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ABSTRACT

The first part of this study, explored by AshleypPppresents an investigation into
a relatively unexamined area of physical educatam:analysis of a transcultural
phenomenon in the history of dance. Data has bekected from primary sources
and archival evidence to assess competing ideaogrerent in the transformation
of a particular art form. In the analysis of thdtaral migration through which belly
dance was transferred from the Middle East to thetdd States, an adaptive
reaction to the hegemonic relationships of cultuaege, gender, and class has been
observed. Beyond performance aesthetics, links baea made between the act of
belly dancing and the building of women’s self-este as researched by Chia-Ju
Yen. The main purpose of her study was to explaw facial burn patients cope
with disfigurement and the unfriendly attitudes ofhers, and examines the
alteration of body image via inspiration providedthe performance of belly dance.
This research was conducted from the perspectivano&nthropologically thick-
description research method, and a case study wa®rmed using in-depth
interviews, including narratives by a woman who Isadfered facial injuries. The
results of the research showed that through fasuipport, hard work and a decisive
and studious personality, the patient was able dpecwith the discriminatory
attitude of others. The performance of belly damoeonly made her emphasize her
body, but also enriched her life.

KEYWORDS belly dance, belly, dance, transatlantic, hegemottieory, transition, social
adaptation, social therapy, cultural evolution,tdng, art, physical education,
cultural migration, American Cabaret, American &tjbfeminism, cross-cultural,
self-esteem, burn victims, disfigurement

When embarking on the analysis of any topic, itviportant that one have a fairly strong foundation
of background knowledge on the subject. This istaoba challenge when questioning the origin of th
danse du ventrer, as more commonly known in the United Statedlybdance. This academic inquiry
requires a far reach into the often subjective arad written history of both American and interoatl
peoples. This subjectivity, understandably, botbves for and requires the acceptance of the pdisgibf
lore and opinion as relevant information. Thougésthsources of information might not be complédtey t
allow for the estimation of (what one hopes woul prominent values during a given period of higtor
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A factor that must be considered when calculathmg history of any dance is the probability that a
singular form cannot be traced through any oneiquéar culture. It is much more likely that mulipl
separate cultures simultaneously developed andemmatted similar ritualistic or recreational danddsere
is documentation throughout history of comparalolivdies being performed in multiple different tudes
with only slight variations between these cultur&s. example of this would be the male populatiohs o
many ancient civilizations taking part in prepargtavar or hunting dances. Through this transcultura
phenomenon, men played out symbolic movements ambied cultural superstitions relevant to theiesol
in their tribe. A parallel from this assumption calso be drawn in the development of belly dand¢emugh
their roles from differing cultures varied, womeerforming symbolic dances were fulfilling their &tal
roles.

The history of dance is extensive: it was firstwoented, inadvertently, around 40,000 B.C. It was i
this “post glacial period” that the imprint of a man’s dancing feet [was] preserved in sand... arciygsis
called this the Woman’s Dance of the Congre (Giod&B0, p. 30). As history went on, the documentat
of the art grew to include dancers depicted in gaaiatings, confirmed on papyrus scripts, and exadht
became organized and specific with the creatiogesfres such as ballet in 1498. When it comes to the
origination of belly dance, an observer must congbyedispel any preconceived notions that they maye
in regards to the sound, look, and concepts thabsind the art. This is because the recognizabilg tence
of today is something that has been created vesntly in terms of the history of the dance (thisa will
be explained in more depth further into this ana)ys

It is human nature to prescribe the past to an, idbgect, or art so that it can be understood more
completely by the recipient of the subject. Fotanse, in belly dance this has led to numerous amus
romantic, and possibly false accounts of bothigtohy and purpose, with these stories servingaleof an
explanatory function. These stories range fromybadince serving as a means of sexual competitimangm
a sultan’s multiple wives, a demonstration of thgual expertise of a courtesan, or as a represantand
worship of a culture-specific goddess. One thearyarticular, which is the expertise of dance hiato
Daniela Gioseffi, describes belly dance as a retement of ancient birth rite. Gioseffi claims tisaipporting
evidence for her theory lies in the traditionabt work” portion of a dancer’s routine, where grexformer
drops to her knees and undulates her torso. Giosafhects this movement to the practice of primiti
women giving birth from a kneeling or squatting iios and believes this modern day act “is actually
remnant of the ancient birth mime” (Gioseffi 198028).

It is possible that one, if not multiple, of theswries are true. Unfortunately, despite directed
research, it seems impossible to locate any sbighy that has not been tainted with the ideals;quions,
or images of Western culture. Andrea Deagon, aalanholar, presents an interesting viewpoint imseof
the subjectivity of the history of this art. Shete®the tendency of modern peoples to think ofpéh& as
“simple”, and to consequently look for simple ongi of historical ideas, such as a “one-sentence
explanation” of the origin of a dance. Howevershe so ironically describes it, “Any simple stosynhore
likely myth than truth” (Deagon 1998). Regardledsoar intentions, our perceptions of past societies
(especially when in direct comparison with our owffict the popular histories that come forth.

