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To Students 
 
We are delighted to welcome you to the 2014 Perth Festival and this performance of Sadeh 21 by 
Batsheva Dance Company of Israel. 
 
This resource pack is for you. It is full of information to guide you in preparing to see the 
performance and reflecting upon it afterwards, how it thrilled and inspired you. 
 
Don’t forget to grab a free program. 
 
Enjoy the show! 
 
Jemma Gurney 
Education Coordinator 

 
 
 
Curriculum Links 
 
WACE  
Dance 
 
Curriculum Framework 
Dance, Languages 
 
Australian Curriculum 
General Capabilities: Critical and creative thinking, Personal and social capability 
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Theatre Etiquette 
A guide to enjoying the show. 

 

We are very pleased to welcome you to this 2014 Perth Festival event. We hope you are thrilled, 
challenged and inspired by what you are about to see. 

Here are a few handy hints to make sure you, and everyone around you, gets the most out of the 
experience… 

 

Do turn off your mobile phone. Trust us, you don’t want to be ‘that guy whose phone rang’ in the 
middle of that big, dramatic moment and texting/tweeting/facebooking during the show is not OK.  

Do eat before you enter the theatre. The rustling of wrappers and munching of crisps is not what 
the sound designer had in mind.  

Do save your comments until the end. The dimming of the house lights is the international symbol 
for silence. Allow everyone, performers and audience, to focus on the performance by not talking. 

Do be prepared to stay in your seat during the show. If you leave your seat during the performance 
you may not be allowed back in. So maybe go the small, rather than the jumbo, drink beforehand. 

Do watch the performance. We’d hate for you to miss the good stuff because you were trying to 
write your essay in the theatre. 

Do respect the rights of the presenting company. The set and costumes are amazing, the 
performances are extraordinary, but taking photos or videos of the show is illegal. Grab a program 
from the foyer instead. 

 

That pretty much covers it. If you can do these 6 simple things then you’ll not only have a great 
experience but you’ll have the gratitude and respect of the rest of the audience and the performers. 

Enjoy the show and thanks for being part of the Festival! 
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Cast and Creative Team 
 
Choreographer       Ohad Naharin 
 
Lighting and Stage Design     Avi Yona Bueno (Bambi) 
 
Soundtrack Design      Maxim Waratt 
 
Costume Design      Ariel Cohen 
 
Video subtitle Design      Raz Friedman 
 
 

Dancers
 

Bret Easterling 
Stephanie Amurao 

William Barry 
Bobbi Smith 

Omri Drumlevich 
Zina (Natalya) Zinchenko 

Adi Zlatin 
Ariel Cohen 

Chen-Wei Lee 
Eri Nakamura 

Ori Moshe Ofri 
Shamel Pitts 
Oscar Ramos 
Ian Robinson 

Nitzan Ressler 
Maayan Sheinfeld 

Or Schraiber 
Maya Tamir

 MUSIC 
 
‘AEO3’ & ‘3HAE’   Autechre & The Hafler 
‘Stones Start Spinning’   David Darling 
‘Against the Sky’   Brian Eno & Harold Budd 
‘Music Of A Desire’   David Darling  
‘Vletrmx’    Autechre 
’La Clé’     Jun Miyake 
‘Brutal ardor’    Brian Eno  
‘The Silver Ball’   Brian Eno & Harold Budd 
‘Diane and Camilla’   Angelo Badalamenti, from the Mulholland Drive film score  
‘Remembering Our Mothers’  David Darling 
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Batsheva Dance Company 
 
Batsheva Dance Company was founded as a repertory company in 1964 by the Baroness Batsheva de 
Rothschild, who enlisted Martha Graham as its first artistic adviser. The company has been critically 
acclaimed and popularly embraced as one of the foremost contemporary dance companies in the 
world. Together with its junior Batsheva Ensemble, the Company boasts a roster of 34 dancers 
drawn from Israel and abroad. Batsheva Dance Company is Israel's biggest dance company, 
maintaining an extensive performance schedule locally and internationally with over 250 
performances and over 75,000 spectators per year.  
 
Hailed as one of the world's preeminent contemporary choreographers, Ohad Naharin assumed the 
role of Artistic Director in 1990, and propelled the company into a new era with his adventurous 
curatorial vision and distinctive choreographic voice. Naharin is also the originator of the innovative 
movement language Gaga, which has enriched his extraordinary movement invention, 
revolutionised the company’s training, and emerged as a growing international force in the larger 
field of movement practices for both dancers and non-dancers. 
 
