation read my articles “Preparing for a 
Cabaret Performance” and “A Professional Oriental Cabaret Show.” 
 
Here are a few costuming suggestions for a Cabaret costume: 

- A TWO PIECE BEDLAH 
- SPLIT CIRCLE SKIRTS 
- SHINEY COINS 
- GLAMOUROUS FORM FITTING GOWN 
- GLITTERY SEQUINS & PAILETTES 
- BEADED FRINGE 
- CHIFFON & LAME 
- HIGH HEELS 

 
FOLKLORIC 

- TRADITIONAL REGIONAL DANCES  
(Egyptian Assaya, Arabian Gulf Khalligi, Lebanese Debke) 
 
- TRADITIONAL SPIRITUAL DANCES  
(Zar, Dervish, Guedra, etc.) 
 
- RE-CREATION OF HISTORICAL STYLES  
(16th century. Rromani, 19th century Ghawazii, Ouled Nail etc.) 
 

RrOMANI 
- TURKISH RrOMANI 
- EGYPTIAN SHAMADAN 
- EGYPTIAN GHAWAZII 
- SPANISH ZAMBRA MORA 

 
FUSION/FANTASY 

- AMERICAN TRIBAL STYLE 
- DUNYAVI 
- ANCIENT DANCE (Pharonic, Greek, Roman, Cretan, Minoin etc.) 
- MIDDLE EASTERN DANCE AS EXECUTED IN THE S.C.A. and 

RENN. FAIRS (Tantalizing Tavern Tart) 
- MODERN GODDESS WORSHIP 



Here is a list of various countries for possible study: 
 
Algeria, Arabia, Armenia, Crete, Egypt, Greece, Iran, Iraq, Israel, Jordan, Lebanon, 
Morocco, Saudi Arabia & the Arabian Gulf region, Syria, Turkey, Tunisia, The United 
Arab Emirates, India, Spain, Macedonia, The Balkans, Southern Europe, U.K., United 
States, Central America 
 
If the student were a Middle Easterner raised with the dance, or was studying with a Middle 
Eastern instructor this would be a non-issue. Unfortunately, in my belief growing numbers of 
students are taught (and have been for many years) by instructors who may only have once 
seen some authentic Middle Eastern dance. They have since taught what their subconscious 
reconstructed for them. Or what they have reconstructed for themselves using Orientalist Art 
as inspiration as well as instruction, instead of more in-depth historical research. I do not 
mean to imply that one should not be creative, that is a very important aspect to dance, I 
mean that there already exists an underlying structure upon which to build. 
 
So I encourage both teachers and students to study as much as they can about the style of 
Belly dance to which they are drawn. Once they are proficient in one style I whole-heartedly 
suggest they study another distinctly different style. Being unable to describe specific styles, 
tell them apart and give good examples confuses the student, not to mention the audience. So 
let’ s bring some clarity to the issue of what constitutes Belly Dance and PICK A STYLE! 
�



 
PREPARING FOR A 

  

 
 

PROFESSIONAL PERFORMANCE 
(as performed in the USA) 

 
 



 The difference between an amateur and a professional isn’ t just financial. Professional 
dancers, generally speaking, have better costumes (although they may not have better taste) as 
well as a larger assortment. But more importantly a professional dancer, especially a well-
seasoned professional, has a broader range of dance skills and knowledge that are only acquired 
through experience 

 
When preparing for a professional show there are many things I recommend you organize 

ahead of time. Obviously you will require at least one complete costume - from make-up to 
cover-up. Hopefully you will have mastered additional skills like zils, cane or veils, which 
enhance and diversify your performance. Perhaps you perform different folkloric styles as well as 
cabaret. Adding variety helps you avoid repetitious and monotonous dancing. 
 
PERFORMANCE OPPORTUNITIES  
 

There is actually a wide range of performance opportunities, especially if you use your 
imagination and initiative. The length of a set depends on the type of performance. Here are some 
suggestions: 

Nightclubs  
Competition can be fierce and an amateur can be destroyed here. You may have to 

negotiate a contract with a club or restaurant. You need to have pre-arranged the time (right after 
your performance, at the end of the night, by mail etc.) and form of payment (cash, check, charge 
card, number of goats, etc.). You need to know whether there will be tipping or not and how you 
feel about it. Remember that there are “ Blue laws”  which vary from State to State. In some states 
it’ s illegal to touch a customer who is tipping you (to the observer it looks like prostitution), so be 
careful and find out what your local blue laws are. You’ ll always need to know exactly what’ s 
expected of you in terms of interaction with the customers and if you’ re not comfortable with 
what they ask you to do, don’ t do it! 
 

You’ ll need transportation (including directions) and fliers or business cards to hand out. 
You’ ll need somewhere to change a safe place for your belongings and possibly an escort to your 
car if you are leaving the performance late at night. If you’ re using audiotapes for your 
performance you should always have two copies of your chosen music, in case there’ s a problem. 
Homemade CDs can give you trouble on some systems, so bring along an audiotape as well, for a 
back up. Remember Murphy’ s Law “ Anything that can go wrong, will!”  Have a short 
introduction prepared but the most important requirements you will need are a good attitude, a 
sense of humor and patience. And last, but not least, you need to enjoy yourself and smile often. 
Dealing with agents and bosses: 

Don’ t give out business cards at a gigue if an agent books you. 

Don’ t be late. 

Don’ t sleep with the boss, the staff or the customers. 

When going for an interview always dress nicely, wear make-up and be polite. 

Customers/drinks: 

Don’ t drink until after all of your performances. 

Don’ t agree to sit with customers & encourage them to buy drinks. 



Restaurants 
There are as many different Middle Eastern restaurants as there are Middle Eastern 

countries; however, there seem to me, to be a predominance of Moroccan, Persian or Greek. 
Depending on where you live there may be a plethora of restaurants (the D.C. area, San 
Francisco, New York etc.) or a dearth (i.e. none, as in Monroe, NC & a million other small 
towns). Keep in mind however, that Middle Eastern dance doesn’ t have to be performed in a 
Middle Eastern restaurant. I have friends who have a regular seasonal engagement at a cute little 
French Bistro. There they perform in an intimate, outdoor brick courtyard accompanied by a wide 
variety of dancers. 

Picture of me at something classic 
Be forewarned that working in a restaurant has its ups and downs. Often there is very little 

room and seldom a designated dancing area. Even in restaurants with a dance floor you must 
constantly be aware of the wait staff. To keep the food hot they always take the shortest route to 
the customer's table, even if it’ s right through the middle of your dervish dance! Food under bare 
feet and the smell of it in your hair and costume can quickly become unpleasant. So does the lack 
of attention from people who prefer to concentrate on their dinner, rather then a dancer. Veilwork, 
skirtwork, floorwork and turns, can all be difficult to execute in tight surroundings, and are some 
of the possible minuses when performing in a restaurant. Some of the pluses are free food, 
heating and air conditioning, a trapped audience, a convenient restroom, no wind to dislodge 
swords or tangle veils and electricity for taped music (often there’ s a sound system). 
Performance-13-20 min. sets. You may want to have more than one set, as well as a costume 
change for the second performance. Remember Artemis’ s favorite adage “ Short, Hot & Sweet - 
leave ’ em wanting more!”   