Luckily, the climate in the United States beforel amound the time of the arrival of belly dance has
been well documented. Concepts including the “MestifDestiny” and other such ethnocentric ideas had
been a mainstream mentality in the United Statdsgleback to approximately 1839. This cultural
characteristic was somewhat ironic considering Acaeitself did not have a sound identity; there \aas
almost constant tension between the industriahnant the plantation dominated south. In the nodate
1800s, with the coming of the Gilded Age, the Aroani population began to expand, which provideddor
climate where sports ... developed and flourishedén@ 2009, p. 27). This climate was predominantly
positive for white Anglo-Saxon males. The attempitdhis dominant group to spread ideas to otheegac
and classes characterized the Progressive Erahstzited in the last quarter of the 1800s. Amesdaing
in this period were victims of social tensions bedw the idealism of the active advocates of pregrissn
and the corrupt world of wealthy politicians, buessemen, and promoters of Social Darwinism. It ithim
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beginning of the Progressive Era that belly dan@@eanits debut in the lives of Americans and their
tumultuous culture.

Belly dancing has been known by a multitude of dpions: Danse oriental, danse du ventthe
stomach dance, Beledi dancing, the Dance of theefémthe Dance of the Awalem, Ghawazee dancing,
Eastern dancing, Middle Eastern Dancing, Near EBafdance, Egyptian or Moroccan or Arabic or Persian
dance, ancient Etruscan dancing, the Egyp#larisco...(Gioseffi 1980, p. 17).

This etymology directly suggests the diverse andtioultural origins of the dance. However, it was
not until its transition into American culture thidlis art came to be known as “belly dance”, whigds
supposedly dubbed by American soldiers who freqeeiddle Eastern cabarets (Gioseffi 1980, p. 34).
These titles, though not direct translations, dse aterchangeable wittaqs shargi which is the Arabic
term preferred by many practitioners. They prefies term because it gives “the genre more respéitgab
and diminish[es] its overt sexual references anghasize[s] what they perceive as its artistic agstleetic
aspects” (Shay 2008, p. 125). The need for thitadstton of decency has been created through rhaire d
century of condescension towards and manipulatiéheodance by American society.

The first documented appearance of belly dancehénUWnited States was in 1876 when dancers
performed at Philadelphia’s Centennial Expositiavitout incident” (Gioseffi 1980, p. 46). Howevet,
was not until the World’'s Columbian Exposition imi€ago, lllinois, that dancers from the East betgan
attract the attention of American society and meiitds 1893 exhibition has remained “the most wnitt
about event of its kind ... long before the mass megistems of the present day” (Carlton 1994, prfigre
were over 50,000 demonstrations showcased in Giieadgckson Park, one of the most popular being the
“Streets of Cairo” display on the Midway where tlincing girls in the Algerian and Egyptian theatre
drew the most attention ... for their specialty ttemnse du ventfe(Badger 1979, pp. 107-108). It was
through this venue that belly dance gained its fam began its long-term affair with the Americaubigc.

The “Streets of Cairo” attraction included womemalag in oriental costuming and performing odd yet
entertaining tricks. For example, a dancer “Afteeauting a series of contortions to the quickemmaasure

of Egyptian music ... grips a chair between her téathich she used to hold the chair above her etk
spinning around to “dizzy music” (St. Louis 1904 268).

These Ouled Nails (fully clothed) dancers were @nésd at the Midway of the exhibition, which
contained exhibits “from around the world ... to shitwe progress and development of human civilizétion
(Carlton 1994, p. 11). However, the capitalistimdset of the event's organizers jeopardized thetésve
alleged purpose: a truly scientific and educati@raleavor. Sal Bloom, the promoter who arrangedhier
Middle Eastern dancers to perform at the World'su@dian Exposition, was quoted as saying, “When the
public learned that the literal translation piEnse du ventiewvas ‘belly dance’ they delightedly concluded
that it must be salacious and immoral. The crowalggd in. | had a gold mine” (Badger 1979, p. 108jis
event demonstrated a pattern of the “West's deeigubvert, dominate and exploit the Orient forawsn
purposes” (Carlton 1994, p. 19), which will be dissed in greater detail further into this analysis.

Not only did the exhibit present opportunities fxploitation by potential investors and money-
hungry promoters, it also presented exotic culturesuch a way as to affirm the already racist and
colonialist views that were held by many of the Aiten population. Many promoters, organizers, and
scientists “masqueraded in a cloak of philanthrogg”they pursued their social and financial go8tsay
2008, p. 54). As observed by historian Paul Grelghhiam 1988, the “public could see... and feel inealr
sense that they (the colonial peoples) belongethém” (Carlton 1994, p. 13). Instead of fulfillinge
Midway’s supposed intention of showing progressibrthe human race, many exhibits were “designed to
demonstrate the primitiveness of nonwhite (non-peam) cultures so that there would be no confusion
about who was and who was not inherently a trueilized’ American” (Badger 1979, p. 105). By thadce
of the 1893 World's Columbian Exposition millionss(imated to be approximately 5-10% of the American
population) of spectators had experienced thectittres presented in Chicago. The widespread presds t
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was generated by this event paved the way for fhiead of belly dance as a form of controversial
entertainment in the United States.