The Batsheva dancers take part in the creative processes in the studio and create themselves in the 
annual project Batsheva Dancers Create supported by The Michael Sela Fund for Cultivation of 
Young Artists at Batsheva. 
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Ohad Naharin 
 
Born in 1952 on Kibbutz Mizra, Ohad Naharin began his dance training with the Batsheva Dance 
Company in 1974. During his first year with the company, visiting choreographer Martha Graham 
singled out Naharin for his talent and invited him to join her own company in New York. While in 
New York, Naharin studied on a scholarship from America-Israel Cultural Foundation at the School of 
American Ballet, furthered his training at the Juilliard School, and polished his technique with master 
teachers Maggie Black and David Howard. He went on to perform internationally with Israel’s Bat-
Dor Dance Company and Maurice Béjart’s Ballet du XXe Siècle in Brussels. 
 

Naharin returned to New York in 1980, making his 
choreographic debut at the Kazuko Hirabayshi studio. That year, 
he formed the Ohad Naharin Dance Company with his wife, 
Mari Kajiwara, who died of cancer in 2001. From 1980 until 
1990, Naharin’s company performed in New York and abroad to 
great critical acclaim. As his choreographic voice developed, he 
received commissions from world-renowned companies 
including Batsheva, Kibbutz Contemporary Dance Company, and 
Nederlands Dans Theater. 
 
Naharin was appointed Artistic Director of Batsheva Dance 
Company in 1990 and has served in this role except for the 
2003–4 season, when he held the title of House Choreographer. 
During his tenure with the company, Naharin has 
choreographed over 20 works for Batsheva and its junior 
division, Batsheva Ensemble. He has also restaged over 10 of his 
dances for the company and recombined excerpts from his 
repertory to create Deca Dance, a constantly evolving evening-
length work. 

 
Naharin trained in music throughout his youth, and he has often used his musical prowess to amplify 
his choreographic impact. Naharin also combined his talents for music and dance in Playback (2004), 
a solo evening which he directed and performed. 
 
In addition to his work for the stage, Naharin has pioneered Gaga, an innovative movement 
language. Gaga, which emphasises the exploration of sensation and availability for movement, is 
now the primary training method for Batsheva’s dancers. Gaga has also attracted a wide following 
among dancers around the world and appealed to the general public in Israel, where open classes 
are offered regularly in Tel Aviv and other locations. 
 
Naharin’s compelling choreographic craft and inventive, supremely textured movement vocabulary 
have made him a favorite guest artist in dance companies around the world. His works have been 
performed by prominent companies and he has garnered him many awards and honours for his rich 
contributions to the field of dance.  
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Gaga/Naharin 
 

 
 
Gaga/Naharin is a movement language developed over the last decade by Ohad Naharin, Batsheva’s 
long-time artistic director, in the Batsheva studios. This expressive and dynamic movement language 
is used daily by dancers of the Batsheva Dance Company and Batsheva Ensemble as the basis for 
their distinctive technique. 
 
Gaga offers a new way to reach a deeper knowledge and understanding of one's self via the body 
and its movement. Gaga encourages, teaches and cultivates multi dimensional movement, efficiency 
and texture of movement, the use of explosive power, the connection between pleasure and effort, 
quickness, clarity of intention, stamina. It enables recognition of one's own movement habits and 
helps to acquire new ones. 
 
Essentially, Gaga increases one's understanding of the body’s weaknesses and strengths, as well as 
its response to them. Through Gaga, one works to break down physical barriers in order to reach a 
greater comprehension and control of instinctive movements. Ultimately, Gaga empowers the 
experiences of pleasure, stillness, positivism, and happiness. The Gaga movement language is a tool 
that can be utilised by dancers and non dancers alike. 
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Ohad Naharin on Gaga 
 
Gaga challenges mult- layer tasks. It is fundamental for Gaga users to be available for this challenge. 
At once we, the users, can be involved in moving slowly through space while a quick action in our 
body is in progress. Those dynamics of movement are only a portion of what else might go on at the 
same time. We are letting our mind observe and analyse many things at once, we are aware of the 
connection between effort and pleasure, we connect to the ‘sense of plenty of time’, especially when 
we move fast, we are aware of the distance between our body parts, we are aware of the friction 
between flesh and bones, we sense the weight of our body parts, we are aware of where we hold 
unnecessary tension, we let go only to bring life and efficient movement to where we let go ... 
 

