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From the inception of the kibbutz movement, dance was part of the attempt to 

crystallize a new society, to educate a new generation and create a Hebrew individual 

living on his/her soil and subsisting on the land. The characteristics already evolved at 

the beginning of the twentieth century became founding symbols and some have 

today become objects of nostalgia that have disappeared. In the society of the kibbutz, 

preoccupied with developing itself, there were no ethnic dances that could constitute 

the expression of a unifying framework for itself and an exemplar vis-à-vis other 

societies. As happens with migrant societies throughout the world, dance and song are 

transmitted by those who bring them to the new locality and serve as an expression of 

their society in a new place, sometimes even with a different meaning. 

 The dances of different peoples, and in particular the Hora, which travelled 

from the Balkans to the Hassidic courts to the pioneer youth movements and to the 

pioneering fraternities and the working settlement, filled the much needed function of 

a sense of togetherness, of a youthful spirit and a striving for equality. The writer 

Amnon Shamosh bears personal witness to dance in the kibbutz in which he lives, as 

he felt it in those days: 
I do not know whether in human history there has been a secular society in which 
dance and song are a structural part of its life as in the kibbutz society. A considerable 
part of Hebrew song and the pioneers’ dance were created in the kibbutz and 
developed there as a way of life. The people of Saloniki dance the Cracoviak and the 
South Africans dance the double Cherkessiya and they all dance the Hora. There were 
many songs in different languages for the kibbutz Hora. We danced it until we were 
exhausted. The sweat flowed, the legs stamped, and the eyes sparkled. Those who 
couldn’t dance, danced the Hora too. There was not a kibbutz without a Hora, any 
more than there was a kibbutz without a herd. We sang and danced every Sabbath 



eve, at every party and feast. We sang while picking the apples, and while gathering 
the grapes. We sang at funerals and on the days of remembrance. We sang during the 
collective “roundups” that began before sunrise. We sang on the trailers on our way to 
work in the fields. And then suddenly we stopped singing. We stopped dancing. We 
stopped enjoying the togetherness. (Shamosh 2011: 28). !

The transition from spontaneous expression to other forms of artistic expression is 

not sudden; it is gradual and apparently unavoidable. The beginning of the process of 

change in the search for a suitable ordinance for feasts and festivities in a secular, 

modern society, in which tradition is not a mandatory whole, but always serves as a 

source and subject for discussion, disagreement and agreement. The personal 

enterprise of organizers, educators, writers, poets, painters, composers and dance 

people joined together in bestowing a fitting content and form on feast and festivities 

in the kibbutz.   

Artistic enterprise as personal creation and as part of the attempts to 

devise feasts and festivals in the kibbutz were first and foremost the heritage of 

single persons, and later of teams, who saw in this a social-artistic mission.  
The flowering of Hebrew culture in the Land of Israel at this time has to be seen as 
part of the effort ! ! ! alternative culture to that diaspora-Jewish-old one. It is thus 2211
often possible to detect in it a pattern of contradistinction: a Hebrew tongue as against 
the Yiddish of the Diaspora, physicality as against spirituality, alienation as against 
rootedness, heroism as against despair, old as against new. This model, while it was 
abstract and extremely vague, and contained within it inevitable contradictions, was 
one of the expressions of the cultural revolution that took place among the Jewish 
people during the last decades of the 19th century and at the beginning of the 20th 
century (Zeira 2002: 36). !

The need to provide immediate answers to the society’s needs, especially within the 

various educational frameworks, created a situation that was at the same time both 

natural and strange, in which folk dance integrated in their work dances that they had 

brought from their countries of origin. 

 Gurit Kadman, who lived in kibbutz Hephziba in her early days in Israel, 

shared with kibbutz members and others folk dances that she had learned in the 

Wandervogel youth movement in Germany. Later she taught and propagated these 



dances widely, and under her guidance they formed the basis for the folk dance 

movement in Israel.   

Zeshka Rosental, a member of kibbutz Gan-Shmuel, who took a significant 

pioneering part in fashioning the festivities in her kibbutz, had become acquainted 

with village dances in the area of Poland where she grew up, and these served as the 

basis for festive dances of the workers of the land in her kibbutz. 