One cannot mention the introduction of belly damtethe 1893 World’s Columbian Exposition
without making reference to one particularly legamycdancer. As noted by a historical article in @ecago
Tribune, “ask the average American what he knowsutithe Midway of 1893 ... and he will instantly
answer, ‘Little Egypt™” (The Myth of Little Egyptp. 14). This Little Egypt character was supposetty
first popular and recognizable belly dancer inltthmeted States. This celebrity status meant muchemdren
assigned to an individual in that time period wipenformers did not just dance, they “generally sand
performed acrobatic feats, and sometimes exhiloiteer talents” (Shay 2008, p. 136). Though thesmero
were multitalented, their profession carried aruagsion of less than moral activities. Thus, “wonveimo
pursued the performance of Oriental dance at thredfithe century ... did it for money”, not for fanoe
popularity (Shay 2008, p. 141). The reputation gamed from performing the dance was too largesaltre
for the mere gratification of the performance aloht®wever, contrary to the memories of exhibition
attendees as stated above, the Chicago Tribunetedpon May 7, 1942, that “there is no evidencethan
Midway's official advertising sheet that Little Eotyever existed” (The Myth of Little Egypt, p. 14€espite
the fact that there is no evidence of this persar performing at the Midway, the idea of this jper,sand
her name in particular, would eventually becomeosymous with belly dancing. The concept would diso
frequently imitated: “it appears there were so maitgle Egypts that the name was ... well on its way
becoming generic for this type of entertainer” (€ear 1994, p. 61).

In accordance with this information, the name ‘leitEgypt” gained the most notoriety for a
publicized and questionably salacious event in 1887 was coined “The Awful Seeley Dinner.” Ever So
Bloom, the promoter of the Middle Eastern exhilittshe 1893 World's Columbian Exposition, creditieis
situation as “the incident that popularized thel&iEgypt character” (Carlton 1994, p. 65). Thifaf in a
nutshell, was the questionable act of Mr. Herbex|&/ engaging a dancer named Little Egypt to perfo
for a group of artists “two numbers, a dance ambse” (Carlton 1994, p. 65) that was stumbled uppn
police Captain Chapman of New York City. These istst consisted of a group of both married and
unmarried men, many of whom were not artists bynitedn. The loosely defined course of events that
evening caused quite a stirring of judgmental @ityoin the surrounding community, and many “inéetr
that Herbert Seeley planned for a naked femalaterin a roomful of men” (Carlton 1994, p. 65).

The culmination of the fervor surrounding this evas the appearance of Little Egypt as a witness at
the trial of Mr. Seeley with regards to her quastiole employment. “Great things were expected” ftben
testimony from a dancer of such questionable manatkthrongs of people appeared in the hopes ofgee
evidence related to the content of the night instiopa. However, “the evidence was not as ‘hot’ as
anticipated” since Little Egypt, who testified undde name of Ashea Waba, spoke without producing
substantial visual aids (“Little Egypt” Tells ofdhParty, p. 4). Much of the interest surrounding évent
diminished after her testimony and “the spectaieee visibly disappointed that they had seen nabéidn
of the couchee-couchee dance” (“Little Egypt” Tellighe Party, p. 4).

At a time when “the exposure of a bare foot wassmmred indecent” (Shay 2008, p. 56), the
unfolding of this incident was understandably a shascontroversy. It was, however, not the onlyideat
of its kind. In New York City, as early as 1893lgiwere arrested for “giving an exhibition of thende du
ventre at the Grand Central Palace” and the anmonect of their appearance in court “attracted gelar
attendance” (No More Midway Dancing). This sorpoblicity had negative consequences on the American
views of the characteristics and subsequent indérihe dance form. Events like the widely publicize
“Awful Seeley Dinner” made it acceptable (and piadty politically correct) for the American poptian
to pass quick and harsh judgments on both the darat¢hose who performed it.

There also lies a deeper, somewhat convoluted Ispai@adox at work within these occurrences.
Although the American people blatantly disapproeédvhat belly dance represented, a significantiport
of the culture also was wildly fascinated with whia¢y deemed to be elements of “Oriental” cultdreis
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fascination with exotic effects represented “argnal part in popular culture, particularly fronetperiod
1890-1930” (Shay 2008, p. 58). This paradoxicairdesf American society resulted in the populaify
many Oriental themed shows, such as the ofatameand a play called’he Silly Dinnerwhich was a
spoof on the Seeley dinner scandal. This explamganumber of Little Egypts started varying inretiity,

as various American belly dancers “began poppingasidast as an actress could wrap a fringed shawl
around her hips” (Carlton 1994, p. 69).

This abundance of dancers and America’s blossonmitegest in the art can be attributed to the
population’s fascination with what they judged ®® that of “oriental” origins. This heightened irgst in
Orientalism started around the time of Chicago’33L®/orld’'s Columbian Exposition and was embodied by
“fanciful cigarette card and postcard depictiondhafem women” and “orientalist-style nudes” whichre
usually displayed at neighborhood saloons (Ca@®v, p. 19). However, it is interesting (but, exttially
speaking, not surprising) that the women in theastuges were “a nineteenth century ideal of Cawgasi
beauty ... posed in Arab garb” (Carlton 1994, p. THis fact brings to light, once again, the parachix
nature of American society’s fascination with iteafsMiddle Eastern origin — they both admired thend
scorned them. Whether depicted in photographs diveyperformances, “America categorized Arabsmas a
unacceptable class of non-whites, and thus theicelavas regarded with suspicion as lascivious,naoic
importantly, as a cultural production of the ‘loWeslasses (Shay 2008, p. 128). Despite these \pides
feelings about Arab culture, the fascination witte tOrient persisted. These two contradicting opisiio
demanded that American belly dancers find a praaktimiddle ground” on which to base their dances.