 

Belly Grams 
These are like singing telegrams only instead of singing you dance. Advertise in the phone 

book or hire on with a talent agency. A great way to augment your income. 
Performance-You need a portable jambox, a 10-15 min. set, transportation and a good sense of 
humor. Make sure it’ s an “ all ages”  show. 
Private Parties 
You can either advertise yourself independently or hire on with a talent agency. Private parties 
can range from a free hafla with your friends to being flown to another country and feted in high 
style. Don’ t forget to be polite! 
Performance- two 13-20 min. sets. You’ ll need transportation, possibly a jambox and a change of 
costume. 

 

Workshop Shows 
Many workshops offer the attendees the opportunity to perform for each other, and often 

the general public as well. Not all dancers perform professionally and a workshop show provides 
a wonderful venue for these dancers. It can be a very validating experience to dance for one’ s 
peers. 



 
Performance- 5-13 min. (the length may be predetermined by the workshop sponsor). If you are 
the star of the workshop show you may have three performances in the show with costume 
changes. If you are the workshop sponsor, you may have two performances in the show with 
costume changes. If you are an attendee you will probably only have one dance, so the length will 
depend on the music chosen. Avoid the longer more intensive pieces unless you can really pull 
them off. In other words don’ t try to be too overly ambitious, as your performance will suffer. 
This is a good time however to show off the aspects of your dance which only other dancers can 
appreciate, intricate shimmies, culture specific gesturing, etc. 

 

Renaissance Festivals 
PICTURE OF YASMINE AND PICTURE OF JANE 

Renaissance Festivals or Ren Fairs are springing up all over the place. Many large cities in 
the USA have Ren Fairs that come to town yearly. Some Ren Fairs are permanent, year round 
events. Costuming can be very interesting. Generally folkloric in nature however since Rennies 
aren’ t quite the sticklers for authenticity say people in the SCA are, costuming can be a bit more 
creative. There is usually one lead dancer who is in charge of all the dancers. If you wish to dance 
professionally at a Renaissance Festival you might want to make friends with the lead dancer, but 
you will have to be hired for the job. You can’ t just show up and dance and ask for money. You 
can often dance for free at Ren Fairs during the open dance section of the show, or in the context 
of an SCA demo that must be pre-arranged. The point is don’ t just show up in costume and expect 
to be able to perform, there is an already established hierarchy which must be respected. 
Performance- Performances at a Ren Faire lasts all day and is both scheduled and impromptu and 
are most often accompanied by a drummer, if not a band. Live music at a Ren Faire is a must! 



 

Street Performance 
PICTURE OF ME AND YASMINE AND LEAHA 

Be careful with street performance. There are many ways in which you are vulnerable out 
on the street. Pavement is cruel to belts, skirts, veils, knees and feet. Not only is it hard, rough and 
uneven, it can be blisteringly hot and it’ s always filthy! Be careful accepting money as well 
because it might be illegal without a license. Always give vehicles the right of way and don’ t 
block the doors to any business. In fact it’ s good form to always get permission to perform 
outside someone’ s business. 
Performance- Here is the one time you can do anything you want, but I recommend you don’ t 
show too much skin when out in the general public. Save the tiny beaded bits of nothing for the 
clubs and private parties. 

 

Art Galleries/Coffee Shops/Book Stores 
PICTURE OF ME AT ST. RUBY’S 

I’ ve often performed for free or for tips at art galleries and coffee shops. About mid-way 
through my performance I will pass through the audience with a tip basket or more often a friend 
volunteers to do it. These small intimate shows are perfect for experimentation. Live music, even 
if it’ s just a drum and your zils, is hugely popular in these scenarios as well! 
Performance- I recommend your basic 13 to 20 min. sets. Treat this like a restaurant performance. 
Other possible performance venues are: International Festivals at Colleges and Religious 
Institutions. Local Civic Festivals like the Novello festival of reading, the Spoleto arts festival, 
Festival in the Park, May Day celebrations. Grand Openings/Charities, (I’ ve performed for the 
openings of a Cigar store, a new-age import store as well as a Breast Cancer benefit and a benefit 
for a cat that had been hit by a car.) 
 
There are performance possibilities for Hobbyists, like the SCA or Contra Dancers, Sci-Fi 
Conventions. 
 
GENERAL PERFORMANCE PREPARATIONS  
 

Self-promotion/Advertising  
 
Brief Dance Bio/Resume  

 
In this modern age where computers are available for use free at the public library, there’ s 

no excuse for not having a professional looking resume. Try to keep it one page long, make sure 
you use spell check and try to avoid fancy fonts, as you really want it simple and legible! 
Don’ t embellish. If you only attended a certain instructor’ s workshop say so, don’ t imply that you 
studied extensively with that teacher. Do however accentuate your positives. If you have taught 
and been paid for it, you’ re a teacher. If you have performed in public and been paid, you’ re a 
professional dancer. If you have had a review or two published, you’ re a critic. See what I mean? 
 
Professional Pics - Pictures are worth a thousand words so you want to consider your most 
professional looking pictures to use for advertising. Miramar, a wonderful dancer in the DC area, 
recommends buying K-mart, Sears or Wal-Mart photo pkgs. They usually have great package 



deals and if you’ re brave enough to wait in line while in full costume, you might leave with some 
wonderful pictures at a fraction of the cost of other professional photographers. 

 
 

If you happen to be fortunate enough to be friends with a professional photographer, you 
may wish to approach them. If so, make sure you compensate them adequately by paying for the 
film, developing, extra prints and their time as well. Be forewarned most photographers retain the 
negatives and you must purchase copies, as you need them. This is one way professional 
photographers make a living. 
 

Before you have your pictures taken decide what poses you want captured and practice 
them at home, including facial expression. You may want to have some shots of you in motion, 
spins with veils work well. Keep in mind that you’ ll probably only like about 10% of the shots, so 
shoot a lot of film (this is true of professional models as well). 
 

Once you start dancing in public try to collect pictures of your performances. This will 
require begging everyone you know to take pictures of you but it’ s worth it. You also need to 
obtain permission from the photographer to use the shots, unless they give you the negative. 
Always give them credit for taking the shot and if you’ re making money off it, like selling the 
image on postcards, then you’ ll need a signed release form from the photographer and they may 
require financial restitution. 
 