Leah Bergstein in Beth Alpha and Ramat Yohanan and Rivkah Sturman in 

Ein-Harod, beginning from foreign sources, travelled far in producing festive dances  

for the kibbutz that became the symbol of Israeliness” (details concerning these and 

other figures – Friedhaber 1994; Eshel 1991). 

 Zeira discusses the complex handling of the question of the arranging of feasts 

and festivals throughout the year and throughout life. In the first phase there were 

local solutions at each individual kibbutz. At a later stage steps were taken to find 

approaches acceptable to a large number of settlements, and subsequently solutions 

were found for the settlement movements (Zeira 2002). Friedhaber surveys early 

experiments in the thirties of the 20th century: the first festive dances that were 

produced within the frame of the “Festival of Sheep shearing” first held by the 

“Company of Shepherds” at kibbutz Beth Alpha in the years 1931-1932. We learn 

from the dancer-choreographer Leah Bergstein that already at this stage her 

cooperation began with the composer-shepherd Matityahu Shelem, which had a 

splendid outcome in kibbutz Ramat-Yohanan, the fruits of which are to this day a 

living part of Hebrew culture. Leah created the dances and performed them herself. 

She speaks of work without time for preparation: everything was done after the day’s 

labour, in her spare time and with extremely meagre means (Friedhaber 1994; Goren 

1983). 

 Among the pioneers who worked in the city and in the kibbutzim were 

Margalit Ornstein and her twin daughters Yehudit and Shoshanah. In 1930 Margalit 

produced a festive pageant at kibbutz Mishmar HaEmek. In 1931 Yehudit and the 

director Moshe Halevi produced the pageant “Festival of the Wicker Basket” for a 

harvest ceremony in Haifa. In 1938 they produced the pageant “Song of Songs” in 

kibbutz Ma’abaroth. In 1951 Yehudit produced a ceremony celebrating thirteen years 



of kibbutz Daphna, and in 1952 Shoshanah created the choreography for the rally 

“War and Redemption” in kibbutz Negba (Aldor, 2011). 

 The process that Zeshka Rosental of kibbutz Gan-Shmuel underwent in the 

transition from folk dance in the rural area of her birth in Poland to the composition of 

dances in the kibbutz in the early thirties of the twentieth century was influenced, 

among other things, by her participation in the “Festival of the Wicker Basket” in the 

city of Haifa. Rosental made a thoroughgoing study of the sources of the feast, which 

were new to her, and in collaboration with the composer Daniel Factori, a member of 

her kibbutz, she devised a pattern that served for decades as an example for model of 

the way in which the harvest of the first fruits was celebrated in the kibbutz 

(Friedhaber 1994).  

 Yardena Cohen from Haifa worked closely with the kibbutz movement from 

the outset of her career as dancer and choreographer. The collaboration in the 

planning of festivals was the initiative of the people of Kibbutz Ein Hashofet in the 

mountains of Ephraim. She describes her work in her books: 
We want there to be something “different from usual” in the harvest festival. From 
that “something” were born festivals that laid the way and the milestones for new 
festivals in Israel. The first modest festival was a first-fruits festival in the mountains 
of Ephraim. But it held something innovative for the kibbutz meeds, and costumes 
that would accord with the beauty of the landscape. Three dances were created at that 
time, two of them in country style and one a “song of praise”, a ceremonial dance, a 
kind of thanksgiving and praise for the bringing in of the harvest. […] This was an 
attempt to bring the kibbutz out of the farmyard and the dining hall into the space of 
the fields. I wanted to persuade the members that the “stage” for the festival was the 
harvested fields and the flowering hills, for the seating was in the shade of carts 
loaded with the harvest. At that time this was a daring innovation, but in everything 
there was a heartwarming simplicity and rustic innocence. […] After that harvest 
festival the idea came to me of a great popular festival, in which would be blended 
both past and present. The Bible stories were lifelike in my eyes. […]  I saw a 
multitude celebrating in its costume, singing and dancing. Thus the form and coloring 
of the festival of the vineyard took shape. I wanted to renew that feast, beginning 
according to tradition with Tu be’Av. […] It was clear to me that we should first of all 
renew basics which are imprinted in every nation from the dawn of its creation, and 
are the source of the dance, of sound, song and attire. First of all would be the 
innovation of holding the festival in the vineyard clearing. Another innovation would 



be the participation of the whole kibbutz on the day of the festival. I wanted to break 
down the separation of the “performing” member from the “onlooking” audience, that 
had been customary (Cohen, 1963: 47). !