What American belly dancers came to depict “gaeeupper class what they had been looking for ...
a lithe, slim Orientalist vision, a bejeweled babhing for sin” (Carlton 1994, p. 64). The positreeeption
of Oriental-themed performances allowed female ei®wo “create their own sexual imaginaries throtingh
highly Orientalist images ... with its white westdr@roine” (Shay 2008, p. 64). These widely adorsibuis
were created by originators of American belly darstech as Maud Allen and Ruth St. Denis. Both the
dances performed and the costumes adapted armbdtily these women were something distinctly new to
belly dance. Their interpretation was massiveljuericed by American society and could easily faib ithe
description of a balancing act: these women hasdtrimtegically negotiate and adjust their belly damc
identities in order to please American audiencdschvwere vastly effected by an “austere religiolimate
[that] produced deep choreophobic reactions” (SH238, p. 67). Dancers attempted to meet the id#gals
society by making an adequate departure from tiggnat Middle Eastern form of belly dance in order
“distance themselves from the actual practices iofdi Eastern and Asian natives,” which were pewxgbi
as lowly (Shay 2008, p. 139), while still maintaigi the Oriental aspects of the dance that were, to
Americans, “exotic in an interesting and attractivay” (Shay 2008, p. 138). These dancers succéssful
created a generalized version of the dance ralfzar $howcasing any culturally identifiable spesifi;m
essence conveying only “some faint whiff of the tex@rient” (Shay 2008, p. 61). Dance scholar Amtho
Shay suggests that these dancers “made a concbptaéilwith past practices and created the newegbat
we today call belly dance” (Shay 2008, p. 134).

This American adaptation of the initial origins acmke intentions of this art can be considered the
first tangible influence of hegemony on the concamd act of belly dance. Mainstream American mtyrali
and ethnocentrism at the time would not accepiitiomdl Middle Eastern cultural displays such a#iybe
dance. Dancers therefore had the choice to aaegett, or adapt their art in order to comply wAtimerican
standards of the time. Authenticity, at this crugiansitional point in the dance’s history, was moportant.
These innovators of American belly dance, whetmawkngly or intuitively, made significant changesa
foreign dance that in essence created somethirigvd® unique. This new style has since been kna@avn a
American Cabaret style. They had created a vamantform that expressly complied with the preset
standards of its host culture.

This adjustment served to eliminate the primitivel doreign connotations that followed the dance;
however, many Americans still held very biased wWeabout what performances of belly dance
communicated. When comparing an Arabic culture wiiit of the United States, there are some innate
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differences in the ways in which art is viewed. leaample, in the majority of instances, “Americans
expect semantic intent in art”, which points to thest rational and literal presumptions (Shay &le3st
Young 2005, p. 44). This means that when Americaesrevealed skin, shimmying shoulders and hips and
flowing movements, they tend to assume seductiteniions. This interpretation of the dance is much
different than that within the context of the MiddEast. In its original social settings, belly damzas seen

as a community event that was usually initiatedl@se-knit social gatherings. It is somewhat likeogial
game, described as “light hearted play”, which rigither programmatic nor literal” to the perfornar
her/his audience (Shay & Sellers-Young 2005, p. Bancers would playfully “flirt” with family memlbrs

in jest, but would never exhibit this sort of plaith a potential love interest.

Between the geographical origin of belly dance dredgrowing interest in the United States, there
was an obvious disconnect of ideas and frames ghrethich each respective culture viewed the world.
Whether intentionally or not, the innovative Americbelly dancers felt this difference in sentimedntsl
reacted by creating an Americanized version of daece including the sexualized “iconic bikini-like
costume” that became popular in the early 1900ay2008, p. 134). Though these American dancerg& mad
departures from authentic Middle Eastern detdilsy toften maintained public acceptability by emjiting
the spiritual aspect of the dance. This stratedyether rooted in truth or not, allowed them to “oiggte the
slippery slope of appearing in public scantily clatd performing sensual movements” that were dygcial
ascribed with connotations of prostitution. Thelation of the dance, in this specific time periadis also
affected by the lack of formal education surrougdiie movements and terminology. Many of the
American dancers learned their art by watching wdthier performers did in Middle Eastern themed
restaurants and imitating such movements. “Learaimthe job” and the lack of focused learning mehat
“many of the movements of belly dance could be aedun a relatively short time, sometimes withifea
weeks” (Shay 2008, p. 144), which is historicalhhaard of in the terms of professional dance.

The evolution of belly dance catered specificatiyAmerican tastes at the turn of the century, and
these changes led to frustration within Middle Eastcultures. Alterations that were made to thecdaas
hypothesized earlier, created a new westernizedegeh dance, which was exclusive to the innovative
American dancers. This gave American society everemreason to view native dancers of Oriental desce
with distaste; the performance of belly dance by aative was there forth “fixed in the public miad
vulgar” (Shay 2008, p. 61) in comparison to theteseszed version. Even in the early 1900s the wested
version of the dance made its way to back to ggoreof origin, Egypt in particular. There, perfantes of
the transformed dance led to feelings of aversimoray natives who were infuriated with the ignorant
domination of their social dance and its underlymganings. As pointed out by dance historian Daniel
Gioseffi 1980, this resentment was recorded inathigngs of a Middle Eastern native (which was slated
to English in 1923):

“Thus in Cairo one evening | saw, with sick incremis eyes, one of our most sacred dances

degraded into bestiality horrible and revolting hetspirit of the occident had touched this holy

dance, and it became the horrible ‘danse du ventine, ‘hoochie-koochie’..."(Gioseffi 1980,

p. 34).