Business card 

Keep the information on your cards simple name, contact information and services 
available. Use your professional name, if you have one and describe yourself in precise and 
succinct terms. Here’ s a silly example: 



Princess Sha-poopie, Performer / Instructor of Turkish Orientale style Middle Eastern 
Dance,  

ph. 777-7777  
Create a logo for your card. Pictures are worth a thousand words 

Never use someone else’ s artwork without consent and/or payment! Never use someone else’ s 
name. If you can’ t come up with a name ask others for suggestions. You can always use your real 
name, but a new name is fun as well as a good way to separate dance life from your mundane life. 
 
Video/audio tape (if with band)  

Ask someone to videotape one of your live performances, then make copies to give to 
potential customers. You can also videotape yourself or hire a studio to tape you. Get as clear a 
picture as possible and get as close as possible as well. 
If you play an instrument with a band as well as dance, make a good recording of your music to 
give away as a demo tape. 
 
Try to become somewhat versed in public speaking.  

Learn to shake hands firmly and to look people in the eye when speaking to them. Try to 
learn people’ s names as quickly as possible. Repeating their name 3 times after meeting them 
often helps especially if you use their name in conversation with them, while looking them in the 
face. Or simply write yourself a note. It’ s important as a professional to try to use people’ s names. 
Don’ t be overly familiar however. If you feel you should refer to your employer as Mr. or 
Ms./Mrs. do so. Courtesy counts! 
 
Advertise-  

Create fliers to pass out or drop off at businesses like dance studios. Have one that 
explains what Belly dance is and what your qualifications are. Or create them to advertise 
workshops or shows. You can place advertising in other dancer’ s dance programs, on Public 
Radio, as well as small local papers that feature the arts and entertainment of the area. 

 
 

PERSONAL PERFORMANCE PREPARATIONS  
Mental Preparation 

Start to psyche yourself up from the minute you put on your costume! Steady your nerves 
with controlled breathing and creative visualization. Imagine yourself in the middle of the coming 
performance and see yourself as relaxed and focused. Hold this image in your mind through out 
your preparations as well as performance. However, no amount of mental effort can disguise a 
lack of preparedness. If you have not been dancing in preparation for the show you should be 
nervous! 
 
Music & dance sequence/choreography 

You need to have a “ set” . In other words a pre-determined and practiced idea of how you 
are going to perform, whether it’ s choreography or free form. Never use someone else’ s 
choreography without permission and always give credit where credit is due! 

 
To accompany the set you should pre-arrange to have either recorded music or a drummer 

and/or other musicians, as well as some sort of sound system. If your employer provides the 
sound system, find out where it is as soon as you arrive. Try to get introduced to whomever will 



be operating the sound system (they’ re now you’ re new “ best friend” ) or get instructed in its 
operation yourself or bring a techie friend to be your soundman. When preparing your music 
always use as good equipment as possible and that includes using quality tapes or CDs. 

 
If there’ s a band, make friends as quickly as possible and show them as much respect as 

you wish to be shown (same goes for the soundman). These people can make or break your 
performance. They can be your “ best friend”  or your “ worst enemy”  and you may be splitting tips 
or a paycheck! 

 

Costume 
Always make sure your costume is clean, in good repair, and all of its various 

accoutrements gathered together, before the day of the performance. Inspect all seams for broken 
stitches and press any material that requires it, (careful not to melt metallic material). Replace 
loose or limp elastic in waistbands, cuffs or bras. Check all beadwork and trim for loose stitches 
or broken fringe so it can be repaired before there is further deterioration. Check all hooks and 
eyes or snaps for sturdiness. There’ s nothing more embarrassing then a belt or bra springing open 
in front of an audience. 

 

Shoes  
Don’ t forget to give serious consideration to shoes! Some dancers always dance in shoes 

while others may prefer the freedom of bare feet, however not all performances lend themselves 
to bare feet. Some places like restaurants have health regulations or insurance restrictions 
prohibiting bare feet and hot surfaces like stages under the sun can badly burn bare feet. 

Heels present their own problems. Some outside terrain like rough brickwork and gravel 
make high heels dangerous. Heels can also easily sink and become mired in soft, damp earth. 
Collect an assortment of various footwear so you are prepared for a variety of dance locales, but 
make sure your choices match your costumes! For dancing out side in colder weather my favorite 
footwear is short, suede boots that have no heel to speak of and are rubber soled. Right now they 
are out of fashion and I can’ t find them anywhere, but you might want a sturdier boot that will 
hold up to dancing on pavement. 

 

Costume appropriateness  
It’ s important to consider for whom you’ ll be dancing. To understand what type of people 

constitute your audience. In a Middle Eastern nightclub your audience will probably consist of 
Middle Eastern men. At a Middle Eastern Restaurant or International Festival you will probably 
encounter a mixed audience which can include Middle Eastern women and children and people of 
varying ethnic backgrounds. At Ren Fairs you will probably dance for American families. So you 
can see how your audience can vary and a good performer always keeps the type of audience in 
mind. 

 
Suit costuming, as well as performance, to the venue. For performances open to families I 

recommend something folkloric or tribal but not too revealing. For nightclubs wear your glitziest, 
but not necessarily your skimpiest, it depends on the owners. Cover up somewhat at nursing 
homes but let it all hang out, so to speak, at private adult parties. Use your discretion when 
choosing which costume to wear. 



 

Jewelry 
Jump rings on metal jewelry or holding coins on a bra or belt may pull open over time and 

need to be tightened with pliers. You’ ll need two small pliers, one to hold the jump ring and one 
to pull the ring tighter. I prefer the ones with grooved “ teeth”  and rubber coated handles. When 
opening jump rings always twist them open don’ t pull them apart. Too many manipulations and 
jump rings break, so occasionally heavy pieces like belts may need many of the jump rings 
replaced over time. 

 

Cover-ups 

Cover-ups are a necessary component of a complete costume. Maintain your personal 
mystique and the allure of your costume by remaining covered until performance. Then 
afterwards as well, especially if you are going to mingle with the audience. A Cabaret costume up 
close and personal can be a bit intimidating. Covering-up can put your audience as well as 
yourself at ease. Covering-up also helps deter men from addressing themselves to and staring at a 
well-displayed "décolletage".  

 
I strongly recommend not wearing the belt to your costume while driving. Sitting on the 

fringe can tear out strands of beadwork, as well as damage beaded appliques. If the belt has coins 
they can be bent and chains can be broken if sat upon. Chains and fringe can damage expensive 
leather seats as well, so beware. Also be aware of what you’ re wearing in case you have a wreck, 
break down, or have to talk to law enforcement official. 

 

Sewing Kit  
I always carry a small sewing kit to every gigue containing: 

Assorted needles of various sizes 

Assorted safety pins of various sizes 

Small pair of sharp scissors 

Tape measure 

Small collection of extra hooks & eyes and snaps 

Small amount of elastic for zil repair 

Small assortment of variously colored, sturdy thread, which should match most of your 
costumes. 