Later, Yardena created pageants for the tenth year of kibbutz Sha’ar HaAmakim and 

the Festival of Water at kibbutz Ginegar. Yardena Cohen’s collaboration with the 

composers Yizhar Yaron of Ein HaShofet and Uri Giv’on of Sha’ar HaAmakim 

yielded some pearls of Hebrew song and a number of dances that became part of the 

treasury of  “classic” Israeli folk dances, which was contrary to her original intention. 

 Many creative workers besides those mentioned, contributed to this unique 

creation of festive pageants: Sarah Levi-Tanai, during her residence in kibbutz Ramat 

HaKovesh and also in her work in kibbutz Mishmar-Hasharon; Gurit Kadman, Tova 

Zimbel-Neta, Arie Kalev, Greta Salos, Miraleh Sharon, Noa Eshkol, Shalom Hermon, 

as well as dance teachers who were members of kibbutzim, and from whom the 

creation of festive pageants was expected by the community, among them Rachel 

Emmanuel, Yehudit Arnon, Tsilla Unger, Ze’ev Havatselet, Ada Levit, Gabriela Oren, 

Tsofia Nahrin, and many more (Eshel 1991, Bahat-Ratzon 2004). 

 For those in the kibbutz concerned with education and culture, movement and 

dance were a central substratum in collective education, according to which 

creative-artistic expression was perceived as a central channel in the development of a 

new Israeli generation. Rivka Sturman writes in “Ein Harod Diary”: in 1944: 
The recognition has ripened in me that first of all children must be provided with 
natural movement: steps, jumps and a sense of rhythm. Through systematic learning 
at an early age the child will acquire aesthetic, free movement, and later also folk 
dances suited to his age and ability. And the children understood very well that in 
dancing, as in reading, one begins with the alphabet: steps, jumps, skipping and so 
on. And only after mastering these basic elements does one go on to dances, first the 
simplest, and later the more complex (Sharet 1988: 48). !

The integration of the whole kibbutz in the performance and preparation of the 

festival in accord with its character and meaning, created a variegated expression in 

which were integrated solo dances, chamber dances intended for a small “select” 

group, and popular dances in which many could take part. There was no question of 



compromise in this, but rather a process of work and creation that arose from a 

binding world view. 

 The first Dalia rally, which took place in 1944, provided an opportunity to 

reveal what had been done in the internal reality of the settlement and to encounter a 

similar and different reality. The initiative for the rally crystallized in a group that was 

active in Seminar HaKibbutzim within the framework of further studies coordinated 

by Gurit Kadman (then Gert Kaufman), with the participation of the teachers Gertrud 

Kraus, Sara Levi-Tanai and Rachel Nadav. Among the students taking part in this 

course was a member of kibbutz Dalia, Ilse Peles (Gutman). At her instance Gurit 

Kadman was invited to compose dances for the pageant “The Book of Ruth” in 

kibbutz Dalia. These contacts lead eventually to the first dance rally in Dalia in 1944 

(Friedhaber 1994). The scope represented in the program of the rally was interesting. 

There was folk dancing for all, in which anyone and everyone who wished could 

participate. Among the instructors were Gurit Kadman, Rivka Sturman, Yardena 

Cohen, Sarah Levi-Tanai, Ze’ev Havatselet, Leah Bergstein and Rachel Nadav. In 

addition to folk dancing for everyone and performances by various ethnic groups, 

troupes from three kibbutzim appeared in dances from festive pageants which were 

the beginning of a tradition in their kibbutzim:  

 Sarah Levi-Tanai with members of Ramat HaKovesh appeared in dances from 

the Song of Songs, including the dance El Ginat Egoz, which continues to be part of 

Israeli folk dance tradition, but in a version that is simpler than the original. The text 

was a selection of verses from the Song of Songs, sung to Sarah Levi-Tanai’s 

melodies. 

 Yardena Cohen staged dances from a harvest festival pageant in Ein HaShofet 

to the accompaniments of the kibbutz composer Yizhar Yaron. 

 Members of kibbutz Dalia staged the pageant The Book of Ruth to the 

accompaniments of Yitshak Dror, a member of the kibbutz. Gertrud Kraus produced 

the opening evening and took an active part in the selection of works and the 

arrangement of the items.  