 
 
We are listening, seeing, measuring, playing with the texture of our flesh, we might be silly, 
decorating our inside, we can laugh at ourselves. We learn to love our sweat, we discover our passion 
to move and connect it to effort, we discover both the animal in us and the power of our imagination. 
We learn to appreciate understatement and exaggeration, we discover the difference between joy 
and pleasure and use both to protect ourselves from injuring and hurting our body, we learn to apply 
our force in an efficient way and we learn to use ‘other’ forces. We become more delicate and we 
recognise the importance of the flow of energy and information through our body in all directions! 
 
We discover the advantage of soft flesh and sensitive hands, we learn to connect to groove even 
when there is no music. We become more aware of people in the room and we realise that we are 
not in the centre of it all. We never look at ourselves in a mirror, there are no mirrors. We become 
better aware of our form. We connect to the sense of the endlessness of possibilities. We explore 
multi dimensional movement, we enjoy the burning sensation in our muscles, we are ready to snap, 
we are aware of what we are made of, we are aware of our explosive power and sometimes we use 
it. We change our movement habits by finding new ones, we can be calm and alert at once.  
We become available... 

Ohad Naharin, March 2008 
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Why I Choreograph 
 
Sometimes I feel like my brain is on fire and the only way to put the fire out is by daydreaming about 
choreography. Choreographing is how I go places I have never been before, and, many times, could 
not even imagine exists. Like people might have felt a few centuries ago when travelling, started 
without knowing where it would end up. 
  
The love of moving has been always at the heart of why I dance; it is also partially why I 
choreograph. I’ve learned that listening to the body is a lot more meaningful than telling it what to 
do. One can get from dancing a great sense of clarity, explosiveness, and delicacy while allowing us 
to go far beyond our familiar limits. All these things are necessary ingredients to fuel a good process 
in and out of the studio.  
  
Choreographing allows the pleasure 
of working with dancers: the sharing, 
teaching, learning, the realisation that 
I can’t and should not fall in love with 
my work, yet I can be excited and 
moved to tears by the dancers’ 
interpretation of it. 
  
Choreographing is having the privilege 
to be clear and articulate without the 
need to explain. 
  
I love the time invested in the making of the soundtrack for a work. Though dance does not depend 
on music, the time spent on making of the soundtrack provides hours-long ‘meditations’ where ideas 
can visit you without you forcing it, while researching the relation of seeing and hearing. 
  
I love the great level of intimacy I can reach in a process with the people I work with—more than 
most relationships I’ll ever have out of the studio. I like the bi-product of choreographic effort that 
can oppose conventional and conservative politics and theories that block new solutions and free 
thinking. I love to choreograph since it’s where I can put my skills, passion, and imagination into one 
pot, and it also makes me feel sexy. I sleep better during the process of choreographing. 
  
I love to discover the different playgrounds for each process with their own codes and rules; then I 
love teaching the dancers the codes and rules of this new playground. And even more, I like how 
soon after that, they can show me how to really play it. 
  
I like the tech time, the days before the premiere, that last meaningful act of putting the work on its 
stage, the great feeling when finding the right tension between all the elements in each moment of 
the work, and then the ease in which I am often happy to admit how wrong I was the next day while 
looking at it. 
  
I like how in choreographing, the process continues long after the premiere, how the ‘physical 
disappearing act’ of a performance (not necessarily from our memory) enables it to reappear 
differently the next time… 
        - Ohad Naharin for Dance Magazine 
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Midnight East - Sadeh21  
 
Defiantly abstract and intensely emotional, Sadeh21 by Ohad Naharin with collaboration of the 
Batsheva Dance Company dancers made its world premiere at the Israel Festival 2011. The curtain 
opens on an empty stage and the set revels in simplicity: three white walls, with a white floor 
between them. A female dancer enters the space with a solo that seems almost spontaneous, 
emerging from deep internal urges. One after another, dancers occupy this vast space alone, each 
solo a paean to individuality, the trajectory of movement corresponding to the trajectory of the 
imagination. 
 
Lone individuals on a bare stage, the white wall a long scroll of unwritten history, the shape of air 
transformed by presence and movement; dancing alone, as we are alone, each in our own mind. 
Each moment – leonine, delicate, muscular, rough, slow or frenetic – abstract and expressive; 
fragments of narrative flashing on the consciousness. The experience is riveting. 
 