Possibly a couple of small pliers for jewelry repair 

I use a tri-fold jewelry bag with multiple compartments for my sewing kit. It wraps up into a 
small bundle and I keep it ready to use, and I use it often. 



 

Make-up  
If you can get a professional make-up consultation make it clear that you are interested in 

stage make-up. When applying make-up for performances wear more make-up than would 
normally be worn and probably a good bit more than one would wear out in the evening. Your 
face needs to be distinguishable from a distance and lighting can vary, so you need a lot of make-
up. Invest in good quality kohl from a reputable cosmetics company and heavily line the inner 
eyelids, upper and lower. This is a traditional eye adornment in the Middle East. Always try to 
buy good make-up, it’ s worth it in the long run. Always keep the make-up fresh; old make-up has 
already changed its chemical composition. 
 
ACCESSORIES: 
Veils 

Make sure you have your veil(s) packed and ready for the gigue. To avoid wrinkles role 
the veils up for packing. I occasionally role them up around a cotton ball or some folded tissue on 
to which I have added a drop or two of scented oil. The veil(s) will absorb the scent and it will 
waft noticeably off the veil during performance. Warning, oils and perfumes can and will stain, so 
use great care and desecration to avoid staining your veil. You might want to create a sachet. 
Make, or obtain, a pouch smaller then a zil pouch. Stuff it with cotton balls that have been lightly 
scented then wrap your veil around the sachet. Don’ t douse the cotton balls so heavily that the 
oils can soak through the pouch. Be aware when wearing perfumes of other people’ s allergies. 
Oils tend to be less offensive the perfumes. 

 

Zils or Turkish Spoons 
Make sure the elastic in your zils is tight and secure, if not replace it. You may want to 

polish them, feel free to do so. Place them in a pouch all their own, possibly padded since brass 
can become brittle and shatter on impact. Make sure all four are packed before the gigue. There’ s 
nothing more upsetting then reaching into a pouch and pulling out three zils. Count your zils 
before you leave the gigue as well. 

 
Between sets always replace your zils in their pouch and keep that pouch in a secure 

place. I also recommend not lending zils to anyone. Even a close friend can accidentally loose a 
zil, ruining a possibly irreplaceable set. If you want to share have an extra pair you won’ t mind 
losing. Let’ s just say here that I feel it’ s very important to keep up with your stuff. It’ s a real 
shame when casual thoughtlessness causes the loss of a valued treasure. 
 

Turkish Spoons should have their own pouches as well and again care should be taken, as 
they are wooden and might break. Make sure there are four to a pouch and pack them before the 
gigue and count them before leaving the gigue. 
 

Swords  
There is a lot of debate on the use of swords. I’ m not going to join the legitimacy debate 

here. I wish instead to focus on safety issues. Always have a sheath for the sword and return the 
sword immediately to it after use. Keep your sword in a safe and guarded place where children or 
teenagers cannot find it. Never let anyone play with your sword in case they hurt themselves. If 
allowing audience members to try balancing a sword place it on their heads yourself and remove 



it yourself as well. Swords don’ t need a sharp edge on them to look scary, so you may want a dull 
sword for safety’ s sake. 

 

Canes/tateeb/assay  
Always take great care to have enough room to swing your cane. You don’ t want to hit 

any one. I once saw a dancer hit a toddler smack in the face with her cane because the audience 
was too close behind her. You also need to take into consideration the height of the ceiling and 
look out for any light fixtures. Make sure you wrap a rubber band around the opposite end from 
the crook of a cane. This gives you something to grip and will help keep the cane from flying out 
of your hand. 

 

Candelabra/oil lamps  
Use dripless candles in a candelabrum. Hot dripping wax can ruin a costume, get in your 

hair or drip in your face! Always be extremely careful when using fire. Make sure the ceiling is 
high enough and take all the fire precautions you can think of! Remember hair and costumes are 
easily set on fire. 

 

Snakes  
I could write a very long article on snakes, but here I simply want to mention a few things. 

Remember that many, many people are terrified of snakes so don’ t get too close to someone who 
looks nervous. Snakes need to be kept in a very tightly closing and warm place. Cold can kill a 
snake and they are master escape artists. 

 
When dancing with snakes, be ready to be pooped or peed on. Never jerk the snake 

around and wear a costume that will not damage their delicate skin. Always handle snakes firmly 
yet carefully and keep them far away from your face. Never kiss a snake they often carry 
salmonella and always wash your hands after handling them. 

 

PREPARING THE PERFORMANCE SPACE 
Arrive early enough to familiarize yourself with the area in which you are to perform, as 

well as policing it of any hazards. Figure out your entrances and exits. If possible dance around a 
little to get the lay of the land. Try a few spins. Spins will always gravitate down hill and so will 
your fanny! It helps tremendously if you can anticipate the dips and rolls so you can avoid them 
or at the very least avoid spinning into them unexpectedly. 

 
Check for hazards such as spilled liquid. One slip can equal a broken hip. Look for nails 

or splinters protruding out of the woodwork which can hurt bare feet or catch on skirts and veils. 
No one wants tetanus shot, damaged material or horror of horrors a costume that is literally 
yanked off of you! Be very careful if you plan on doing floorwork. You can perform floorwork 
on brickwork, but only a masochist will enjoy it. I once pulled a toenail off during a performance 
of floorwork on brickwork. Knees can be easily damaged if they come down on something like a 
small twig or rock, or too firmly on brickwork as well, so be careful! Also don’ t make matters 
worse by trying to solve the problem with scattered rugs. These can be deadly if not sufficiently 



held in place. Rugs can slip under you, bunch up and trip you or pull up at the edges and trip you. 
Keep an eye out for utility cords as well if there is a band or sound system. 

 
At all times check for burning cigarettes, broken glass, loose or warped boards, 

positioning of the tables and chairs and the flow of pedestrian traffic like waiters or festival 
attendees. 

 
Pay special attention to fire hazards like candles, tikki torches, stage lights, burning 

incense, fire pits or fireplaces, fire jugglers and fire breathers. All of these things can set a skirt or 
veil on fire instantly and not only burn your costume, but possibly end in tragedy. When fire and 
wind are a factor it may not be a good time for veil work. 

 
If dancing outside you need to check closely for rocks and sticks, which can badly damage 

bare feet and cause you to turn your ankle if you’ re wearing shoes. 
 
There’ s one hazard unique to really large stages and outside performance, which is 

difficult to describe, but which many people experience. It involves spatial orientation, which can 
be difficult to obtain in a vast space or an outdoor setting, particularly for those dancers who are 
accustomed to dancing in a small well-defined area. It can be an over whelming sensation, but it 
can be banished with familiarity, which is achieved through repeated exposure to dancing in that 
space or one similar in size.  