 The importance of the rally in 1944 lay in the wish to reflect the activity in the 

area of dance in which the kibbutz movement led the organization and performance, 



with the participation of people from every sector, age, extraction and social 

affiliation in Israel. 

 Many of the teachers of movement and dance in the kibbutzim were pupils 

and assistants who had experience of the work of Laban, or were at least aware of it, 

and his influence was immense as a theorist of human movement and creator of 

artistic-social approaches which accorded with their artistic views and their social 

needs; in particular – openness to different kinds of dance, and the attempt to create 

dance for the stage even with people who had no professional training.  
This kind of mass spectacle, a speaking-singing-and-moving choir, symbolized 
perfectly, with primal expressive means, the urge toward unity, a shared destiny and 
ideal, open to everyone, that were easy to identify with (Bahat-Ratzon 2004: 204). 

!
This work with moving masses of people is in fact a direct continuation of the work 
of Gertrud Kraus in the processions of the trade unions of Vienna. […] In the fifties 
too […] at a festival in kibbutz Harel to celebrate five years since its foundation, 
Pablo Nerruda’s poem on the wood cutter was presented, with the participation of the 
entire kibbutz. […] After intensive work, she created the massed picture by dividing 
the participants into groups, each of which took only one or two steps, or by means of 
a change of the stance of the group together with a shift of balance, thus creating bold 
lines, streams of human bodies, without any dance technique and with a simplicity 
that astonished by its effectiveness (Manor 1978: 56-57). !

 This approach was part of the work of movement and dance and it continued  

without interruption, in accord with the context and the composers, and in particular 

with those who carried out the performance. For example, Noa Eshkol’s work, 

integrating different groups of adults and youths with partial movement training or 

with no professional movement training at all: 
Noa Eshkol made a one-off and unusual experience in 1953. At the invitation of 
kibbutz Lohamei HaGhettaot she created a pageant the subject of which was the 
Warsaw ghetto uprising. In contrast to the realism and pathos then customary, the 
work she created was abstract and minimalist. The work was constructed from braids 
of dance which included a lamentation – a dance the movement element of which was 
transfer of movement from one leg to the other, and a Hora based on an interplay of 
rhythms. The music for drum and trumpet was composed by Herbert Brün, a young 
Israeli composer at that time (Eshel, 1991: 192). !



In the years that followed, the dances for the main ceremonies of the kibbutz 

movement were more and more the creations of professionally trained people, for 

smaller groups, sometimes of chamber proportions, such as for example, the work 

commissioned from Yehudit Arnon for the Lohamei HaGhettaot rally to music by 

Mordecai Seter. 
The festive pageants reflect processes of change in the society, as they take place. 
Their relevance is again and again opened to questioning, adaptation and alteration. 
Young creative artists feel themselves less beholden to the public and tied more to 
their personal messages and to the artistic-professional tools at their disposal, or that 
they have no place within the existing social framework they are supposed to express 
and together with which they are supposed to celebrate. All of this does not detract 
from the unique contribution at a stage wherein the festive pageant filled an urgent 
and vital social-cultural need. Furthermore, it embodied an artistic expression of its 
time, integrating message and social-cultural obligation, together with the attempt to 
tackle artistic expression. (Bahat-Ratzon, 2004: 211) 

!
“Dance for everyone” from the kindergarten and elementary school, existed in 

kibbutz education in almost every settlement, and specifically in every place where 

there were suitable teachers. The integration of the arts in the collective system was a 

basis for education and enrichment. The basis consisted of the provision of tools for 

improvisation and creativity, for the development of coordination and a sense of 

rhythm. There were in Israel some teachers trained in the Dalcroze system – education 

through music and movement. Nushka Perenson was active in kibbutz Mishmar 

HaEmek, and outside the kibbutz movement teachers Kaethe Ya’acob, Toni Steinitz 

and others trained teachers in this method. The teachers in the kibbutzim initiated the 

writing of teaching programs and work, each with the background and experience that 

they had accumulated. Seminar HaKibbutzim, as an institution for the training of 

teachers and educationists was open to, and provided a roof for, all kinds of 

enterprises and experiments. 
After the War of Independence, Yehudit Bineter, together with Lotte Kristeller and Eli 
Fabian, founded the Institute for Movement Education, which she was to direct until 
1971. The institute, which was part of Seminar HaKibbutzim, trained teachers of 
gymnastics. […] The senior teachers of movement at the institute were Yehudit 
Bineter and Lotte Kristeller, who taught “Basic Physical Education”. Both of them 