These feelings of animosity within the Mideast wex@osed by the adaptation of the dance and were
directly attributable to the “misunderstanding aguadorance of underlying cultural values” (Shay &lI&es-
Young 2005, p. 46).

The workings of social hegemony dictated the westation of belly dance, and would continue to do
so throughout the remainder of the century. Amerigapular culture took hold of the art, and wasrtian
force in the continual evolution of the dance frime 1930s through the 1950s. One common method of
learning for American dancers was mimicking the cdms of old Middle Eastern themed films. It is this
medium through which belly dance “was further cpted ... as an oriental dance in Hollywood’s biblical
epics and Roman spectacles” (Gioseffi 1980, p. 38)s corruption refers to the sensationalized and
sexualized manner in which belly dancers were ptese most often dressed in minimal yet flashy
costuming, and portrayed with contradicting combores of naive vulnerability and licentiousness.isTh
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represented a vast departure from the original fofrthe dance, as well as from the styles of thecdes
who had exported the dance of their native land® Bnger that belly dance stayed and evolved én th
United States, the more it became a dance thatdmtisict from its origins. Although belly dance was
undergoing major changes between the 1920s ands1R%®emed to fall out of interest in Middle Emst
communities, Egypt in particular. According to skemAnthony Shay, this lack of attentiveness todhace

in Egypt resulted in the “widespread and erronemrscept of a dance tradition [that has] an unbrdien
with the past” (Shay 2008, p. 131). Americans, witin relatively short history, seem to be draweutiural
concepts and customs that transcend long periotisef We therefore assume that what we know df/ bel
dance is something that was passed down from aighditddle Eastern practitioners, as this is howlike
our stories to be told. However, this obviouslyndg the case. Necessary reactions to hegemoniesanche
United States created a dance that, though diduer@s something remotely related, has practiaadly
identical characteristics or purposes of the ogbdance.

Hollywood'’s representation of dancers made neitherracters that were identifiable nor relatable to
women; instead it created merely beautiful andrdbkd personas. Though this worked to serve thpgser
of the stories being told, American women did nattigularly connect to these characters, as théyndt
exhibit any identifiably American traits. An ori@htcharacter that was substantially relatable toeAcan
women would not come along until the mid-1960s, nvh®ream of Jeannidegan airing on NBC. This
popular show provided female audiences with a dt@ravho depicted Middle Eastern folklore alonghwit
stereotypical distinctions of middle class Americaburbia. Jeannie was accessible and easierate el
which “made the harem girl and her quintessentalylbdance safe for the hordes of middle class evhit
women escaping the humdrum life of suburbia...” (Sk@@8, p. 127). It was this show and its depictibén
a socially acceptable, though unrealistic, orientaracter that would influence many women to {aéee in
the fitness and belly dance revolution that swhpt 1970s. The women who participated in theseddne
classes were often suburban housewives who sowgldnty fithess but also a behavioral vacation o a
exotic mindset.

As these changes continually progressed, the digaglpof Arab-Americans grew in turn. They were
generally dissatisfied with the initial adaptatidosthe dance, and eventually they started to deklrally
misrepresented by the American version of theitucal The majority of this population felt “that Asmican
dancers misrepresent[ed] their culture though talest images of sexuality” (Shay 2008, p. 146)eTh
development of these negative feelings by Arab-Acaeis was almost simultaneous to a similar reagtion
Egypt. The westernization of the dance had slowhdenits way to the Middle East, and it wasn't long
before native dancers starting adopting the newzety dance to please their audiences and to have a
competitive advantage over other dancers. The Egypgovernment did not like these “shamefully
meaningless” performances that were misrepresetii@ig native culture. The country attempted toetak
control of the situation in the mid-1960s when thegndated that all ‘professional’ dancers attend an
approved belly dance school. The purpose of this@owvas to “introduce ‘meaningful’ motions to thelly
dance... change the name of the art to ‘oriental @diand to]...‘cleanse and polish [the] movements” o
the dancers (“Belly Dancers Told...”). These provisiceven had extreme requisites such as disallowing
blonde students and changing costumes to covarabel and ankles. It seems to be a legitimate enfas
that this legislation made by the Egyptian govemimveas an attempt to reverse the negative chamges t
the West had made to their dance. The evolutioth@fdance served to adapt to hegemonic forcesein th
United States; the evolved dynamics, however, setwereject the hegemonic ideals set forth in Maddl
Eastern cultures.

Concurrently, American society experienced a sofgaterest in fitness due to an increased desire f
personal health. Many individuals were being actind seeking alternative ways to have fun whilehiey
their fitness goals. After being exposed to wester ideas of belly dance in previous decades, many
women began to realize that belly dance could ses/enore than just a form of entertainment. This
movement seemed to be borne out of a west coadalitygnand soon there were belly dance fithesssda
popping up throughout the entire United States.ofdiog to dance historian Daniela Gioseffi 198 th
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period from 1970 through 1979 marked the heighhefbelly dance movement in the United States. Wome
joined classes and clubs for motives such as “thesyit of love, spirituality ... sexual and sensual
empowerment, losing weight, feeling attractive, goiding other women in an affirming activity” (Sha
2008, p. 141).