 
If you dance in a large space only once or twice a year you may experience this lack of 

orientation, (don’ t let me put something into your head, this never bothers some dancers). Just try 
to relax and focus on the music. Use broad sweeping motion to help fill up the space. This is a 
wonderful opportunity to spread your wings, without the limitations of a confined space, so enjoy 
those fast moving traveling steps with no holding back. Dance your veil with full extension and 
abandon. Open your dancing to fill the larger space. Vastness need not be a problem. 

 

WORKING WITH MUSICIANS 
PICTURE OF ME AND MARK 

Always rehearse with the band before a gigue if at all possible. If not try to procure a 
recording of their work so you can be familiar with their repertoire. 
Know your music 
Discuss splitting tips ahead of time 
Always show respect; let the audience see you acknowledge the band. 
Never assume you can dance for a band. Always ask first and don’ t be offended if they tell you 
no, if it’ s their gigue. 
Musical basics you need to work with band: 

Be familiar with their work 

Know the names of songs, as many as possible, or be able to hum it 

Know what a: 

Phrase is 

Measure is 

Down beat/back beat 



A rest 

Know the basic rhythms 
Recognize musical dynamics 

Video taping at gigues 
Never videotape without permission. 

 

ATTITUDE AND PROFESSIONAL DEMEANOR 
NO DRINKING ON THE JOB!  

(“ Dutch courage” , isn’ t really) If you worked in a sawmill you wouldn’ t drink on the job. 
If you were a surgeon, fireman or airplane pilot you wouldn’ t drink on the job. Dancing takes just 
as much focus and quick thinking as these other jobs so don’ t drink when you dance 
professionally. Drinking undercuts your stamina, destroys your spins and impairs your judgment. 
W/Clients  

 
Try to always be polite, well dressed and punctual. When bringing a spouse or helper to 

performances discretion should be used and sometimes permission must be sought before hand. 
It’ s always safest to ask first. 

Tips, Salary & Under-cutting 
Deciding whether or not to accept tips is entirely up to the individual. So is the manner in 

which the tips are accepted, stuffed into a belt or bra, taken with the teeth, spit on by the customer 
and slapped on to the forehead. Up to you, your boss, the band and the police. Be careful about 
touching a customer while accepting a tip - blue laws get the owner fined and you fired! 
W/Other Dancers 

 
Never criticize another performer to an audience member and avoid sitting with your back 

to the stage and/or talking during another dancer’ s performance. Show respect at least, if you 
can’ t express support. If at all possible, show support and enthusiasm for other performers. 
Clapping, ululating and other forms of encouragement not only excite the dancer but the 
audience, the musicians and yourself as well. It also encourages others to express themselves in a 
like manner. 

 
Never use flash photo or videotape without permission. That goes for ziling during their 

performance as well. Also avoid gossip with other dancers as well as the customers, if possible. 
W/The Audience  

 
Never leave a professional engagement with a customer; it could be mistaken for 

prostitution. Be very careful accepting tips! Find out what the local blue laws are before you 
accept money from anyone who isn’ t the person who hired you. Try not to discuss your private 
life with customers. Take great care in your interaction with customers, in general. 

 
Accept both criticism and compliments graciously, but be forewarned they may be mixed 

together. Like the time an older couple approached me after a performance and gave me quite a 
mix of opinions. The gentleman beamed at me and told me how much he enjoyed my dancing and 
quoted his wife as having said that I was a much better dancer then the other dancer who had also 
performed. His wife scowled at both of us and snapped, “ No I didn’ t, I said she was more 
aggressive!”  I thought it was hilarious. 



 
Also try not to jump to conclusions about the audience’ s opinion. Once during a 

performance another older couple struck me by their wildly divergent body language and facial 
expressions. He was beaming at me, she was scowling at me. I assumed it was the standard sexist 
responses, the man thought I was sexy and the woman resented it. I even have them on videotape 
and would use them as examples to my students of classic Freudian responses. I was astounded 
when during a repeat performance a year later I was introduced to them and told by their 
daughter, who was their interpreter as they didn’ t speak much English, how moved her Mother 
had been by seeing dancing which she associated with “ home” , she had even cried! They 
requested a special dance just for them and gushed (through their daughter) over me for at least an 
hour! I had assumed she hated me and in reality I had pleased her very much indeed, so don’ t 
jump to conclusions and always try to be gracious. If I were to dance for the greatest dancers in 
the world and they all sang my praises, I don’ t think I could feel more validated then when I 
pleased that wonderful couple. 

 
Whether you personally are capable of accepting praise or not you need to realize that the 

audience has a valid need to express itself to you. You initiated the exchange between yourself 
and your audience. You owe them the opportunity to tell you how they feel and what they think. 
Here’ s a tip if you find yourself uncomfortable accepting a compliment, graciously allow them to 
express their enjoyment to you as part of your performance. Think of it as follow through on your 
exit. Smile, listen and say, “ thank you very much” . Or turn the praise back on them with 
something like “ Thank you that’ s very kind of you” . If you’ re really uncomfortable and they 
continue to laude you, take control of the conversation and start asking them questions and don’ t 
hesitate to say you need to move along and speak with others, (which is true). But do be aware 
that often members of the audience need to express themselves and that this interaction is as 
important as any other aspect of the performance. The first impression the audience has of you is 
as a performer. The last impression of those in the audience who speak with you will be of you is 
as a person. 

 
You may want to have business cards handy or photos with your info on the back. I hand 

out a lot of cards after a performance. No one’ s asked for my autograph yet, but I have received 
job offers. So be prepared to do some self-promotion after a show as well as making new friends 
and connections. For shy or slightly anti-social dancers this can be the most difficult aspect of 
their performance; however the more they practice accepting the audience’ s feedback graciously, 
the easier it gets. Besides it’ s often the time you receive your greatest compliments, so enjoy and 
always be polite and politic. 

 
One more point about interacting with the audience. Gigues vary to a huge degree and 

there may be many times you find yourself performing, then joining the audience till your next 
opportunity to dance, then joining the audience again. This scenario puts you in a unique position 
of availability to the audience. They may take advantage of the situation to ask you questions. I 
have seen many dancers become annoyed by these questions and even ignore the person entirely! 
I truly don’ t understand this attitude. I thoroughly enjoy my interaction with the audience and if 
they want to become more educated or are simply interested I’ m thrilled.  

 
This is a golden opportunity to help some one else discover the joys of Middle Eastern art 

and culture, not to mention the chance for a little good PR with the public. Show them there are 
brains to go with the body and answer their questions to the best of your ability. I hand out my 
card if I don’ t have time or feel like tackling a big issue. My web site is listed on my cards and I 
encourage them to start with our links page or possibly I’ ve written an article on the subject at 



hand. So instead of discussing it there they are encouraged to read at their leisure and I can move 
on to the next person. Now of course I don’ t expect everyone to have a web site, but you can be 
prepared to direct them to your own personal sources.  