It is a daring work, a sustained vision unfolding over time, unafraid to confront silence, emptiness 
and the full impact of bare emotions. The soundtrack, lighting and costumes – created respectively 
by Maxim Waratt, Avi Yona Bueno (Bambi) and Ariel Cohen – all work together to create a 
subtle, nuanced atmosphere in which absence (of sound, light and color) is as strong an element as 
presence. Much of the soundtrack is hushed, barely perceptible sound, pierced with sequences of 
complete silence. There are several significant episodes in direct contrast to the overall effect, with 
expectations set up only to be confounded, as when a melodic sequence seems to herald a sense of 
healing, or resolution which is then fragmented once more. 
 
Meaning or a system of rules emerges from events that seem random, as when a dancer stands at 
the front of the stage, reciting numbers from one to five in different configurations. Yet any system 
of meaning or possible narrative is confronted with the unexpected: a sudden change of rhythm, 
direction or intention that defies simple interpretation. One can identify different relationships of 
the individual to the group, yet the emphasis here is as much on ’different‘as ’relationship.’ The 
costumes convey a sense of simplicity with a touch of unexpected extravagance as tank tops and 
shorts in muted colors are interspersed with purple velvet or neon green satin, a slice of magenta, a 
flash of turquoise or a cluster of male dancers in black taffeta ball gowns. 
 
Sadeh21 is a fertile field of contrasts, an enthralling work. An abundance of colorful associations 
released onstage in an epiphany of energy, a stark piercing solitude diving into a black abyss of 
terrible dissonance with joyful abandon, the exquisite beauty of this moment, and this moment, and 
this moment … 
 
By Ayelet Dekel 
World Premiere at Israel Festival 28May 2011 

 
 



10 
 

MOVEMENT SETS YOU FREE: BATSHEVA DANCE COMPANY'S 
SADEH21 

 
Ohad Naharin and Batsheva Dance Company's new piece, which had its world premiere at the Israel 
Festival, Jerusalem, is a liberating experience of contradictory feelings revealing an endless array of 
associations. 
 
A buzzing hum creeps into the ear when the last of the audience members take their seats. Lights 
are turned off. Stage lights turned on, and that's it, all at once, without any prior warning, you're 
there, thrown in to a world where an open and empty field is occupied by electrifying bodies moving 
in a ritual-like manner, not allowing us to take our eyes off them for a moment. Welcome to 
Sadeh21, the new creation by Ohad Naharin and Batsheva Dance Company. 
 
One by one they enter the sterile white space surrounding and defining the large stage, and exit it. 
Numbers of fields flicker on the back wall of the stage, disappearing as quickly as they appeared. 
What is the meaning of crossing one field to another? Uncertain. Does it have a meaning? Uncertain. 
Perhaps it's the time-line you move upon, and the movement is constant, stubborn, devoted, 
seemingly with a life of its own, yet in total control. 
 
The opening segment of the performance is made up of short solos. The dancers enter, shine for a 
moment then leave the stage. Glittering with belligerent vulnerability. Between these two extremes 
the movement deliberates between strength, fragmentation and rhythmic to the extended,  
prolonged and pleasurable. The solo segments present a display of Naharin's Gaga language, and 
one of the best casts Batsheva has ever known. 
 
Perhaps it is the precise harmony between those dancers who have been with Naharin for a while 
and new dancers injecting their own but who have already assimilated the choreographer's 
language. They are strong, stretched to the limit, tuned as a mythical orchestra, amazingly precise -
and it's as beautiful as a dream. 
 
In Field 2 the movement becomes itchy, aggressive, speedy and all this time the same buzzing hum 
insists in the background. It doesn't disturb you, but it's there like a white-noise. From the various 
details two bodies come together for a shared dance that isn't shared. Each with himself as if 
together. Is the common movement necessarily a dialogue? Uncertain. Nevertheless, body joins 
body, body enters body, body stands beside body. Suddenly a group of similar-different details is 
painted on a large white canvas. 
 
In Field 3, with no introduction, the wonderful Adi Zlatin reveals the movement's mechanism. 
Standing in front of the audience she spurts a seemingly meaningless sequence of numbers. It takes 
time to understand that each number is a code that activates the group. Delicate games of lighting 
splash warm yellow, freezing blue and dream-like green on the white canvas surrounding the stage.  
 