were opposed to classical ballet and also to modern dance. They deliberately adopted 
the broad concept of “movement”, which also included the various styles of dance. 
The studies were aimed at developing movement skill and the understanding of 
movement, since movement that evinces only technical control is not enough. It 
should also serve as a means of experiment and the discovery of the self. The method 
of teaching was based on the setting of tasks. Key questions  were posed – what, how, 
how much and when – and the teacher’s role was to help the students to learn and to 
think and to understand at a deep level the basics of movement – body, energy, space 
and time. An advanced student was considered to be one who could ask the right 
question, and who also possessed the technical ability to answer it (Eshel, 1991: 
67-68). !

In Seminar HaKibbutzim the best teachers found a framework for the development of 

new and different methods in the teaching of movement and dance, among them Arie 

Kalev, (teacher of dance and movement), Noa Eshkol (creator with Avraham 

Wachman of EWMN movement notation) and others. In the early seventies of the 

twentieth century it was no longer possible to continue in an experimental framework 

without the recognition of the Ministry of Education. In 1976 we set up the 

specialized course in dance teaching within the framework of the Institute for 

Physical Education and in 1978, on the initiative of the directorship of the Ministry of 

Education, plans were completed for setting up the course for the teaching of dance 

and movement, with a teaching certificate and B.Ed. degree. An effort was made to 

create in the program a continuation of the experiments that had gone before: 

theoretical study of the sciences of humankind and the human body, study of  basic 

movement, music and the foundations of rhythm in movement, Eshkol-Wachman 

Movement Notation, composition, dance in Jewish, Israeli and general ethnic and folk 

traditions, and of course classical ballet and modern dance as part of the variety of 

dance techniques. Today there are opportunities for specialization, further study and 

research within the frame of the School for the Arts of Dance. 

 In the fifties of the twentieth century the group of veteran teachers in the 

kibbutzim co-opted a generation of native Israelis who had studied dance in the 

kibbutz or outside it. The need for learning programs and regular further studies on a 

professional level increased continuously and it was no longer possible to deny pupils 

of the necessary professional experience. In the Kibbutz Artzi a dance department was 



set up by Rachel Emmanuel (then of kibbutz Hatzor) as an established response to the 

needs that arose from the grass roots. For teenagers who were secondary school 

pupils, regional schools were established for music and dance, which made possible 

groups for further study and professional experience for those who wished for it. 

Alongside these, dance performance groups were established that were integrated in 

local and regional performances. 

 In the early sixties Yehudit Arnon established the Ga’aton Group, which in the 

course of time became the Western Galilee Group. In 1970 the Kibbutz Collective 

Group was established (Eshel, 1991: 80-84). Many kibbutzim did not forgo dance 

education in their education programs. “Dance for Everyone” was the basis for the 

integration of children, teenagers, and adults in festivals and feasts. A tradition 

crystallized of roles according to learning grades and youth groups and various age 

groups, corresponding to the feasts and festivals. Thus it was natural and understood  

that in a festival, participation in movement, dance and song was according to the 

local tradition, and study time and rehearsals were allotted for this. 

 This book makes possible acquaintance with one way of maintaining such a 

tradition. A year’s work plan is unfolded in the book, based on a profound relationship 

to the teaching of movement and dance, to a selection of texts and a musical 

repertoire, to a synthesis that exemplifies the best educational-social experiments in 

Hebrew culture. The work methods are chosen according to what suits the 

supervisors, each in his or her way. The performers take an active part in the creation 

of the dance. The teacher-supervisor crystallizes the experiments in a collaborative 

version, to be performed as required.  

 To summarize: dance is a part of a tradition of feasts and festivals in the 

community , and it continues to exist in only a few places. The tradition of the feast 

and festival can be manifested in the way that suits the time and the place, by studying 

and cherishing it in the educational system as part of the heritage of a Hebrew culture, 

and with awareness of the frameworks that were crystallized in the agricultural-

kibbutz settlement. The preservation and care of what there is, holds within it the little 

that enables the continuity of the heritage of a Hebrew culture in the feast day and the 

festival.  
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