 
Have your contact information available to hand out at all your gigues as this makes it 

easier on every one (no searching for pen and paper, no misunderstanding of what was said). You 
may want to create a flier or brochure. If done nicely this comes across as very professional. 
 
Between Shows  

If sitting with the audience either sit with friends or sit at a table with women, especially 
in Arabic Restaurants and Nightclubs. I’ m sure this will outrage many women, but it’ s the best 
advice I can give to try to avoid trouble. 



MADAM MOZUNA’S BARGAIN BASEMENT GUIDELINES: 
 A PROFESSIONAL ORIENTAL CABARET SHOW (as performed in the USA) 

 
A General Outline: please remember that this is only a general outline. Many professional dancers in the 
United States frequently utilize variations on the following. Feel free to mix and match to suit yourself. The 
rhythms associated with each section are suggestions only. 
 
THE ENTRANCE  
(Introduction or intro.)  
Opening Number  up-tempo Maqsoum, Masmoudi or Karsilama 
The Entrance is when the dancer introduces herself to the audience. They may actually 
emerge from off stage (or seem to depending on space), or they may simply be found 
standing in place. The music chosen for the intro. is often quick, lively and well suited to 
traveling steps. A fast paced dramatic intro. captures the audience’ s attention. If you play zils 
now is the time to really let them ring. From the very first movements the dancer must 
impress the audience with their joy and control in performing. A dancer who is obviously 
nervous will make an audience edgy in response. A bored, very shy or overtly sexual dancer 
will turn an audience off! The dancer needs to exude professionalism, self-assurance and a 
pleasant attitude. Granted the only way to acquire professionalism and self-assurance are 
through performing. However even if it’ s your first performance and you’ re scared out of 
your wits, do your best not to show it. Focus on the music and dancing, so you don’ t have 
time to be nervous. Keep your energy level and enthusiasm high. Remember that this is 
something you want to do, you enjoy doing. Try to express your enthusiasm to the audience, 
keeping the fact in mind that you’ re an entertainer. 
 
The intro. is a good time to utilize traveling steps, turns and changes of direction, as well as 
large arm movements and postures. If veiled remember that isolated hip and chest work may 
be obscured, so use the larger movements and shimmies that flounce and swing the material. 
Make sure everything’ s firmly tucked in, but not so tightly it’ s a struggle to release. 
 
You might begin with circumnavigating the performance area. Promenade using broad, 
sweeping movements that catch the eye. This gives you an opportunity to familiarize yourself 
with the perimeters of the performance area as well as the atmosphere. It also provides time 
for your eyes to adjust to any possible lighting. I think of this as claiming my “ space” , like an 
animal establishing it’ s territory (which is just what I’ m doing). Greet or acknowledge your 
audience with eye contact and smiles. If you can’ t see the audience then invent an imaginary 
one and visualize it in the approximate area of the actual audience. 
 
Divide the perimeters of the performance area into sectors, left, right, center or north, south, 
east and west, as fell as forward and back. After circumnavigating the performance area 
approach the various sectors and pause momentarily at each, dancing or posing. This gives 
the audience a chance to really look at you and you them. Enjoy this first meeting! Be 
charming, possibly flirtatious. Remember that first impressions are important so try to make 
plenty of eye contact and take full advantage of the photo opportunity. Don’ t tarry too long at 
any sector and always return to the center (like a base of operations from which you sally 
forth). Try to divide your time equally in all sectors with the most time spent in the center of 
the performance area. Don’ t forget to utilize straight lines that run back and forth and side to 
side, as well as lines that are serpentine. 
 



I find it a good rule of thumb to keep the intro. short and sweet. You want to be able to 
maintain enough energy for a strong finish. Adrenaline encourages you to waste precious 
energy in skyrocketing bursts, which leave you surprisingly tired quite early in your 
performance. Breath control can help tremendously. Rapid or shallow breathing provides 
inadequate oxygen to the muscles. Explore your own personal breathing patterns and see if 
they can be improved. Practice a variety of moves while inhaling and exhaling at varying 
points, utilizing different rates of respiration. Because of the expansion and contraction of the 
diaphragm some moves are accentuated by breathing in or out of them. 
 
THE UN-VEILING 
Bolero 
Some dancers prefer to emerge veiled at the intro. (possibly using multiple veils). They wrap 
the veil simply around their neck, ala Isadora Duncan; or cunningly tuck and wrap the 
material so as to conceal, until with practiced skill and deft manipulation the veil(s) is 
removed at an appropriately dramatic point. Then it is either danced with or discarded. Like 
many Turkish Cabaret dancers, some dancers utilize their veil(s) at the very beginning of the 
intro. for a short period only. They make good use of the material’ s dramatic kinetic 
possibilities, then quickly discard it. Giving the impression more of a flourish, then the semi-
erotic conceal and reveal of veil removal. 
 
The un-veiling may not occur during the introduction. Instead it may be performed on it’ s 
own, or as an entrancing un-veiling, segueing into a taxim (either one to follow the 
introduction). The un-veiling can either be an intricate prolonged process or a straightforward 
discard. It all depends on the music and your personal style. You may wish to avoid certain 
erotic aspects and simply have your veil ready to hand somewhere out of the way. It might be 
part of the scenery or placed in a strategic position on stage. Perhaps a friend sitting at a table 
might hold it. Then it can easily be retrieved for performance and replaced for protection. 
The point is the veil should be easily obtainable (as unobtrusively as possible) and out from 
under dancing feet. Veils are easily damaged and if slipped on can tear and snag becoming 
ruined. So take care of your veil and use forethought in its performance. 
 
If dancing to something slow and slinky allow the veil to drape and drop around you, utilize 
frame-ups and dramatic poses. Learn to manipulate the veil in ways that cause it to waft and 
float, which takes practice but ads drama. Become aware of the delayed line created by the 
veil following your motions. Accentuate that delay, work with it, get out of it’ s way or 
embrace it! Don’ t forget your posture however; remember that to execute entrancing veil 
work the entire body is utilized, not just the arms. Veil work requires a lot of full stretch in 
the arms, torso and legs all at once. So don’ t collapse under your veil, keep your arms fully 
extended as much as possible and reach and stretch with the entire body. 
 
If the piece of music chosen flows and swells, cover your performing space well with 
traveling moves allowing the veil to really catch the wind. Keep the arms fully extended to 
allow the veil maximum expansion. You may have to move more quickly then usual to keep 
the material properly suspended. It takes more athleticism then many dancers realize to 
properly manipulate a veil. You should practice often, to assorted styles of music, utilizing 
various moves and different veils (heavy veils, sheer veils, circular veils, silk veils etc.)  
Take care to ensure that your veil dance isn’ t just a series of veil “ tricks” . You must explore 
how the veil interacts with all of your body movements (as well as moments of stillness) not 
just your arms. Dancing is more than performing a series of grouped or patterned movements 
in rhythm, that is exercise. Dancing is artistic self-expression and good dancing is a 



synergism between the dancer and the music and “ props”  like veils. Great dancing creates a 
synergy between the dancer, their “ props” , the music and the audience! 
 