Together with the wonderful soundtrack concocted by Naharin's alter-ego, Maxim Waratt, the 
spectator moves from one mood to the other, and it works like a clock ticking from the inside. 
Exemplary Order Hidden by Chaos. Hopping dancers leave the stage on toes-end, a coral-reef of 
bodies sways with emotion, a female and male dancer together/alone and a circle of dancers 
growing larger and larger, and the warm light that floods and breaks the circle left behind by one 
single dancer painting a circle with her bare foot. Endless beauty. And all this arranged chaos has 
exemplary order. 
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From field to field, between one feeling to another, between a world of the solitary to a different 
world of a similar solitary and an entire world of engineered togetherness. Men in black evening 
gowns shatter the reverence of costumes in motion ignoring surplus social meanings. Women move 
to the groove dictated by the music, playing on imaginary guitars. The movement grows and grows 
and becomes threatening, aggressive. Applause to melodic music sounding off in the background 
grows to an extent that it becomes a threat and contains a say about the course of a movement and 
the tone comprising the music. 
 
And there's the dancer who turns to the audience and tells his story in a language not understood, 
hinting that perhaps words are not important. And there is the group of men that in male 
comradeship slowly dismembers Syrtaki steps to the sound of classical music and at once thunders 
as if they were a group of storm-troopers and this entire time one dancer lying on her back 
convulses at their feet. 
 
At the end of the day "Sadeh21" is a work filled with surprises leaving the audience with a light sense 
of freedom and liberating experience of contradicting feelings. Naharin moves away from 
characteristic narrative or explicit definitions of his intentions, both in movement and in words. This 
doesn't mean he is not telling a story. With each movement and every scene, musical, decorative 
and lighting decisions, costumes, he scatters keys to endless fields of associations. From here on in, 
it is all in the eye of the beholder. From the entity created by Naharin and his dancers with 
extraordinary humor and gentleness, they offer us to simply let go. 
 
By Merav Yudilovitch,  
Ynet 27 May 2011 
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A Guide to Performance Analysis 
 
Reflect on these points when writing notes after the show:  
 
 

• GENERAL INFORMATION ABOUT THE PERFORMANCE 
The name of the performance, the name of the company, the venue. Background 
information about the performance, writer and/or creative team.  
 

• THEMES AND PLOT 
Summarise the plot. What ideas/themes do you believe the production was trying to 
explore? Was there a common concern for the characters?  
 

• FORM AND STYLE 
Think about role and character, situation, voice, movement, space and time, language and 
texts, symbol and metaphor, mood and atmosphere, audience and dramatic tension – How 
were these elements employed to create the form of the work and how did these creative 
choices in turn establish its style.   
 

• VOICE AND MOVEMENT 
Consider the performers use of elements of voice and movement. – How were these 
elements of performance employed to communicate character and dramatic action? What 
relationship do these performance choices have to the form and style of the piece? 
 

• HISTORICAL AND SOCIAL KNOWLEDGE 
Consider the time, place and culture that the piece was set in, created in and performed in. 
What comments, if any, do you feel the creator/s was making and what significance does 
this piece have to a contemporary Australian audience? 
 

• ELEMENTS OF PRODUCTION–ROLE 
Observe the contributions made by the various production roles (e.g. Director, Dramaturge, 
Designers). How did each of these impact on the overall atmosphere, style and meaning of 
the performance?   
 

• YOUR PERSONAL RESPONSE TO THE PRODUCTION 
 

 

 

 



13 
 

Links and further information 
 

 
 
Videos 
 
Trailer – Sadeh 21 
http://www.youtube.com/watch?v=A6RWvh0JMv8&feature=player_embedded 
 
The Guardian - Batsheva Dance Company: 'It's about making the body listen' 
http://www.youtube.com/watch?v=gRky99sO-og 
 
Ohad Naharin discusses Gaga movement 
http://www.youtube.com/watch?v=OGPG1QL1vJc 
 
Gaga training and groove at Batsheva Ensemble 
http://www.youtube.com/watch?v=ZzXhcNFXwYM 
 
More Gaga videos 
http://gagapeople.com/english/about-gaga/videos/ 
 
 
 
Websites 
 
Batsheva Dance Company 
http://www.batsheva.co.il/en/ 
 
Gaga People 
http://gagapeople.com/english/ 
 
 
 
Blogs 
 
Going Gaga: My Intro to Gaga Dance Classes 
http://www.danceinisrael.com/2008/11/going-gaga-my-intro-to-gaga-dance/ 
 
A Glimpse into the Gaga Workshop 
http://www.danceinisrael.com/2009/04/a-glimpse-into-the-gaga-workshop/ 
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