This movement was so culturally penetrating that9@8 a national television program had specific
coverage on the phenomenon: “20/20 estimate[d]ttiee [were] one million belly dancers in the l@dit
States” (Gioseffi 1980, p. 47). This figure ideies a level of popularity that communicates a massi
conceptual departure from social norms of the ehéith century. The sheer number of men and women
involved in belly dance made a powerful stateméwoiuathe societal acceptance of a once frowned apon
form. One must keep in mind, however, that theutaltembrace manifested by Americans in the 197%8s w
in relation to a dance that was nothing of its iodgyform or purpose. Instead, through hegemoractiens,
previous dancers had used variations of belly dasca launching pad for the well-being and esteém o
future generations of American women. It has baepgsed that participation in belly dance gave eeen
suppressed population of women control over a mgaze, which was “a way of undoing some of the
damage dealt [to] the female image by Dr. Sigmumeué and his approach to women as hysterical
children” (Gioseffi 1980, p. 81). The fitness, sakuand second wave feminist movements that ocdtirre
the 1960s and 1970s served as a historical blodh®rsocial acceptance of belly dance; a degree of
enlightenment was spurring on the country’s reciogmiand fascination with the art. An article frahe
Chicago Tribunedated April 21, 1973, recounts three generatiohsvomen attending a class; the
grandmother of the trio related the dance to aipusvsocial fad: the Charleston. This presenteconbt a
bonding experience for women, but also a way tesbtiteir self-esteem: “many women who began to take
the classes as a form of exercise ... soon [fourah#elves professional dancers” (Yates 1971). fwiaiy,
professional American belly dancers were also ayhe foundations for future women to make personal
transformations and overcome the superficial issfidsody shape and weight. Such an applicationbean
seen in nations other than the United States ak wedpecific instance with regards to the theragy
Taiwanese burn victims will be introduced furthatioi this investigation.

While American Cabaret’s popularity skyrocketediorawvide, the art began to go through its second
major transformation. In the San Francisco arearatd 968, Jamila Salimpour and her American Cabaret
belly dance troupe were performing at a Renaiss&@aie in Southern California. As her troupe grew,
dancers in scant and sparkling costuming begarvéorun the fairs they participated in. Eventualhe t
rampant dancing in the streets caused the direttihre faire to confront Jamila about the lack ofitinuity
between the faire setting and the glamorous cosiof her dancers. Jamila’s response to this rewees
force was to create “the dance that would displdckywood’s harem representation; an image thatld/ou
correspond with the faire’s natural outdoor envnemt and Renaissance flavor...” (Shay & Sellers-Young
2005, p. 284). She created what we know today asrigan Tribal Style belly dance.

This dance had little of the sparkle and flirtasonature of American Cabaret; instead, it was
identifiable with characteristics such as “coindigiss, draped fabrics, head coverings, tattoos, switimging
hips, undulating torsos, swords, trays, pots, aatemglasses” (Shay & Sellers-Young 2005, p. 28H4)s
dance, due to its development from a specific 8doal complaint, was touched by the workings of
hegemonic factors on a small scale. It was notaati@n to suppressive forces of society; instebjais
developed as an adaptation in attempt to betteonawmdate specific audiences. This new dance did
however gain popularity due to the acceptance ty lbeance on a general level in the United Statdwe
appreciation for this art allowed and encouragezhagdaptation of the subgenres of the dance. Adtnowot
through the same mechanism, the tolerant attitud#dse United States in the 1960s and 1970s alldieed
further evolution of belly dance that would be danito that of a reaction to hegemonic factors. One
dynamic in particular did play into the initial s.@ss of this evolution. This dynamic was the |larabf the
most recent aspect of the dance’s evolution. Sandisco and the surrounding area was “the WesttCoas
cultural and literary site that privileged experittation and challenged the status quo...” (Shay &egel
Young 2005, p. 277).
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An example of American Tribal Style’s lasting sugeds exhibited through the formation of Fat
Chance Belly Dance, a troupe of dancers that wganized by dancer Carolena Neroccio in 1987 (two
decades after the creation of the alternative dafde). This troupe implemented the already esthét
American Tribal Style, but displayed performancesai different manner with emphasis on positive
relationships and community among women. The perdoices usually consist of three or more dancers who
simultaneously improvise their dance based on Visuauditory cues from a specific leader. The @aisc
attention is therefore “not on the audience’s lieacto her performance, but on the interplay ofsctleat
signify the ongoing interdependence of the trighdy & Sellers-Young 2005, p. 291). The idea of wom
as a community is one that has fallen out of poftylaespecially in the competitive United Stateisice the
earlier part of the century. This concept of comaidamale emotional support functioned to countetiae
perceptions and expectations of society on womeheri980s that were set forth in previous decades.

Over the course of a century, belly dance has goder many changes as society has dictated which
parts of the art are acceptable, and which are Beity dance, unlike many other genres in dancs, ha
exhibited qualities of a living organism that catently grows and adapts to the environment aratund
Through the years, increased tolerance by Amescarety has “widened the perception of what comst#
belly dance and the degree of authenticity thaeeathto its variegated performances” (Shay, p..14E) no
surprise then, that belly dance has undergonengthar resurgence within the past five to ten ydarsow
seems to be everywhere, “taught in universitiearaihbasements ... local studios. It is danced ineumns
or theatres, in street fairs, parks, at weddingdiggrin living rooms, and cabarets” (Gioseffi 1980 17).
There have even been magazines started and caduiat the specific purpose of the enjoyment ofybel
dance and the creation of the “belly-gram.”