The veil can be discarded at any chosen point. Some dancers discard the veil and continue 
dancing. Others discarded it at the end of the musical selection. To discard the veil, simply 
toss it far behind you or make your way to the back of the performing area then drop it 
behind you. The veil can also be draped over a friend in the audience, with the understanding 
that it will be collected after the performance. Just make sure it’ s placed well out of the way. 
Generally speaking veils are very slippery and one misplaced step can not only ruin a show 
but also break a leg or a hip! So always make a point of discarding the veil in an out of the 
way place where you have no intention of dancing. 
 
Make sure the fabric chosen for the veil is appropriate. Some material, though beautiful, does 
not flow, float or even move well. I recommend that at all costs you try to avoid stiff 
materials such as lame and that goes for skirts as well as veils! Many dancers feel that all 
veils should be sheer or see-through, but I think it’ s a matter of personal opinion. Also make 
sure the veil material is long enough for full arm extension with a little left over for flow. A 
too short veil will cause you to bend your elbows and can create awkward movement. I am 
5’ 9”  and generally utilize veils that are 3 yards long. Each veil has it’ s own personality and 
kinetic possibilities so remember to match the veil with corresponding mood, movements and 
music. I enjoy collecting different veils and discovering their different attributes. Having an 
assortment of veils helps create the novelty that I crave as an artist and helps me generate 
fresh performances. 
 
THE TAXIM   
(A-rhythmic often resolving into a Chifti) 
A taxim is when the musician plays an emotional, improvisational solo. This is not just a 
solo; this is considered an intimate expression of the musician’ s personality and mood, as 
well as virtuosity. The solo instrument might be Oud, Violin, Clarinet, Nai, Rebaba, Zurna or 
Vocal. There may be an a-rhythmic accompaniment.  
When performing a taxim to live music you are responding to the soloist and he is 
responding to you, thus you inspire each other. You must listen very carefully to the 
musician and strive to express physically what you hear musically. To me, this is the essence 
of dancing, the interaction of the dancer and the music.  
 
Begin to address a taxim through simple phrasing and take your time. When the music is soft 
and gentle, use delicate, smooth movements like entrancing hand and arm movements. When 
the music reaches up to high notes, reach and stretch as well. Do something that implies 
upward motion. If the music is quick and staccato or pounding and driving, try shimmies. A 
taxim is an opportunity to do anything you wish because self-expression and creation are the 
essence of taxim, but never forget that you are expressing the music! 
 
FLOORWORK   
Slow Chiftitelli 
This is a great time for balance work like swords, snakes, baskets/jugs/trays or candles. Not 
all dancers chose to perform floorwork, it is by no means required. Floorwork also doesn’ t 
require a prop, it can be a dance all it’ s own. The Taxim may lead directly into a Chiftitelli 
which is nice, but if the Chifti begins on it’ s own the mood must be set immediately. You 
must take your time in floorwork, it takes a great deal of leg muscle, control and stretch - 



form and agility are everything. Practice floorwork until you can move lightly and 
confidently.  
 
The style and energy in floorwork will be as individual as each dancer. Floorwork may be 
danced very slowly and deliberately with lots of snaky, mesmerizing movements. It might be 
danced dramatically with a Turkish drop and lots of head flinging and tossing of the body. 
Some perform it as athletically as possible, with back bends which undulate or splits with a 
toe touching an ear! Let the music and your own personality be your guide. Don’ t hesitate to 
use fast movements to slow music or vice-a-versa (this goes for all your dancing not just 
floorwork) and don’ t forget freezes, posing and moments of stillness. 
 
Don’ t over do floorwork. You don’ t want to rise from the floor only to discover your leg 
muscles have turned to jelly and your feet have fallen asleep. The audience may not have a 
full view of you anyway and if they can’ t see you they become bored. I recommend trying to 
cover a lot of space if it’ s a small intimate performance and you can get up close to the 
audience. But if you’ re on a stage you may want to stay centered. 
 
Remember to practice floorwork in full costume so that you’ re confident in your handling of 
it. Skirts must either be moved by hand or kicked with toes. Remember straight skirts can 
easily give “ crotch shots”  and full skirts can bind and twist, trapping the legs, so sit and move 
accordingly Belts, skirts and harem pants must be kept in place on the hips (floorwork can 
pull them right off your fanny!). Shoes may have to be taken into consideration as well, 
floorwork in heels is an art form all it’ s own! Bras can do funny things on the floor as well. 
I’ ve seen at least 2 dancers who have popped out during floorwork so be prepared and 
practice in full costume before a performance so you’ re familiar with your costume’ s quirks 
during floorwork. If you think you might pop out keep a veil handy so you can quickly drape 
yourself then turn your back to the audience and fix the problem as quickly and artistically as 
possible. Then forget about it, there’ s no need to die of embarrassment, nudity happens! 
  
DRUM SOLO 
Percussion solo 
Drum solos, like taxims, are physical expressions of the music, which in this case is most 
often entirely percussion. Sometimes the drum solo is performed as a duet in sync with the 
lead percussionist. Sometimes it’ s performed in the “ call and response”  style. Drum solos 
from recorded music are easy to anticipate, but live drum solos really keep you on your feet. 
 
Keep the rhythm solidly in the hips and use the rest of the body for accenting. One of the 
secrets to good drum solos is to do less, but do it great! Make sure your hip work is crisp, 
clear and precisely on the beat. That goes for body posture and arm positions as well. No 
sloppy shimmies, no wobbling stops when spinning, no lazy arms, no straining faces etc. 
This is like cheerleading, all attitude, high energy and precision, precision, precision. You 
want to exude a “ look at me, look at me”  attitude for your audience, “ Look what I can do”  
then do it because this is where you show off what your hips can really do! You want to 
appear impressive, so simply act as though you are. An audience almost always believes 
what you believe. 
 
If you’ re unsure how to address a drum solo listen closely to the phrasing and pick out the 
most prominent part of the rhythm. Is it the downbeat like the heavy beat of the Tabla 
Beledi? Try traveling hip thrusts which emphasis that beat. When the phrasing changes to 
focus on a different instrument and a different aspect of the rhythm then you express that 



change as well. Move from a traveling heavy hip thrust to syncopated hip drops in place. If 
the drummers speed up into a roll, you speed up into spins or shimmies (always in time with 
the rhythm). When the drummer accents within their rolls, you accent your shimmies, 
peppering them with drops and freezes, lifts and thrusts. Both with hip shimmies as well as 
chest shimmies. Just keep it crisp. If it doesn’ t look crisp to you, try a slower, broader, better-
controlled shimmy and be very precise in your accenting and accompanying body posture. 
 