On the world stage, pop entertainers such as $hakn Beyonce have utilized belly dance to attract
people to their performances. Meanwhile, famousnoter Miles Copeland has expanded his empire by
creating the Belly Dance Superstars, a troupe afepsional dancers who have been touring the veinice
2003. The show that he organized includes dancens multiple genres of belly dance. At performances
there are “hundreds of people [who are] just hyizedt by [the spectacle]” (Stanley 2004). This cyofe
popularity makes some contemporary belly dancersons, they consistently worry about how new
audiences might perceive their art. Regardleshaif fear, belly dance will likely continue its peain of
adaptation and growth: as understood and best mytélde professional dancer Shira, “I fully expdwit a
decade from now, the position of ‘Belly Dancing’ American culture will be different from where & i
today.”

While belly dancing has evolved into esoteric, siitobcal forms providing a greater sense of
empowerment for females in the United States, Tia@sa women have utilized the more traditional fofm
the dance to reclaim their self-esteem, as showarwork by Chia-ju Yen. Her autoethnographic redear
was directed at analyzing the utilization of bellgnce as a form of therapy for women who had been
traumatized by facial scarring. Her findings hawe presented as follows: a woman has suffered an
accident, and has lost her beauty forever; hethiéeefore has changed course. The face is the visilste
part of the body, and is also the core of one’sybiothge; it serves to express personal feelingsefa who
are recovering from facial surgery must cope witkible deformity, loss of function and a particular
judgment placed on them by others. Because of ty¢gigeneral emphasis on physical attractivenesdy b
image alteration for such patients carries thetamtdil burden of obvious facial disfigurement.

Recently, belly dancing has become popular in TaiwEhe sexy costumes, graceful posture and
passionate music attract all kinds of women. Evandle judges, with their serious demeanor in Tagsan
society, also belly danced at an end-of-year pagny organizations have established belly danglesglit
is even performed in local parks. The author ie alsnember of a belly dance club at the univegtdityhich
she is employed.
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This author was affected and shocked by a picttirgggl in the China Time News dated January 8,
2007, depicting facially disfigured women in a dagcparade on the streets. She wondered how thdd co
publicly expose their scars so happily and confiigemithout hesitation.

Body image is a personal, comprehensive, apprasaiicept of one’s own body’s characteristics,
which include a personal view of one’s body aneelihg for other people’s perception of it (ZhargpQa).
After seeing the above-mentioned photo, | initiatedearch on the body image of facially traumatized
patients, performance of belly dancing and othkated topics; twice | attended their performanéas.site
there was always a man who helped them a greatf@akxample, after an outdoor performance, heaput
overcoat over one of the dancers — who | camentbiias his wife, Ms. Yao. | admired and was touded
the scene: after a tremendous injury, a faciallyrmatized female could fall in love again and ergdyappy
marriage. | was curious as to how they could overca visible deformity and accept each other.

A burn or trauma experience itself is frighteninglas not part of the expected range of the human
experience. During their prolonged hospitalizatiosictims face pain, helplessness, and dependence.
Furthermore, they are confronted by psychologicablems in terms of self-esteem and body imagel(&aa
Faber 1998). Accordingly, it is difficult to get itouch with facially traumatized patients; howevere
Sunshine Social Welfare Foundation (called SSWHhart in this study) gave the author a valuabknck
to finally interview such a person. Ms. Yao. Sheresents my third informant, and gave me a warm
welcome - openly revealing to me the story of haurna and matters related to it.

The subject, Ms. Yao, age 50, was married at thig ege of 16, and gave birth to a boy once a year
for three years thereafter. Her injury cost heepts a lot of money, so she tried her best to aveecher
facial deformity in order to get a job and raise theee children. As a result of her hard work, sheceeded
in changing other people’s attitude toward her alsb advanced in her job from part-time employee to
department head within ten years.

As a volunteer at SSWF, while practicing and penfog belly dance, she felt that she had the
responsibility to help and inspire other memberse @as the first individual to put on a belly damktess,
and always encouraged those who struggled witht tdogifidence. Belly dancing created new friends, and
furthermore, provided new forms of body expression.

Previous research on burn injuries has focused roorenedical treatment than on psychological
adaptation of patients. A few cases of researctharder to qualify than the validity of so-calledredard
research. There is limited knowledge concerningetifiect a burn injury has on an individual, furtmere
one has already undergone physical and psycholadieages and adaption in body image.

The study is not based solely on appearance, batraflects certain preconceptions. It manifests ou
point of view, but also requires learning and tfamaation on the part of the researcher. The auliaor
previously experienced belly dance performanceéiseatvorkplace. In the beginning, the rapid shakihthe
belly was painful yet tolerable for everyone. Diffat opinions about costumes arose before the
performance, as members were afraid of revealiag ftars publicly. What was it that erased the fiean
these women? What was the origin of their self-clamfce?

1. At the beginning of sudden injury

Although the support of her parents saved her Hié, little children’s fear of her deformity updds. Yao
for a long while. Before her injury, she was a-tuthe housewife and stayed with her children ajl ttang.
But after her injury, she became a total strangéret children.