Beware of executing too many “ tricks” . Drum solos look best if the rhythm is constantly 
underscored instead of too frequently broken up with moves like repetitious (and eventually 
boring) rib lift - pelvic drop combos or sloppy, never ending hip shimmies. Most drum solos 
are constructed following the “ rule of four”   If the muscian plays ////  >>>>  //// >>>>    ****  
????  ****  ????  you dance ////  >>>>  ////  >>>>   ****  ????  ****  ???? get the idea?  This 
is helpful to the dancer because she can anticipate the phrases. If the drum solo is in the call 
and response style, one drum will play a phrase and another will repeat it back. When the 
first drummer plays, you do something on your right side, or travel in that direction. When 
the second drummer plays, you repeat the same move only on the left side, or travel left. Or 
do the reverse of what you did first or trade back and forth between hips and ribs. Get into 
the music, if it’ s recorded memorize it and then when you perform it dance happily, embrace 
it, but most of all enjoy it! 
 
FINALE 
The finale is as important as the entrance and requires the same degree of energy, eye contact 
and audience acknowledgement. You might reprise the music used in the intro. and the 
corresponding moves. Just keep in mind that like the Piped Piper you must gather your 
audience up and carry them to your conclusion. If you were saying “ Hello”  in your Entrance, 
you’ re saying “ Good-bye”  with your finale. 
 
Use music that builds to a climatic and recognizable ending. Use moves with dramatically 
climatic endings like spins which end in Turkish drops, or sharply defined poses (photo ops). 
Strive for good technique. If you end on a sudden and dramatic drop or pose, make sure you 
can “ stick your mark” . In other words if you’ re bringing a fast spin to a sudden stop in time 
with the music make sure you stop exactly when the music does, that you’ re facing in the 
right direction and that you are solidly in perfect posture, no stumbling or swaying. Precision 
is the key, hitting the floor or snapping into position right on the last note-boom! Hold it a 
second for dramatic effect, then take your bow and exit. 
 
THE EXIT 
Your exit is equally important. This is the last impression the audience will have so make it 
good. You should acknowledge the applause you receive, but I recommend avoiding 
melodramatic or ostentatious bows. Be wary of bending forward from the waist and over 
exposing an already exposed cleavage. Simply strike a pose, bow your head graciously, then 
leave the stage with as much elegance as possible. Or make your departure with a flourish by 
smiling at the audience, quickly execute some flamboyant move (a final chance to show off), 
then run lightly off stage. You may wish to express your gratitude to the audience for their 
warm appreciation of your performance, if so applaud them in return. Some performers 
dance off to a musical accompaniment. 
 
If you have to retrieve something from the stage like a sword or veils try to take it with you 
as you depart and do it either as unobtrusively or as entertainingly as possible. Obscure it or 



underscore it but don’ t walk back on stage, bend over and then just waddle off with whatever 
it was. 
 
Once again, always acknowledge any musicians before you take your leave and maintain 
your performance attitude until you are out of sight 
  
 
Some Basic Advice 
Sprinkle your movement vocabulary throughout the various different segments in your show. 
A chef preparing a 7 course meal would be thought insane if he combined all the ingredients 
of every course together in one bowl, then served it 7 times. Another important concept in 
phrasing is suiting the movements to the mood of the music. Easy to do if you have skills in 
choreography, however it might feel a bit restrictive if you perform in a free-form manner. 
None the less, try to discipline yourself. Phrasing in this manner can allow you to develop a 
dramatic progression to your dancing, creating exciting, memorable performances. 
 
My husband once told me that when I danced for him I had an intense look on my face, as 
though I were trying to tell him something. I explained that in fact I was trying to express to 
him something of the love I feel for him. He said “ Thanks, but could you please smile more 
often? You appear so intense you look like you’ re in pain! Try dancing for me as if you’ re 
dancing for your best girlfriend or someone you haven’ t seen in a long while and you’ re 
happy to see them.”  What I thought would look passionate and intimate to the person I am 
most passionate and intimate with, instead looked painful, heavy and confusing. After my 
ego recovered from the shock I realized my best friend had just given me some of the best 
performance advice I’ d ever received. Smile, smile, smile, but look like you really mean it! 
Try to smile naturally, you don’ t necessarily want to look like a grinning Cheshire Cat, but 
you do want to appear to be enjoying yourself. Practice a pleasant Mona Lisa-ish smile to 
utilize in general, but don’ t hesitate to show your delight in seeing a friend or loved one in 
the audience and I always have a genuine smile for children. Try not to look too intense or 
tranced out and beware of the “ Deer in the headlights”  look, eyes kind of staring in a 
frightened manner at nothing in particular, making it obvious the dancer is franticly counting 
out the choreography in their mind. Maintaining demeanor can be difficult, but practice helps 
as well as remembering you’ re supposed to be enjoying yourself. So endeavor to do so and 
that is what your audience will read in your expression. I don’ t however mean for you to 
keep an inane smile plastered on your face. You can and should express a wide range of 
emotions while dancing. 
 
Quickly address any mishap that occurs during your performance. Unfortunately accidents do 
happen, such as zils flying off or veils becoming hopelessly entangled. If you find yourself in 
a difficult situation while performing, you shouldn’ t ignore the problem, instead address it 
with as much finesse as possible (even if it messes up the choreography). You might consider 
turning it in to a bit of comic relief, laugh at yourself and turn it into a bit of schtick. The 
audience will appreciate your sense of humor and showmanship. If you ignore the problem 
you and the audience will both be uncomfortable.  
 
If a zil flies off take the rest off as well. If your veil eats you alive, get out of it as best you 
can. Try releasing it and it might just drop to the floor and you can simply step out of it. Then 
continue without it. If the music stops keep zilling and dance to that, or get the audience 
clapping in time for you and dance to that. If the problem is your costume, definitely fix it. 



Just smile and pull that bra strap up, or untangle the hem of your skirt from the fringe of your 
belt.  
 
I once popped out of one of my bra cups! Fortunately I was dancing veil at the time, so I 
instantly hid under my veil and franticly struggled back into the bra. It was excruciatingly 
embarrassing, but makes a great story now! If you suddenly forget your choreography or 
become overwhelmed by stage fright, try turning your back to the audience, close your eyes 
and listen to the music. Begin to dance again listening closely to the music, hopefully this 
will help you refocus your concentration and you can continue your performance.  
 
If your belt starts to fall off pull it up with a grin and giggle for the audience. If it’ s fallen too 
far to be pulled up easily, push it down, step out of it and dance on. The audience will totally 
support you. If however you choose to ignore the problem the audience will drive itself crazy 
trying to will your problem away for you. Don’ t torture them or yourself; resolve your 
problem as quickly as possible with as much grace as you can muster. 
 
Eddie Kochak, Sirocco and Brothers of the Baladi CD’ s and tapes (as well as one side of 
SuSu & the Cairo Cats) have many recordings designed with a cabaret performance in mind. 
 
 