2. Trying to be independent by looking for a job
She ignored the opposition of her father and agtil@oked for a job. Because of her hard work, she
performed well and overcame the obstacle of heeaamce in the workplace.

3. Falling in love again
Her current husband discovered that she was a ,sdiiggent, and amicable lady. From my observaiimon
watching her performance, her husband is very denaie to her and her partners.
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4. Experience of performing belly dance

As a means of encouraging other members, she cewtito practice belly dance. Prior to performance,
everybody hesitated to put on the sexy costumeausecthey revealed physical scars. As a volunkéer,
Yao carried the responsibility of inspiring the nmeaShe was the first one to dress in costume with
confidence. During practice, she always encourdgesk with less confidence.

The damaging injury, which scarred Ms. Yao, ocaliakmost 30 years ago. Most memories of the event a
still vivid to her, but others are not. The dis¢éarf this topic was as follows:

1. Experience of pain and cognition of injured badgge

During the interview, she seldom referenced theeggpce of pain. She said,
“While unconscious, | experienced many illusioilss being laid under a group of willows with
a lot of patients like myself. A mild wind blew or®y softly, but | didn’t feel much pain. The
only vivid image was that of a doctor taking a pi@¢ skin from my right lower leg to patch the
wounds, which almost killed me”.

Perhaps it took quite a long time for her to rememnthe details of trauma and recovery. The spijttin
pain was only in her lower leg. The most memorahiag to her was her being treated in the hospital
without dignity, which made her feel so humiliatedt she refused to go back again.

Her parents tried to cover any object that coultece her face. But she already knew about her
deformed face; while she was in the hospital, sipppaned to drink a black-colored Chinese mediaiom f
a bowl. It was then she said,
“When | moved the bowl close to myself, | saw nigrdaty in the reflection of the black liquid.
Oh! That was my face and | accepted it right awatheut any hesitation ... when | left the
hospital, | never went back for my facial probldmwas insensate; | am also curious as to why |
was careless about my appearance then!”

I wondered how she could be so decisive at suchuag age, so | called her again to ask her this
guestion. She told me that her consciousness aadeaess were dulled at the time, so she thougtat lit
about her facial trauma.

2. Work enhanced her ability and confidence

Before her injury, Ms. Yao had never worked. So mvbkee got her first job, she worked very hard: not
only to be independent but also to change otherBiandly attitude towards her. She worked hardant
anyone in the factory that employed her; almostryevday she was the last one to leave the factory.
Eventually she earned a substantial promotion. &ke attended a computer class and graduated as
valedictorian. Through this she gained not onlyealifhg of achievement but also built confidencenfro
working.

3. Confidence enough to accept new love

Body deformities are not accepted by people easilg, could even be a reason for divorce (Hunag
2007). Consequently, it was hard to believe that Mo could get married again. Her husband’s boss
advised him not to fall in love with her, because droup of friends would have a hard time acceptins.
Bull and Brokking (1994) stated that people tenddwgalue a person with a facially traumatized spols.
Yao said “l don’t care what people think; what tecabout is only: does he really love me?”

Ms. Yao always downplayed other people’s views andcentrated on the points of importance.
Opponents of marriage to a facially traumatizeds@ercan even come from the latter's own family: Ms.
Yao’s brother warned her husband not to tormensisigr.

4. Belly dance enriched her life

Dance is a rhythmic sport; it is a special, perfganine. People perform for other people vitally.lyBel
dance also exhibits the attractiveness and sexabpgfewomen, possibly helping patients to regain
satisfaction in their body image. Ms. Yao showed many photos of herself in her belly dance costume;
there are some on the table, wall and refrigerator:
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“My mother told me that | enjoyed very much havpigtos taken of myself in those years. |
also treasured myself because it had been souiffic get my life back. Although | had been
beautiful, let past be past. Now is the best time”.

The experience of sport can preserve the esserlite, afs Liu | Min (2005) observed:

“Sport provides the experiences of creation, degtiowth of mind and symbolization that can
cohere the elements of life. To preserve one’s Hifesport, based on a new manner of
observation, one can create a new life for onesalihew order of life”.

I quote an excerpt from Ms. Yao’s blog to close théper:

“Although we are a bunch of deformed belly danceagas, every dancer in every performance
could face the audience honestly and show her arfdorlife. We may not be the best
performers, but we are the bravest dancers on téges.

Though our two efforts in research started witliedént intentions and describe different dimensions
of a singular topic base, strong correlations canfdund in the findings of each. Ashley Popp’siait
historic research ended with a hypothesis regartfiagability of contemporary belly dance to incedse
confidence of participants; this cultural transfatimn has been manifested in an evolution of oalygtyle
and purpose through the relatively recent formatb\merican Tribal Style belly dance. This evoduti
challenges the classical conventions of this predlynancient art form. This inquiry suggests tHa t
cultural flow of belly dance retains residual cudtuelements ,while race, gender, and class dyrsamithe
United States have spawned new forms that are mmmeucive to alternative cultures. Chia-Ju Yen's
research relating to burn victims explicitly obses\this phenomenon taking place in a practicabihertic
setting, further reinforcing that these new formséalso served as an avenue through which contanypo
women can build their self-esteem and potentigbowver from traumatizing experiences.
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